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Preface

The aim of this work is to suggest an approach whereby the subject-
matter of ancient literature may be better understood. I have confined
myself to poetic examples for reasons of space, although generic con-
siderations are equally applicable to ancient prose. Within the sphere of
poetry, epic and draina have contributed less inaterial than have minor
forms. This is partly a matter of personal taste and partly to avoid un-
necessary difficulties of exposition.

The method adopted throughout has been to suggest principles of
analysis rather than attempt to produce complete lists of genres, or
generic examples, or topoi — an impossible task until much more work
has been done in the field. Throughout I have tried to move from famil-
iar to unfamiliar and from easy to difficult. This has meant concentrating
on genres already familiar to students of ancient literature, or on genres
made familiar in the course of the book. Needless to say, the genres most
frequently used are not necessarily more complex or more interesting
than the others.

Greek generic names have heen employed mainly, but not exclusively,
in the form ending in on (i.e. propemptikon for propemptikos logos, pro-
pemptike lalia and propemptikos hy mnos), even though thisis not normal
ancient practice. I.atin generic names are unchanged. Where no ancient
name has survived for a genre, a modern name is accepted or invented.

Where an ancient text has been discussed at length or in detail it has
been quoted in all cases where this has been practical. The basis of most
of these quotations is the relevant Oxford Classical Text published by
the Clarendon Press. I am indebted to the Delegates of the Clarendon
Press for permission to make use of their copyright material in this way.
It should be noted, however, that I have departed from the readings of
the Oxford Classical Texts where I felt it necessary to do so. All the
ancient texts quoted are translated, the translations of fragmentary
Greek texts or of extracts from NMenander the Rhetor appearing in the
body of the work while the remainder form an appendix. In this way it
is hoped that the book will be useful to readers unacquainted with ancient

languages.
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In Medias Res

Non ego nunc Hadriae uereor mare noscere tecum,

Tulle, neque Aegaeo ducere uela salo,

cum quo Rhipaeos possim conscendere montis
ulteriusque domos uadere Memnonias;

sed me complexae remorantur uerba puellae,
mutatoque graues saepe colore preces.

illa mihi totis argutat noctibus ignis,
et queritur nullos esse relicta deos;

illa meam mihi iam se denegat, illa minatur,
quae solet irato tristis amica uiro.

his ego non horam possum durare querelis:
a pereat, si quis lentus amare potest !

an mihi sit tanti doctas cognoscere Athenas
atque Asiae ueteres cernere diuitias,

ut mihi deducta faciat conuicia puppi
Cynthia et insanis ora notet manibus,

osculaque opposito dicat sibi debita uento,
et nihil infido durius esse uiro?

tu patrui meritas conare anteire securis,
et uetera oblitis iura refer sociis.

nam tua non aetas umquam cessauit amori,
sernper at armatae cura fuit patriae;

et tibi non umquam nostros puer iste labores
afferat et lacrimis omnia nota meis!

me sine, quem semper uoluit fortuna iacere,
hanc animam extremae reddere nequitiae.

multi longinquo periere in amore libenter,
in quorurn numero me quoque terra tegat.

non ego sum laudi, non natus idoneus armis:
hanc me militiam fata subire uolunt.

at tu seu mollis qua tendit Ionia, seu qua
Lydia Pactoli tingit arata liquor;

seu pedibus terras seu pontum carpere remis
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ibis, et accepti pars eris imperii:

35 tum tibi si qua mei ueniet non immemor hora,
uiuere me duro sidere certus eris.
Propertius 1 6

In this, the sixth elegy of his first published book, Propertius addresses
the man who is both his patron and the book’s dedicatee, the young
nobleman L. Volcacius Tullus.! The occasion of the address is Tullus’
imminent departure from Rome totake up an official post in the province
of Asia. It cannot be doubted that Propertius meant his farewell to Tullus
to be friendly and complimentary. But a critical reader may well feel
that some of what Propertius says is not easily reconcilable with this
view.

At the beginning of the elegy Propertius employs the classical com-
monplace that willingness to go anywhere with a person is a sign of one’s
friendship for that person.2 He does so in order to make a strong declara-
tion of his friendship for Tullus (1-4). Propertius then immediately
refuses to go with Tullus to Asia. He produces asthe main reason for his
refusal to do so the fact that his mistress Cynthia is putting pressure on
him. This takes the form of changes of complexion, nagging, and threats
directcd at Propertius because he plans to accompany Tullus (5-18).

It is clear from this abrupt juxtaposition that Propertius intended his
readers to be struck by the contrast between these protestations of
friendship for Tullus and his reason for refusing to go with Tullus.
Propertius has intensified the contrast in two ways: he has ruled out
fear on his own part as a motive for refusal (1-2), and he has used the
commonplace about friendship in a novel and extended form (3-4). Nor-
mally the comnionplace gocs something like ‘x would accompany y to
the ends of the earth therefore r is a friend to y'. Propertius says ‘I
would accompany you to and beyond the ends of the earth’.?

On one side, therefore, Propertius places his great friendship for
Tullus, a friendship which is more than personal and includes his poet-
patron relationship with Tullus; on the other side Propertius places
Cynthia’s threats, and he submits to the latter. In ancient literature it
is impossible that a poem _g;l\d{;assed to a patron-cum-dedicatee should be
uncomplimentary. Dekpite appearances, therefore, this contrast cannot
be uncomplimentary to Tullus. How then can we explain it? We might
suggest that in elegiac poetry there is a convention by which the ena-
moured elegiac poet prefers his mistress’s love to everything, including
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the needs of friend and patron ; but thisis not in fact true. Tibullusin 1 3
describes how he was in the same position as Propertius is in 1 6. Unlike
Propertius, Tibullus left his mistress Delia to go abroad with his friend,
patron and dedicatee, Messalla, despite Delia’s attempts to restrain him.*
Nevertheless, the amorous character of the elegiac poet may to some
extent soften Propertius’ decision. A second suggestion would be more
helpful : Propertius’ seeming insult to Tullus may be indirectly enco-
miastic to Tullus because it is part of the character contrast which
Propertius constructs throughout the poem between Tullus the man of
war, proof against love and devoted to the service of his country (cp.
19ff. ), and Propertius the worthless lover, suffering from moral blemishes
that have been specifically chosen to high-light the opposite virtues in
Tullus.

These two suggestions would probably constitute an adequate if not
complete explanation and justification of the contrast between 1-4 and
5-18, if the poem did not contain another similar and apparently un-
encomiastic contrast to which this sort of explanation is inapplicable.
From 19 on Propertius compliments Tullus as a soldier and contrasts
Tullus in this role with himself, the dl_(eiaifpoet-lover; butat 31 astartling
reversal of these compliments seems to occur. The language of this and
the following lines is carefully chosen to suggest the luxury and wealth
of Asia with its irrigated cornland watered by the gold-bearing Pactolus
(31-2), and to imply the ease with which Tullus will travel (33) and the
security of Tullus’ position (34 ), all of whichs contrast with Propertius’
own hard life (56, where duro contrasts with mollis, 31). This contrast
is also without doubt intentional and again seems at first sight highly
unflattering to Tullus. The man who at 19ff. was a tough soldier is now
said, or so it appears, to have an easy life in store for him. Such an inter-
pretation must again be wrong, but this time no elegiac conventions or
easy theories of indirect encomium are available to explain how this
section of the poem can be reconciled with Tullus’ role as a man of war.
The fact that this problem does not yield to conventional approaches

“sirengthens any residual doubts about the satisfactoriness of the con-
ventional explanations of the contrast between 1-4 and 5-18.

These two difficulties presented by Propertius 1 6 are characteristic of
a whole class of difficulties in classical literature. Often the logic of a
classical poem or speech appears to be intentionally incomplete or in-
consistent. The overall solution to such difficulties which this book sets
out to explore is ene that involves an acceptance of the validity and
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Menander 395 4-52

‘There are many sorts of propemptikon.

One sort can be made up partly of advice and partly of encomium
and affectionate addresses, should the speaker wish to add these latter
too. Advice can be included when someone of a much higher status is
bidding farewell to someone of inferior status, for example, a teacher
saying goodbye to a pupil, since in such a case the teacher’s status
allows him to display the character of a counsellor.

The second sort is when the speaker can display a burning feeling
of affection for the person to whom he is bidding farewell, without
including advice. In this case the pair will be of equal standing and
reputation, two friends for example; and their friendship and their
common right tothe name *‘friend " deprives the speaker of any right
to give advice, even if the friend saying goodbye should be superior
in status to the friend going away.

A third sort is much more, or rather, almost totally concerned with
praise, when the speaker’s intent is to produce an encomium in the
guise of a propemptic speech; for example, if we were going to bid
farewell to a governor laying down office or leaving one city for
another.

Insaying all this I do not mean to exclude from any of the sorts of
propemptikon mentioned the expression of feelings of affection. For
the propemptikon universally revels in them. I am only pointing out
that in some cases they are to be used more than in others. When a
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governor is the addressee you will bring in the unanimous love of the
cities for him and how much they will miss him.’

Menander distinguishes between three sorts of propemptikon. Since his
rambling style does not make for clarity, it may be worth while to
summarize the three categories:
1. The propemptikon of superior to inferior which has advice
as its distinguishing characteristic, e.g. teacher’s propemptikon to
pupil.
2. The propemptikon of equal to equal which has affection as its
distinguishing characteristic, e.g. friend’s propemptikon to friend.
3. The propemptikon of inferior to superior which has encomium as
its distinguishing characteristic, e.g. orator’s propemptikon to gover-
nor.
When Menander goes on to give detailed instructions for the composition
of a propemptikon, these instructions are for an example of the second
sort, that of equal to equal. This example is schetliastic and in this
respect resembles the majority of known propemptika. This does not
mean, of course, that all propemptika of equal to equal are necessarily
schetliastic,!® or even that all schetliastic propemptika are those of equal
to equal.” That Menander should thus have chosen to exemplify the
second sort of propemptikon and not the third is somewhat surprising.
Inthe case of other genres with variant types, it is always those addressed
to officials and cities to which he devotes most of his space, his purpose
being to give tuition in public oratory. Hence we might have expected
that the third type of propemptikon, that addressed to a governor,
would be the one exemplified in full. The primary reason why Menander
chose to exemplify the second sort is probably that he was very concerned
to impress on his readers the intimate connexion between all sorts of
propemptika and expressions of affection. He may have felt that the best
way to drive home this lesson was to exemplify the sort of propemptikon
characterized principally by such expressions. Some of the details of
Menander’s example of the propemptikon of equal to equal hint at a
secondary reason. These details make it clear that the imagined circum-
stances of delivery are that one pupil of a rhetorical school is going home
after completing his rhetorical studies and that he is being addressed by
a fellow-pupil who is staying behind at the school.!? This suggests that
Menander, and doubtless other teachers of rhetoric, exploited the de-
partures of pupils who had completed their courses as occasions to exer-
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cise their remaining pupils in the delivery of this kind of speech, and
therefore that the prescription by Menander of the equal toequal variant
was meant to help his pupils to compose propemptika in these circum-
stances. This suggestion is confirmed by another detail of Menander's
account. He gives as an example of the superior to inferior type the
propemptikon delivered by a teacher saying goodbye to his pupil.}?
Doubtless, when a pupil departed, the teacher of rhetoric led off or
crowned the propemptic efforts of his remaining pupils towards their
departing comrade.

The choice by Menander of the propemptikon of equal to equal for
full exemplification does not mean that the contents of the other two
sorts must remain unknown to us. They can be derived partly from
literary examples!4 and partly from the prescription for the second sort.
For although variants of the same genre differ in content to some extent,
they very often have much in common, and this is the case with the
propemptikon.

Propertius 1 6 is a propemptikon of Menander’s third sort. Tullus, the
addressee, is a governor in the broad sense of the word.!$ There are two
small differences between the situation in Propertius and that envisaged
by Menander. Menander imagines his third sort of propemptikon as
being directed by a public orator speaking on behalf of a city or cities
towards a governor either demitting office and going home or leaving
one city in his province for another. However, in 1 6, Propertius speaks
as a private individual not as a public representative, and he addresses
Tullus when Tullus is leaving Rome to take up his appointment and not
when he is leaving his province or moving about within it. But differ-
ences of these two kinds, although they are of some interest and will be
treated later in this book,'¢ do not affect the generic assignment of
Propertius 1 6.

Menander’s third type of propemptikon is characterized by encomium.
Thus the generic assignment of Propertius 1 6 confirms the common-
sense view of the elegy in terms of Propertius’ attitude to Tullus. How-
ever odd Propertius’ remarks at the two places discussed above may
seem, they must be intended to be encomiastic. Lines 1-4 can easily be
understood in terms of the emotions which characterize the genre in
general and Menander’s third type of the genre in particular. Proper-
tius’ affection for Tullus is expressed in his strong declaration of friend-
ship in these lines. Some compliment to Tullus is implied in 1-2: Pro-
pertius makes it clear that the Adriatic and Aegean, traditionally
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dangecrous seas, might terrify some sailors, but not himself or Tullus,
and only Tullus will be sailing them! YWhat then of the excuses of 5-18?
One might assume that other surviving examples of type 3 propemptika
would help with this problem since some of them also contain reasons or
excuses for the speaker’s inability to accompany a departing official. In
fact the frequency of such reasons or excuses suggests that they some-
times play the same role in type 5 propemptika as schetliasmos some-
times plays in type 2, namely that, whereas the equal speaker may re-
proach the addressee, the inferior speaker may excuse himself to the
addressee. However, just as all type 2 propemptika are not schetliastic,
so all type 5 propemptika are not necessarily excusatory.

Excusatory sections of thiree other surviving type 3 excusatory pro-
pemptika and one type 2 excusatory propemptikon are:

me tenet ignotis aegrum Phaeacia terris:
abstineas auidas Mors modo nigra manus.
Tibullus 1 5 5-4

utrumne iussi persequemur otium,
non dulce, ni tecum simul.
Horace Epode 1 7-8

eur nobis ignauus amor? sed pectore fido
numquam abero longisque sequar tua carbasa uotis.
Statius Siluae 3 2 g9-100 '

sed licet teneamur aegri
corporis nexu, tamen euolamus
mentibus post te, Dominoque tecum
dicimus hymnos.
Paulinus Carmina 17 93-6

The excuses are of different sorts; illness in Tibullus 1 3; the orders of
Maecenas in Horace Epode 1;'? faint-heartedness in love in Stluae 3 2.
In Stluae 3 2 Statius employs the preceding imaginary pictures of all
the things he might have done abroad with Maecius Celer (go-5) to
reinforce his lame excuse for refusing to accompany Celer in real life.
Statius then goes on to declare that he will be with Celer in mind. This
elaboration gives Statius’ handling of the idea that he might go abroad
with his addressee a more conventional air than that of Tibullus and
Herace. In Paulinus Carmina 17 the excuse israther astatementof fact,
namely that Paulinus is mortal and so can only be in one place at a time.
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This implies that he himself has a diocese to look after just as Nicetas has.
Paulinus goes on to employ the same notion as Statius uses, when he
says that he will be with Nicetas in spirit. In spite of their differences,
none of these excuses could be misread as insults to the addressee. The
encomiastic sense is manifest. An examination of these other examples
of the same topos in the same variant of the same genre is therefore
unhelpful for Propertius 1 6.

The excuse offered at Propertius 1 6 5-18 can be considered generic-
ally in the following way. Propertius’ excuse for not accompanying
Tullus in a type 3 excusatory propemptikon is that Cynthia, when told
by Propertius that he intends to accompany Tullus, has been expressing
her disapproval in various ways. The report of this in 5-18 is an example
of a type 2 schetliastic propemptikon in which Cynthia is the speaker
and Propertius the addressee. The principle which allows this narration
of Cynthia’s behaviour to be considered a propemptikon is one which is
valid for all genres and will recur in this book.! It is that, although sur-
viving rhetorical prescriptions for genres are naturally prescriptions for
direct first-person speeches, nevertheless literary examples of genres
can just as well consist of narrated speeches, either accompanied or
unaccompanied by descriptions of related relevant actions; or they can
even consist simply of narrations of relevant actions. Cynthia’s narrated
and imagined speeches, and her related actions of 5-18, are the schetlias-
mos of a schetliastic propemptikon. The pleas and threats and reproaches
of these lines are characteristic of propemptic schetliasmoi and, as
though to confirm this, Propertius uses the verb queror (8) and the
noun querelae (11), which appear to be the Latin renderings of the
Greek oxerAdfw, oxerAiaouds.! Other propemptic topoi which may
be noted in these lines are:

(i) The accusation of breach of faith. There is a hint of this topos in 8
where the gods concerned must, because of the proxiniity of ignis in 7,
be those by whom their mutual oaths of love have been sworn. The topos
occurs openly in 18.20

(ii) Reproaches of hardness of heart, etc. (10, 18).2!

(iii) Reflections on Propertius’ motives for departure, summed up in
touristic language as a desire to visit those resorts of learning and wealth,
Athens and the famous cities of Asia (13-14).22

(iv) The prayers of Cynthia that Propertius’ ship will be held up (17).2?
The propemptikon of Cynthia to Propertius consists of schetliasmos and
nothing mord. It can nevertheless be considered a member of the genre
13
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propemptikon in spite of the absence of the normal second section. Such
omissions of material from generic examples without destruction of
their generic identity will be discussed in Chapter 5.2

Propertius thenin 1 6 has yielded to Cynthia’s schetliastic propemp-
tikon to him. A parallel for this is Cynthia’s yielding to Propertius’
schetliastic propemptikon to her in Propertius 1 8. In 1 6 Propertius
uses Cynthia’s type 2 schetliastic propemptikon to himself in his type 3
excusatory propemptikon to Tullus as his own main excuse for not going
to Asia with Tullus. The literary procedure involved here, namely the
inclusion withinone example of a genre of an example of another variant
of the same genre, will be discussed at greater length in Chapter 7 and
will be exemyplified there and elsewhere. Inclusion was familiar to
Propertius’ audience, so that to the non-generic explanations of the sig-
nificance of the contrast between 1-4 and 5-18 can now be added the
generic explanation that the contrast was devised by Propertius so that
he could demonstrate his skill and originality by using this striking and
sophisticated device. In other words the audience, knowing that 1 6 was
a propemptikon, would not have expected internal logical completeness
in this striking generic innovation, would have accepted 1-18 without
asking overprecise questions about internal consistency, and would have
understood them in the encomiastic spirit in which they were written.
Characteristically what would in a non-generic poem have been a hiatus
of thought is not so within this generic elegy. This is because the generic
formula and the principle of inclusion are, in a sense, as much parts of
the elegy as the elegy itself in as much as the reader would approach the
elegy with a prior knowledge of them. This poem is therefore, like all
generic works, not a thing in itself. It exists against the background of
the reader’s generic expectation which it uses as its starting-point.

In the second part of the included propemptikon (15-18), Propertius
adds to the description of Cynthia’s actual schetliasmos to him in the past
(5-12) an anticipation of her future schetliastic activity should he fail
to yield to her pleas. This section also paves the way for the contrast
between Propertius as poet-lover and Tullus as man of war that will
follow in 19-30. The anticipation occurs in 15-14, in which Propertius
imagines his own residence abroad not in terms of 1-4 where, in con-
junction with Tullus, he was bravely facing the sea-storms, but ratherin
terms of solitary touring of those standard places of resort in antiquity,
Athens with its university and Asia with its wealthy cities. With this
prospect he contrasts the further potential propemptic activity on

13
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Cynthia’s part — Cynthia on the sea-shore shouting at his departing
ship, tearing her face, hoping the winds will be contrary to him and at-
tacking his harshness and lack of fidelity. Thus 13-18 are also a thematic
repetition-cum-variation of 1-12.23

At line 19 the second half of the propemptikon to Tullus and with it
pure encomium of Tullus begins. The first section of this encomium, in
which the persona of Tullus as a man of war is contrasted with the
persona of Propertius (19-30), can be interestingly paralleled from
Menander's prescription for the type 2 schetliastic propemptikon.
Menander recommends that the speaker, while praising the good looks
of the traveller, should guard against any impression that the traveller’s
morals may consequently be faulty by stressing his integrity.2¢

émeidy) 8¢ els ebdaipoviav aurtelel kal odypatos kdMos, ypdov
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éxduyns v éx 1ol kdAlovs, dwépyacar 10 fos oepviTepov,
AMywv 87i koopet 8¢ 70 elSos fj Tdv j0av éyxpatein, kai TG
p7) moMois pediws €avrov éxdiddvar, dAa povov guveivar T@v
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Menander 398 14-25 ‘

‘Since physical beauty makes up part of general well-being, describe
the young man, how he looks at people and what he is like to look at.
Describe in this section his first growth of beard, his eyes, his hair,
etc. But in order to make your description serious and to shield him
from the kind of insinuations which beauty attracts, you must give
some seriousness to his character. Say that his physical attributes are
disciplined by his strict morals, by his aversion to associating with the
common herd and by his habit of communing only with the best men,
speeches and books.’

Propertius does not go into detailed rhapsodies over Tullus’ beauty, but
he does specify that Tullus is a young man,?” and immediately goes on to
picture him as an anti-love soldier.?® All this simply intensifies the
problem of 31-6. Propertius has been openly laudatory in the previous
lines. How then do 31-6 continue this encomium in spite of seeming to
be unflattering? This problem, unlike the first, can be solved by direct
reference to the generic formula. It is caused simply by the occurrence of
a topos at the place specified for it by the generic formula. Since the

In Medias Res

topos so occurs the author is excused from producing explicit links with
its context because theselinks already exist in the generic formula known
to both author and audience.

The topos is described by Menander in the post-encomiastic part of
his instructions for the propemptikon as follows:

kdv pév melevew puély, Sudypade T d8ov kal Ty yijy 8u'fs
mopeverar, olos pév éorar, v obrw Tixp Sid Tis Opdrns
Siiv, émawovpevos kal wpomeumdpevos éml Tois Adyous,
favpaldpevos 8¢ 8ia Avdias xai Ppuyias.
Menander 598 29-399 1
‘*And if he is going to journey by land, describe the route and the land
he will journey through and what sort of traveller he will be, praising
and escorting him in your speech (?) if, for example, he is going by
land through Thrace, congratulating him if he is going through Lydia

and Phrygia.’

What this amounts to is that if the traveller's road is through rough
terrain, he is to be praised for his endurance; if it is through a pleasant
country, he is to be congratulated on his good fortune. Tullus does in
fact pass through Lydia, one of Menander’s two examples of pleasant
terrain (52 ). Ionia, the other place he is said to be visiting, is adjacent to
and shares the characteristics of Lydia and Phrygia. Hence Propertius
lays emphasis on the luxuriousness of Lydia and Ionia, and on the ease
of Tullus’ passage through and residence in them as a form of laudatory
congratulation of Tullus. In doing so, and in placing the topos at this
point, Propertius is conforming with the precepts of the rhetorical
schools. The general position of the topos in Propertius 1 6 as well as the
content of the topos conforms with the generic formula. In Propertius
1 6 as in Menander's prescription (397 21ff.) it is part of the encomium
section of the propemptikon. Moreover, in Propertius 1 6 it is followed
by the propemptic ‘remember me’ topos (55-6), a topos which in
Menander’s prescription immediately precedes in the same sentence
the instructions to describe the traveller in accordance with the nature
of the terrain he is to traverse (398 26-g).%

Two more aspects of the second half of Propertius 1 6 are worth
mentioning. Lines 19-36, as well as contrasting Propertius and Tullus
to the latter’s advantage, also add, by implication for the most part but
sometimes openly (e.g. 29-30), to the excusatory tendencies of the first
half. Their message is that Propertius is an unwarlike person suited by
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fate and by his bad character only to the warfare of love. In representing
himself in this way, Propertius is producing, as well as the unusual
excuse of 5-18, another type of excuse familiar in the context of excusa-
tory propemptika. When Statius in Siluae g 3, in similar circumstances,
pleads faint-heartedness as his excuse, he has previously explained that
he is militarily useless (94-8). Horace, when in Epode 1 he considers the
possibility of excusing himself and then decides to go with Maecenas
after all, is careful to point out that the decision to go is made in spite of
the fact that he is a military nonentity (15-16).

The second aspect of 19-36 is characteristic of the generic practice of
ancient poets, who love to disappoint their audiences’ expectations on one
level and at the same time fulfil them on another level. There is no
explicitschetliasmos addressed to Tullus in Propertius 1 6; but in 19-36
Propertius manages to portray himself as a lonely, wretched character
strongly reminiscent of the speaker of a schetliastic propemptikon —
tearful, woeful, dying. Naturally Propertius nowhere says or implies that
his miserable condition has anything to do with Tullus’ absence, for to
suggest this would be an insult to Tullus’ performance of his duty to the
state. Propertius blames it all on the fact that he himself is a lover. We
might easily believe that the resemblance between this self-portrait
and that of the schetliastic speaker was accidental, if the same sort of
thing did not happen in other non-schetliastic propemptika.? These
examples indicate that when ancient poets wrote a non-schetliastic
propemptikon they often compensated for the lack of an explicit schet-
liasmos by some such device.

The choice of Propertius 1 6 as a first example of the usefulness of
generic studies was, paradoxically, dictated by the relatively unproblem-
atic nature of the elegy. The two problems of the poem which have been
discussed above have never troubled scholars. Moreover, the generic
solution to the first of them must be supplemented by conventional
approaches. The point of choosing an example of this kind was to avoid
suggesting that generic studies are a panacea, that they are in conflict
with other branches of classical studies, or that they are worthy of
attention only because they solve problems. Their value is that they
yield understanding of the compositional methods and intents of ancient
writers. This is not to say that they cannot sometimes solve very difficult
problems which have long baffled conventional scholarship.

The second example of the utility of generic studies concerns a poem
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which has puzzled its two most distinguished commentators in the last
hundred years. ' :

*HMvles, & $lde xobpe: Tplry adv vukrl kal Hot
§Avles o 8¢ wobedvres év Mjpart ympdaxovaw.
doagov éap xepdvos, Goov pijdov Bpafidoto
18w0v, Gaaov Sis oderépys AagiwTépy dpvds,

5 Sooov mapfevicy) mpodéper Tprydpoto yuvaixds,
daaov éAadporépn pdayov vefpds, Saoov dnduv
cupmdvrwy Avyvdwvos dodordTy meTenvdv,
réooov én’ ebdpnvas ob Pavels, axiepiy 8 Smd Pyydv
7€Xlov Ppuyovros d8oimrdpos €8papov Ws Tis.

10 €if’ opadol mvedoeav én’ dpdorépoow “Epwres
vaw, émeaaopévors 8¢ yevoipela miow doudri-

‘8w 81} Twe Tbde perd mporépoiar yevéalny
$o0’, 6 pév elomvydos, dain x' ‘Quuraidfwy,
Tov & érepov mdAw, ds kev 6 Oeooalds eimor, diTyy.

15 dAjlovs &’ éplAnaav iow {vyd. 7 pa 767" foav
xpyoeior mdAw dvdpes, 61’ dvredidno’ o Pidylels.’
el yap Todro, wdarep Kpovidn, wédor, €l ydp, dyipw
dfdvaroc, yevejjs 8& Supkoalpow Ereira
dyyeldetev épol Tis avéfodov els *Axépovra-

20 ‘7 ov) viv pAdTys kal Toi xapievros diTew
wdae Sid aroparos, pera 8 béowot pdhora.’
dAX’ 1jTot Tovrwy pédv dméprepor Odpaviwves:
éooetar ds €0édovaw. éydr 8¢ ae Tov kaldv alvéwy
Jrevbea pwos omeplev dparijs odx dvadvow.

25 v yap kal 7 8dxps, 70 pév dPAaPés edbds Ednxas,
SimAdowov &' dvnoas, éxywy 8’ émiperpov dmwfirfov.
Nioaio Meyapijes, dpioredovres épetpois,
6ABot oixeloire, Tov "Arrinoy s meplala
Eetvov éryrijoaale, dioxAéa Tov Piddmaida.

50 alel o wepl TUpBov doMées elapt mpdrew
xodpor épidyraivovar duhijparos drpa pépealar:

Os 8¢ ke mpoopdfy yAvkeprepa yeldeor xeldn,
Bpifdpevos areddvoiow ény és punrép’ amiiifev.
0ABios Soris mawol Plijpara keiva Siarr@:

35 1) mov 1ov xapomov Iavvpijdea AN’ émBdTac
Avdiy loov éxew mérpy ordpa, xpvodv dmoly
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mevfovrar, i) padlos, érjrupov dpyvpapoifol.
Theocritus Idyll 12

Wilamowitz made four main points about this idyll."* He could not
believe that 3-g, with their chain of ornate images, could be taken
seriously; he jibbed at the introduction of the glossographical matter of
13-14 into a love poem; he held that 23-4, coming as they do after the
high-sounding prayers of 10-21, constitute bathos; and finally he felt
that the kissing contest of the Dioclea was something that would have
appeared naive to Theocritus’ sophisticated readers. Wilamowitz ex-
plained all these points not very convincingly by suggesting that
Theocritus was not serious in the idyll but was being deliberately
humorous.

In his commentary on Theocritus Gow took a different view.3 He
accepted the validity of Wilamowitz’s four points but rejected his ex-
planation of them. Gow's verdict on the idyll was that if, as he himself
believed, the poem is serious, then it shows ‘lack of emotional restraint’,
‘untimely display of learning’ and ‘incongruous juxtaposition of the
two’. Gow concluded: ‘If it is wholly serious, it displays more con-
spicuous deficiencies of tact and taste than are to be found elsewhere in
Theocritus’.

Idyll 12 belongs to a genre which in this book will be called pros-
phonetikon. This genre is the welcome to a traveller who has arrived at
the place where the speaker is. In antiquity it appears that such a speech
could be described as either a prosphonetikos** or, with a cognate term,
a prosphonematikos® logos, or as an eprbaterios’® logos. The name
prosphonetikon will be used here because the term eptbaterios logos is
also applied in antiquity to something quite different — the speech of the
traveller who has arrived somewhere. The reason for the dual nomen-
clature may be conjectured. Ancient rhetoricians, with their usual dis-
regard of logic and concern for convenience, could impose names on
pre-existent and well-known generic patterns with a view to emphasiz-
ing either the distinctions between the primary elements of different
genres or the similarity between the secondary elements of different
genres. The primary elements of the prosphonetikon (speech of wel-
comer ) and epibaterion (in the sense of speech of arriver) are as different
as those of the propemptikon (speech to the departing traveller) and
syntaktikon (speech of the departing traveller). But as many of the
secondary elements (topoi) of the prosphonetikon and the epibaterion
18
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(speech of arriver) are similar, some rhetoricians therefore applied the
term epibaterion to both categories.

Menander calls the speech of the welcomer both prosphonetikon and
epibaterion. In his second treatise on epideictic genres he gives the name
prosphonetikon to one genre ( 414fF. ). This is clearly a speech of welcome.
But in the same treatise, in his discussion of the genre epibaterion,
Menander says:

"EmBaripiov 6 Bovddpevos Adyew 8iiAds éate ﬁouz\opcvos
'n'pomﬁww;aac 17 ﬂ)v éavrod 1ra-rpl.8a ef amodnpias RKwv, 1;
7oAw €répav, els v dv ddlkyTar, 1) kal dpyovra émardvra T
T Aet.

Menander 377 32-378 3

‘A person pronouncing an epibaterion is clearly wishing either to
address his own country on return from abroad or to address another
city at which he has arrived or to address the governor appointed to
rule over the city.’ '

Menander continues with a long prescription for the last circumstance,
which makes it clear that the last kind of address is made to a governor
arriving at one’s city. Thus the speech is a speech of welcome pronounced
in exactly the same situation as is found in the prosphonetikon as defined
by Menander.

Menander himself is not unaware of or entirely comfortable about
this overlapping of nomenclature. At the end of his discussion of the
epibaterion (speech of welcome) he attempts to define the difference
between the prosphonetikon and this supposed epibaterion.

Soxet 8¢ mepirTov Exew o émPariipios Adyos kata Toi mpoopwy-
nTikoD 70 éx mepiyapelas xepdlatov perd Td wpoolmea, Kai
ralra éx mepixapelas AapBavdépeva: Spws 8¢ ovdév xkwAder
pere Ta mpooipa Tedelav épyaaiav Tv kedadaiwv 8(doobar:
xp1ioy ¢ év rails Totavrats dmobéoeat Tais TAY mpoodwinTikdY
xal @y dmBarnplewr 1 i mpoouly %) kai Sevrépe moMdkis,
dore 8 Sre kal rpial xprjoy, Srav dmarryj xal Tobro 1) Ondbeois.
Menander 382 1-9
‘It appears that the epibaterion has when compared to the prosphone-
tikon an additional section after the prologues dealing with the great
pleasure ( felt by the speaker ), the prologues also dcaling with his
great pleasure. There is, however, nothing to prevent a full working
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out of the subsequent sections of the epibaterion after the pro-
logues. When dealing with such subjects, that is, the subjects of
prosphonetika and epibateria, you will employ either one prologue
or often two, and sometimes three, when this is demanded by the
subject-matter.’

It is not absolutely clear what Menander means in this extract. If his
meaning is as the translation above suggests, he is simply distinguishing
between prosphonetikon and epibaterion in terms of the amount of
treatment each gives to the expressions of pleasure by the welcomer.
Such a distinction, namely the amount of treatment of subject-matter
rather than the presence or absence of subject-matter, concerns second-
ary elements rather than primary elements and so is topical rather than
generic. It is not the kind of distinction between genres made elsewhere
in Menander or by other authors.

The term prosphonetikon can therefore be used with some confidence
torefer to the speech of the welcomer, and theterm epibaterionignored.
From the point of view of literary welcomes Libanius’ use of the term
prosphonetikon is of most interest. In his prosphonetikos to the Emperor
Julian (5) he quotes Alcaeus Fr. 350 (LP), a typical poetic welcome,
thus showing that he believesittobelong tothe same genre as his speech.
But although we may reject the name epibaterion for a welcome,
Menander’s prescription for the epibaterion (speech of welcome) re-
mains valid as material for the study of the genre prosphonetikon.

Menander’s detailed instructions for the propemptikon were for a
variant of that genre in which speaker and addressee were equal (type 2 )
and both were private citizens. But the propemptikon we have been
discussing, Propertius 1 6, was one in which the addressee was a superior
(type 5) and a man in public life. Our discussion of Propertius 1 6 relied
both on the Menandrian type 2 prescription and on literary examples of
type 3. Theocritus /dyll 12 will be analysed with the help of a slightly
different combination of material.

Menander’s instructions for the genre prosphonetikon, both those for
the prosphonetikon proper (414ff.) and for the epibaterion (speech of
welcome) (378ff. ), are for examples addressed to important and superior
public personalities like governors. Theocritus Idyl 12 is an example
addressed to an equal private person. The Menandrian prosphonetic
prescriptions bear some relationship to literary prosphonetika addressed
both to equals and to superiors. But because these parts of Menander’s
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treatise are more of a practical guide to rhetoric than the section on the
propemptikon, they are not as close to literary prosphonetika or as help-
ful in treating them as is his propemptic prescription with regard to
literary propemptika. Consequently although there are striking differ-
ences between private and public literary prosphonetika, they can for
present purposes be combined to provide a topical list in the light
of which examples of the genre can be discussed. The relevance and
occasional utility of the Menandrian prescriptions should not of course
be forgotten (see below ). Theocritus Zdyll 12 will therefore be discussed
as a prosphonetikon with reference to such a topical list. The following
poetic examples form a representative sample of easily recognisable
prosphonetika:

Homer Odyssey 16 11-67, 187-234; 17 28-60; 23 205-350; 24 345-

412; Alcaeus Fr. 350 (LP); Theognis 1 511-22; Aeschylus Agamem-

non 855-974; Euripides Heracles 5%1-3; Aristophanes .fves 676-84;

Catullus g; Horace Odes 1 36; Ovid Amores 2 11 37-56; Statius

Stluae 3 2 127-43; Juvenal 12,
The order of the topoi in the list is not necessarily the order in which they
are found in any particular example. Bracketed references are to im-
plicit allusions to the topoi rather than to explicit occurrences of them.
The formal principles of equivalence of direct speech and narrated
speech and of action and description of action, formulated above with
reference to Propertius 1 6 5-18, apply in these examples of the pros-
phonetikon and in the topical list derived from them, as indeed in all
examples of all genres.
A. Primary Elements, i.e. the Persons, Situation, Function, Communica-
tion logically necessary for the genre

1. The person arriving (Ar)

2. The Welcomer (We)

5. A relationship between them of friendship or love

4. The welcome of Ar by We
These primary elements are found in all members of the genre, except
those affected by the processes discussed in Chapters 5-9.
B. Secondary Elements, i.e. some of the topoi commonly but not necessarily
included

1. An announcement of the arrival of Ar by means of a verb of

arriving, etc., with, on occasion, a repetition of this verb (see below):

Hom. Od. 16 23; 17 415 24 399; Alc. Fr. 5501 (LP); Theogn.1511;

Eur. Her. 531 ; Arist. Av. 680; Cat. g9 3, 5; Juv. 12 15.
ar
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2. The place where Ar has been: Hom. Od. 17 42; Alc. Fr. 350 1

(Lp); Cat. g 6; Hor. O. 1 36 4.

3. Expressions of affection of We for Ar or of mnutual affection: Hom.

Od. 16 2335 17 41; 24 401; Theogn. 1 513-22; Aesch. Ag. 855-7, 905;

Eur. Her. 5313 Arist. Av. 678-80; Cat. g 1-2, 5, 10-11; Hor. O. 1 36

105 St. Sil. 3 2 131 Juv. 12 1,16, 93-5.

4. Demonstrations of such affection, e.g. kisses, embraces, tears on

the part of We and sometimes also Ar: Hom. Od. 16 14-22, 1g90-1,

213-20;17 35,38-9; 23 206-8;24 344-5, 396-7; (Aesch. .45.887-91);

Cat. g 8-9; Hor. O. 1-36 6; Ov. Am. 2 11 45-6; St. Sil. 5 2 152-4.

5. Emphasis on return some of Ar if this is the case: Hom. Od. 23

258-9; Cat. g 3.

6. Divine assistance to Ar: Hom. Od. 16 237-8; 24 31-2, 401; Hor.

0. 1 36 2-3; Juv. 12 62-6.

7. Emphasis on safety of Ar: Hom. Od. 16 21; Eur. Her. 531; Cat.

9 6; Hor. O. 1 36 4; Juv. 1216.

8. Dangers and sufferings undergone by Ar: Hom. Od. 16 21, 189;

17 (41-2), 47; (23 234-8) ; Aesch. Ag. 865-76, 882-5; Juv. 12 15-82.

9. Achievements of Ar: Hom. Od. 23 310-41; Alc. Fr. 350 5-7 (LP);

Aesch. 4g. go7; Juv. 12 37-51.

10. Sufferings of We because of absence of Ar: Hom. Od. 23 210-12,

230-1; Aesch. 4g. 858-76, 887-95, 904-5.

11. The joys and benelits conferred on We by Ar’s arrival with/with-

out exempla to emphasize: Hom. Od. 25 233-40; Aesch. Ag. 895-gos5,

966-75; Arist. Av. 681; Cat. g 5, 10-11.

12. Priority or preferred status of We: Hor. O. 1 36 7-8; Ov. Am. 2

11 43; St. Sil. 3 2 133.3¢

15. Narrations of Ar (*with a humorous hit at them): (Hom. Od. 17

44-6); Hom. Od. 16 226-32; 23 506-41; Cat. g 6-7; Ov. Am. 2 11

49-52; St. Stl. 32 135-41; Juv. 12 17-82(?); *Cat. 9 8; *Ov. 4m. 2 11

fz Narrations of We: Hom. Od. 23 502-5; St. Sil. 3 3 155, 143-3.

15. Vows previously made by We for Ar: Aesch. Ag. 963-5; Hor. O.
1%62;0v. Am. 2 11 46; St. Sil. 3 2 1315 Juv. 12 2-16.

16. Sacrifices by We in fulfilment of vows: Aesch. Ag. 958-62 (cp.

1035); Hor. 0. 1 56 1-5; Ov. Am. 2 11 46; St. Sil. 5 2 131-2; Juv.

12 2-16, 83-93.

17. The other(s) welcoming Ar and seconding or taking \We's place

in his various activities: Hom. Od. 17 31-5; 24 386-412; (Aesch. 4g.
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855-7); Eur. Her. 531-2; Cat. g 5-4; Hor. 0.1 36 5.

18. Celebratory banquet with accoutrements: Hom. Od. 16 46-

55(?); 24 563-412(?);*? Hor. 0. 1 36 11-20; Ov. 4m. 2 11 47-9.

19. Amatory activities of Ar or others: Hom. Od. 254-5, 300; Hor.

O.13617-20;0v. 4m. 2 11 54.

20. Previous shared activities of Ar and We: Arist. 4. 678-9; Hor.

0.1 36 7-9.
In some examples these topoi occur inextricably bound up with others.
In the above list I have recorded only those occurrences which can be
readily distinguished. More examples of these topoi and others can be
found in additional prosphonetika treated elsewhere in this book.

Theocritus Idyll 12 belongs to the genre prosphonetikon because it
has all the logically necessary elements of the genre (a person arriving,
a person welcoming him, and a suitable relationship between them),
and because it also has a number of common though not strictly neces-
sary topoi of the genre in an easily recognisable form:
(i) The formal announcement of return (B1) employing here the verb
épxopat (uenio) (1-2) (cp. Homer Odyssey 16 23; 17 41, Alcaeus Fr.
350 1 (LP), Euripides Heracles 532, Theognis 511, Menander 378 10)
in this case in the emphatic repeated form as in

JAbes JAles wdbns
Aristophanes Aves 680

and with a slight variation in

Verani, omnibus e meis amicis
antistans mihi milibus trecentis,
uenistine domum ad tuos penates
fratresque unanimos anumque matrem?
uenisti. 0 mihi nuntii beati!

Catullus g 1-5

cf. also

HA0" JAle xeAdedv
Poetae Melict Graeci 848 1

(ii) The formal assertion of affection by We for Ar (1) and other state-
ments and demonstrations of affection throughout (8% and 4). These
sometimes refer in examples of the genre, as here, to sexual affection,
e.g. Homer Odyssey 23 205f.; Ovid Amores 2 11 371l

(iii) The happiness Ar confers on We by his return (811, emphasized
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by exempla stressing this and further emphasizing the affection of We

for Ar (3-9). We may compare:
ws &' 87’ dv domdoios yij vyxopédvoiar daniy,
v 1€ Iogeddwy edepyéa vi® évi wlvre

235 paloy) émevyopévny avépp kai kdpare Ty
madpor 8 éféduyov moAiijs dAds fmepdvde
vxdpevor, moAdy) 8¢ mepl xpot Térpodev dApn),
damdotot 8’ éméfav yains, kakdryra duydvres
ds dpa 7f) domaoTos ény woais eloopoway,

240 Sewpijs 8’ ol mw mdumwav dplero mihxee Aevkd.

Homer Odyssey 23 233-40

895 viv raidra wdvra TAdo’, amevbiTy dpeve
Aéyou’ dv dvdpa 7évde TGV arabpdv kiva,
gwrijpa vads mpdrovov, SYnAis aréyns
ardlov modijpy, povoyevés Tékvov matpi,
kal yfjv daveioav vavridois map’ éAmida,

900 xdMweTov Juap elowdeiv éx yelpatos,
odotardpe Supdvre myyaiov péos. .
Teprvov 8¢ Tdvaykaiov éxduyev dmav.
ToL0iadé 7ol viv df1d mpooPbéypaow.

pt{ng yap ovm)s ¢v)u\as iker’ es ddpovs,
amav vweprewaaa. gepiov vaog
kai god poldvros Swparirw éoriav,
OdAmros pév év xeyudve onpadvels poAdv:
970 Srav 8¢ Tevxy Zevs an’ Sudakos mkpds
olvov, 77" 78n idxos év ddpois wéle,
dvdpds Terelov dap’ émaTpwdwpévov.
Aeschylus 4gamemnon 895-9o3, 966-72
(iv) The statement regarding time and affection (2 ), which although
not paralleled often enough to be called a topos of the genre is worth
comparing with
ws 8¢ marip Sv maida pida Ppovéwy dyamdly
\0ovr’ é¢ dmins yalys Sexdrw éviavrd,
poivov TyAdyerov, Td én’ dAyea moda poyrfjoq
Homer Odyssey 16 17-19
where Telemachus is being welcomed by Eumaeus, and Telemachus’
short absence is compared ( by the poet not by Eumaeus ) to a long one - a
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comparison which in its details (father and son) also hints covertly at
the presence of the disguised Odysseus. The idea is also found in a brief
epigram which probably belongs to the same genre:

Tov kaAdv, ws e/\aﬁeg, Kop.wal.s wdAe wpds pe Bewpdv
Ev¢payopnv avep.wv wpnbrare Ze’¢vpe,

els SAlywv Tewas m)vwv pérpov. s xal & pixpos
pupterns kéxpirar T® Phéovre xpdvos.
A.P. 12 171 (Dioscorides)

The occurrence of these topoi in the first few lines of Theocritus Idyll 12,
together with the elements of persons and situation revealed in these
lines, were for Theocritus’ original audience an unmistakable announce-
ment of the generic identity of the idyll. Such indirect initial announce-
ments of the genre of a piece are common in ancient literature,*® and
they play an important part in generic communication between author
and audience. Their function is sometimes to alert the audience to the
further occurrence of standard topoi in less obvious and more sophisti-
cated forms.

The difficulties Wilamowitz found in Idyl 12 can be resolved and the
merit of the idyll revealed by the assignment of it to the genre pros-
phonetikon, by the application to it of the principle that a clear generic
announcement precedes sophisticated use of generic topoi, and by
appreciation of the emotional complexities which these generic subtle-
ties depict.

It has already been noted that the content of Jdyll 12 3-g is paralleled
by similar chains of images in Aeschylus’ .4gamemnon, and it will have
been observed that the correspondences betweenthe two authors extend
at two points to details. Theocritus 8-9 present an image in terms of
coolness and shade almost identical to part of 4gamemnon g66-73, and an
image to do with a wayfarer occurs both in Theocritus 8-9 and Agamem-
non go1. These correspondences are probably not due to imitation of
Aeschylus by Theocritus but to the influence of the genre within which
both are working. Similarly, 4gamemnon 898 employs the same image,
that of the father and his only son, in almost the same words as Homer
Odyssey 16 17-19, Agamemnon 899 the same notion (land and ship-
wrecked sailors) as Odyssey 23 233-40, and 4gamemnon goo probably
reflects that standard phrase yAvkepov ¢dos, which is used twice in
prosphoneticcircumstances in the Odyssey,* and which finds its parallel
built into Menander’s instructions for the genre:
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wishes, Lycidas makes statements about Ageanax’s future, statenents
which he then proceeds to make conditional on Ageanax favouring him-
self.

As in Theocritus Idyll 7 52-6, so in Theocritus Idyll 12 10-21 the
alteration of mood calls the reader’s attention to the alteration of concept
involved. The speaker of Idyll 12 feels, like the standard prosphonetic
speaker, strong affection for his addressee. But unlike the standard
speaker hie cannot feel any confidence whatsoever that his feelings are
reciprocated. He can only wish for this.

Within the speaker’s wish occurs the glossographical passage (13-14),
the second difficulty Wilamowitz found in the idyll. Contemporary
views of Alexandrian learning are not as extreme as those of some earlier
scholars. Especially since the appearance of R.Pfeiffer’s monumental
edition of Callimachus, we have learnt to recognize that learning is by
no means incompatible with the sincere portrayal of deep emotions.

Furthermore, a better understanding of the significance of the two
places mentioned may help to soften any impression that the lines are
irrelevant pedantry. Most ancient place names have several associa-
tions.4 However, there is one link between the Laconian town of
Amyclae and Thessaly which may well be relevant to what Theocritus
is saying. Pindar’s tenth Pythian Ode begins:

*OABia Aaxedaipwy
pdkapa Oeaoalia
1-2

It is not known whether some such dictum was proverbial before or
indeed after Pindar made it the beginning of this ode, although Sparta
is later proverbial as a ‘good thing’.46 But the sentiment it expresses
agrees well with the sense of Theocritus Zdyll 12 10-21; for there the
speaker wishes that the mutual love of himself and his addressec may
make the pair spoken of as ‘godlike’ (12) and ‘men of the golden age’
(16), which also means god-like since Hesiod speaks as follows of the
men of the golden age:

s 7€ Oeol 8’ Elwov dxndéa Quudv éxovres

véodw drep Te movwr Kkai alvos. . .

Opera et Dies 112-13

The adjectives 6ABios and pdkap, with their frequent associations with
the gods, accord well with the sentiments of 10-21. It is of further
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interest that the adjective 6Afios occurs later in Idyll 12 at 28 in a
passage of similar import, that is of indirect wishes for reciprocation of
love. If this is the significance of the allusions to Amyclae and Thessaly,
they strengthen the picture of the god-like bliss which the speaker wishes

v

for himself.
Wilamowitz’s next difficulty, the ‘bathos’ of 23-4, can be divided int

a question about the idea expressed in the two lines and a question about
its mode of expression. The idea expressed in the two lines appears to be
a rare but natural prosphonetic topos. It seems that where the prosphon-
etic addressee is in a position to confer favours on the welcomer, or
might be thought to be in this position, the speaker may stress that no
flattery or self-seeking is involved in the praise and affection that he is
pouring upon his addressee:

neu suspecta tibi sint haec, Coruine, Catullus,
pro cuius reditu tot pono altaria, paruos
tres habet heredes.

Juvenal 12 g3-5

In Idyll 12, 23-4 fulfil this function. They are a denial of sycophancy.
The mode of expression of this idea is certainly, at first sight, odd. The
explanation of this oddity is partly cultural, partly one of characteriza-
tion. Modern tastes are not ancient tastes. In any case, no one has criti-
cized Theocritus for drawing an omen from a twitch of the eye at Jdyll 3
37, although this is just as trivial as pimples. Moreover, we do not know
the social status of the speaker of Jdyll 12. If he is a rustic, as 3-g would
suggest, then the image, like that of Idyll 3 37, is appropriate and a part
of Theocritus’ character-drawing. It may also help to portray the mental
state of the speaker of /dyll 12 (see below). It is followed immediately
by an easily recognizable topos of the prosphonetikon, the recompense
which the addressee brings for the misery his absence has meant (B11,
25-6).

The final passage of Idyll 12, 27-37, which Wilamowitz again found
odd, is not difficult once the sense and generic element (B4 ) involved
have been understood. The normal welcomer expects to embrace and
kiss the returned traveller:

. . . applicansque collum
iucundum os oculosque suauiabor.
Catullus ¢ 8-9
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give about ancient literature, although completely consonant with
everything else we know about antiquity, may well be unwelcome on a
personal level to some classical scholars; for this information may appear
to detract from the personalities and sometimes the good characters of
ancient poets — although it does not in fact do so - and those classical
scholars who study and identify with a single classical writer may resent
this.

Another reason why generic studies are neglected is that they are not
as friendly as they might be to two cardinal concepts of classical studies —
development and imitation. Classical scholars like to talk about develop-
ment because it gives them an intellectual tool with which to shape and
link masses of amorphous information. Some development did indeed
take place in the ancient world over the eleven hundred or so years
between the appearance of the Homeric poems and the disappearance of
Latin as a spoken language of ordinary people. But in a very real sense
antiquity was in comparison with the nineteenth and twentieth cen-
turies a time-free zone. Generic studies reflect this fact and show as much
development in the genres and no more than is found for instance in
ancient technology.

Imitation is another favourite concept of classical scholars. There is
certainly a very great deal of direct imitation in ancient literature and
classical scholars rightly lay emphasis on it. But generic studies often
produce paradoxical results in this field. Authors displaying the closest
similarity in their use of topoi or of generic sophistications are frequently
authors in whose cases imitation is most unlikely to have been involved.
The existence in antiquity of very many formulae of subject-matter that
were passed down from one generation to another means that great
care must precede judgments upon imitation and that a fair amount of
verbal as well as conceptual similarity is necessary before imitation can
with any degree of security be postulated.

The last and most important reason for the failure of generic studies
to receive due attention, and an explanation also of the instant hostility
which sometimes greets generic theory, is basically historical. Incredible
as it may seem to scholars working in other literatures, there is a con-
tinued, wide acceptance among persons interested in ancient literature
of ‘ Romantic’ ideas about poetry; to such persons generic studies are a
desecration of their ideas about poetry. Poetry, according to them, should
be the beautiful, simple product of individual writers of deep feeling.
Generic studies with their emphasis on what is commonplace, sophisti-

33

In Medias Res

cated and intellectual therefore seem to be almost sacrilegious. Such
persons suffer partly from misconceptions about poets and poetry and
partly from an inability to understand the end-product of generic studies.
The sum of the accounts of their own activity given by practising poets
of all ages can hardly be said to confirm the notions of the ‘Romantic’
reader of poetry, who is often in any case someone with a limited range
of appreciation and more a devotee of sentimentality than of literature.
Moreover, generic studies do not attempt to detract from the poet’s in-
dividuality. They seek in fact, by separating what is commonplace from
what is not, to isolate the individual poet’s individuality.

It would have been possible in this book to have treated genre after
genre singly, analysing the contents and examples of each genre and so,
perhaps, to have ended up by convincing a doubting reader that classical
literature ought to be treated generically. Such a procedure would, how-
ever, have left no room for more important matters and would have
been boring and insulting to readers whose own experience of ancient
literature has already led them to think of it in generic terms. I have
therefore arranged my material so that within the book sufficient evi-
denceis, I believe, set down to convince any fair-minded person initially
unwilling to approach classical literature in this way that the generic
approach isindeed valid. But this evidence has been set down, not simply
to validate generic studies, but to carry them forward into an investiga-
tion of the antiquity and development of the genres, of their categories,
of the modes of originality in the use of topoi and of the major mode of
originality in the use of genres themselves.



2

The Antiquity and Development of the Genres

The genres are as old as organized societies; they are also universal.
Within all human lives there are a number of important recurrent
situations which, as societies develop, come to call for regular responses,
both in words and in actions. Because literature, which in early society
means poetry, concerns itself with these situations, it is natural that
renderings and descriptions of these responses should become the staple
subject-matter of literature. Of very great importance in early societies,
both on a personal and a public level, is religion, which performs many
functions allotted to secular disciplines in more developed societies.
Hence, among the standard responses to standard situations incapsu-
lated in literature, a large and important group will be of a religious
nature. Our classical genres are therefore in essence older than re-
corded Greek literature and already established in the cultural heritage
of the Greeks long before the Homeric poems or their ancestors were
composed.

The purpose of this book is not, however, to look at ancient literature
from a sociological point of view but to see it through the eyes of its
contemporary audience. Although the oiigin of the genres in real life
must not be forgotten by us and wasin one sense known and appreciated
in antiquity, in another sense people in antiquity did not think that the
genres, or most of them, arose from real life. And up to a point this
opinion must, in view of the purpose of this book, be accepted as valid
and made the basis for our investigation.

Menander the Rhetor at two points expresses and implies his opinion
about the antiquity of the genres he is discussing.

*Opnpos ¢ Beios mommijs Td Te dMa Npds émaibevoe kai 76 Tijs
povewdias eldos od mapalélovme.

- Menander 434 11-12
‘That divine poet Homer taught us the genres including the genre

monodia.’
mpovrafe pév 6 Betos *Ounpos kai Toiiro 16 €ldos.
Menander 430 12-13

The Annquity and Developinent of the Genres

‘Divine Homer was the first to compose an example of this genre
{ syntaktikon).’

Since Menander is writing about epideictic genres, his belief that Homer
invented these genres can be considered part of one view of the re-
lationship between Homer and the whole of rhetoric which was widely
held in ancient times.! The many texts assembled and cited by Rader-
macher? to illustrate this view show that, from the fifth century BC
onwards, the Homeric heroes were frequently regarded as the first ex-
emplars of rhetorical abilities and Homer himself as the inventor of all
branches and aspects of the art of rhetoric.

In one sense it is totally incorrect to regard Homer as the inventor of
rhetoric. From the historical standpoint the real origins of systematic
rhetorical theory and practice, as opposed to skilful oratory, lie in a
period later than the Homeric corpus. Radermacher is therefore right
from this point of view to give to the source material concerning these
later and genuine origins (A 4) the title Initia 7era. But from another
point of view Homer can justly be considered the inventor of ancient
rhetoric. It is not simply that those classical rhetoricians and orators
who held the historically false view of Homer’s relations with rhetoric
imitated Homer in those parts of his work which were considered to be
rhetorical, and thereby brought about subsequent verification of the
false historical view; it is also that Homer's work, which assembled in
its first definitive form all the important components of early Greek
social life, including notably its eloquence, became for all later genera-
tions of Greeks an encyclopaedic guide to all areas of human activity.
It must therefore have influenced those first rhetoricians who were
conscious of being original systematizers just as much as it influenced
those later Greeks and Romans who, accepting the unhistorical view,
regarded Homer, and not its true inventors, as the father of rhetoric.

But in agreeing with Menander in tracing the genres, as far as they
can be traced, back to Homer, we are not merely assenting to a part of
the general theory that Homer invented rhetoric in the sense in which
this theory can be said to be true. Many other sections of rhetorical
theory formed no part of the conscious procedure of the Homeric poets,
who simply employed natural wit and everyday eloquence. But there is
plentiful evidence that the Homeric poets were conscious of generic
matters, that with full self-awareness they frequently wrote set-pieces,?
and that sometimes these set-pieces could be sophisticated generic
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examples.* Moreover, the early Greek lyric poets showed their recogni-
tion of the Homeric generic examples by consciously using and varying
the Homeric models of the different genres.

So even if rhetoric is left out of the question completely, the generic
patterns can be traced quite independently through poetic examples in
unbroken line to Homer. It is of course neither desirable nor necessary to
leave rhetoric out of consideration, since in antiquity there was no fixed
boundary between poetry and rhetoric at any period.* In addition,
although the rhetoricians doubtless distorted generic patterns, they
nevertheless do appear, until the very latest antiquity, to have remained
remarkably faithfulto the generic material they received from the poets,
when the very different purposes of rhetoricians and poets are taken into
account.

In conclusion, therefore, Homeric examples can be cited as prototypes
of particular rhetorical genres. For example, Menander introduces
Odysseus’ farewells to Alcinous and the Phaeacians, and to Arete,$ as
examples of syntaktika (430 12ff.) and describes the laments of Andro-
mache, Priam and Hecuba for Hector as monodiae (434 11ff.);? Jiiger
cites Homeric propemptika;® and we have treated Homeric prosphon-
etika in Chapter 1. But this is not all we mean when we agree with
Menander in calling Homer the inventor of the genres. We also mean
that by the time the rhetoricians came to set down prescriptions for the
rhetorical genres, there was already in existence in literature a body of
generic examples stemming from Homer which to a large extent dic-
tated the contents of the rhetoricians’ prescriptions. It is for this reason
that, from our position as observers trying to reconstruct the generic
patterns from a fragmentary knowledge of ancient literature and its back-
ground and attempting to understand what in ancient eyes was im-
portant in ancient literature, even the late and heavily schematized
prescriptions found in Pseudo-Dionysius and Menander are useful for
the interpretation of the earliest poetry. It is for this reason too that the
ability to trace a thought-pattern or situation back to Homer is one of the
soundest guarantees that it genuinely constitutes the basis for an ancient
genre. All that has been said about Homer so far in this chapter applies
also to the early Greek lyric poets, who were thought of to a lesser extent
as inventors or early execmplars of rhetorical genres.?

So much for genres, which, later than their origin, came to be cate-
gorized under one or other branch of oratory. Non-rhetorical genres
and their origin will be treated in Chapter 3. It isinevitable with regard
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to genres found originally in Homer that some question should arise
about their development in the subsequent period. Such a development
is envisaged by Menander when he discusses how he is going to produce
a prescription for the genre monodia: ‘

xp7 Tolvuv AaBdvras wapd Tod mouyrod Tds ddoppds dmefep-
ydleafas Tavras yvdvras 16 Bedpnua, dmoiov d wouymis
mapédwkev.
Menander 434 16-18
‘We must therefore take our raw material from Homer and work it
keeping to the framework laid down by him.’

But Menander, although admitting the concept of development, is
nevertheless in this passage adumbrating the substance of two cardinal
principles of generic development in antiquity:

1. That the development is limited by the necessity of keeping to the

generic material and framework.

2. That the developing ‘ generic formulae’ used by successive genera-

tions of ancient writers were regarded by them as expansions of

Homeric, or similar prototypes rather than as syntheses of contem-

porary sophisticated generic examples.
It is for these reasons that generic development in antiquity presents
a different appearance from developments in some other literatures.
Naturally the ‘generic formulae’ to which all writers looked were not
simply analyses into topoi of the Homeric models. Had they been so,
Menander’s claims of Homeric ancestry for his own prescriptions would
be patently absurd, because they often differ very much from the
Homeric models. The generic formulae were formulae similar to the
Menandrian prescriptions but broader and more adaptable than them.
They can be thought of, although ancient writers probably did not
consider them in this mechanical fashion, as full lists of the primary
elements and topoi of each genre. They could be used in all kinds of
prose and poetry. The generic formulae were not confined to the narrow
purposcs of rhetorical instruction but were part of thecultural and social
heritage of all educated men in antiquity. But it is worth emphasizing
that throughout antiquity men regarded the developing generic formu-
lae both for genres taught and not taught in the rhetorical schools as
having that relationship with Homeric material which Menander claims
for his monodia prescription.

The best beginning of a discussion of the development of the genres
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from Homer onwards which will not anticipate too many of the principles
of generic criticism as yet unintroduced would seem to be an examina-
tion of a single genre suitable as a model. [ have chosen the syntaktikon -
the farewell of a departing traveller. I shall treat this genre by setting
down one of the Homeric prototypes cited by Menander (Homer
Odyssey 13 38-46), followed by an analysis of the Menandrian prescrip-
tion for the genre and then by considering a representative sample of
members of the genre from the intermediate period — Solon Fr. 7 (19)
D; Sophocles Philoctetes 1452-71; Catullus 46; Tibullus 1 105 Juvenal
33 Rutilius Namatianus 1 1-164.1°

*Adxivoe kpetov, mdvrwy dpidelkere Aadv,
néumeré pe aneloavres amjpova, yaipere 8 adrol:
40 78y ydp rerddearar @ por $idos flede Buuds,
mouwy) kai ¢pida ddpa, vd por Peol Odpaviwves
SABia moujoear: dpdpova 8 ofxor droiriy
voorijaas edpoiut odv dprepdesar dilotow.
duels 8" adfe pévovres éiipalvorre yvvairas
45 xovpdlas kal Téxva: Beol 8 dperyy ondoetay
mavroiny, kal pij Tt kaxov peradijuiov €in.
Homer Odyssey 13 38-46

Odysseus is leaving the foreign city of the Phaeacians to come home to
Ithaca. Menander takes this situation into account when he considers
the possible sets of circumstances in which a syntaktikon could be
delivered — first when the speaker is leaving another city to come home
(Odysseus’ situation) and second when he is leaving home to go to
another city. In fact, Menander even mentions briefly a third situation
where the speaker is leaving one foreign city to go to another. The
distinction between home and another city creates variant types not
only in this genre but in all the travel genres. The mention of the third
variant is a sign of the practical intent of Menander’s treatise. He knew
that some of his pupils’ lives would be those of peripatetic rhetors.

Menander’s prescription ( 430-4) is one for a tripartite speech. Parts
1 and 3 are identical for the three variants of the syntaktikon mentioned
by Menander:

(a) on leaving another city for home

(5) onleaving home for another city

(c) on leaving one foreign city for another.
Part 2 differs. Menander's variants will be respected in the analysis of

The Antiquity and Development of the Genres

his prescription detailed below. But in the subsequent discussion of
literary syntaktika, the somewhat over-mechanical rhetorical divisions
will be given only as much respect as they deserve and no surprise will be
felt if topoi occur rather more freely in examples of the three variants
than Menander would have us believe.
Menander’s prescription amounts in essence to:
Part 1 (a), (), (¢): The speaker’s expressions of sorrow at his depar-
ture, grateful praise of the city he is leaving on the basis of attributes
relevant to it (e.g. fame, buildings, institutions) (see below ), praise
of the people of the city, both the public functionaries and the charac-
ter of the people in general, that is, their kindness, hospitality, etc.,
sadness at the prospect of his departure from the excellences of the
city being emphasized throughout this whole section.
Part 2 (a): Stress on the speaker’s natural longing for home, praise
of his home, emphasis on the necessity of his going home in spite of
his affection for other city, mention of his family at home.
(4) and (¢): ‘How shall the foreigners treat me?’, followed by
praise of the city he is going to, with emphasis on his reason for going.
(b): Promise of his return and praise of home once more.
Part 5 (a), (4), (¢): Prayer and good wishes for the people being left
behind, together with undertakings not to forget them and to spread
their fame everywhere, and finally prayers for his own good voyage
and safe journey.
As with his monodia prescription, Menander regarded his syntaktikon
prescription as an elaboration which nevertheless remained faithful to
the Homeric models. He prefaces his syntaktikon prescription with this
remark:

éneidn 8¢ Sl Tov priropa kal mepiepydrepov xpiolar T elde
kai éfepyacia mAelov, Pépe pn ddiordpevor Toi ‘Opmpixod
éfovs diéAdwper.
Menander 430 28-30
*Since the rhetor must employ the genre in a more elaborate and
highly-wrought way (than Homer did), let us divide it into parts
without departing from the customary Homeric manner.’

It is therefore fairly clear how Menander would have viewed the ele-
ments of his Homeric models, especially those of the one quoted above,
the syntaktikon of Odysseus to Alcinous and the Phaeacians ( Odyssey
13 58-46), as compared with the elements of his prescription. He would
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have seen 58 as praise of Alcinous, 40-1 as an expression of gratitude to
Alcinous and to the Phacacians, 42-3 as expressing Odysseus’ reasons for
departure in a reference to his wife and kinsfolk at home (this being
encomium of his native land), 39 and 44-6 as prayers and good wishes
for the Phaeacians, 41-2 as a good wish for himself, and finally dmijpova
in 39 as a wish for his own safe departure. Nor would Menander, in
spite of his emphasis on his own pupils sticking to the correct order of
topics (433 19-20), have been much concerned about what is possibly
the slightly disordered nature of the Homeric example as compared with
his own formula. In another section of his work, he discusses what he
calls lalia (388(1.). This is not a separate genre but an informal un-
ordered way of treating the same subject-matter of any genre as is
treated formally by the appropriate logos. Menander mentions among
the genres which can be treated by means of a lalia the syntaktikon, and
he gives a brief account of a syntaktike lalia (393 31-394 12). This
account is apparently abbreviated and does not, as far as it goes, have a
different order of topoi from the syntaktikos logos. But the general
principle which Menander puts forward to distinguish lalia and logos
(391 19ff.) makesit likely that, if he thought Homer did not in any res-
pect correspondinorder of treatment of material to his own prescription,
he would have explained this by saying that Odysseus was uttering the
less formal lalia but was still producing a prototype for his own logos
prescription,

Homer and Menander may, for our practical purposes, be considered
as the first and last stages of whatever development the genre syntak-
tikon saw in antiquity, although there are in fact surviving post-
Menandrian syntaktika which show further development.!! The sample
of syntaktika written in the interval begins with a short example
addressed by Solon to his host Philokypros, King of Soloi in Cyprus:

vby 8¢ o pév ZoAlowar moAdv xpdvov év8ds’ dvdoowy
Tijv8e wOAw valows xal yévos Spuérepov:
A \ ] \ \ 1 -~ ~ 3 \ /’
adrap éue Edv vyt fofj kAewijs and vijoov
daxnli wéumor Kvmpis loarédavos:
» -~ 9 ~ 4 1 ~ y 4
§ olkiopd 8 emi 'r,¢y8€ xdpwv 'm.u'xvﬁog ondloe
€alAdv kal véarov marpld’ és Huerépny.
Solon Fr. 7 (19) D

The basic Menandrian elements are present in fairly explicit form, in
contrast to Odyssey 13 38(f., where some of them are indirectly ex-
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pressed, a fact which demonstrates that even this Homeric model is not
asimple but a sophisticated example of the genre.!? After the good wishes
to Philokypros (1-2), a variant of the topos found in Odyssey 1% 59
occurs. Instead of saying ‘Send me off safely’ (dmjuova ), as does
Odysseus to Alcinous and the Phaeacians, Solon says ‘May Kypris
(Aphrodite, goddess of Cyprus and of the sea) send me off safely’
(doknf7 ) and adds ‘ from this celebrated island’. In this way Solon is
combining the request for safe despatch with the prayers to the gods and
also with praise of Cyprus and therefore of Soloi.!? In similar fashion in
5-6, continuing his prayer and also summing up 1-4, he asks that the
goddess give xdpts and glory to Soloi; by mentioning glory and making
a pun on xdpts he combines good wishes for Soloi with an expression of
his own gratitude for the hospitality he has received. Solon then
employs the verb (may she give ) in 5 to express a prayer in 6 for his own
return home. Solon’s syntaktikon is short like that of Odysseus to Alci-
nous and the Phaeacians; but it cannot be described as more or less
sophisticated than the Homeric example. It is less simple in some ways
than Homer but more simple in others: the elements are varied and
combined more subtly than in Homer, but in themselves they occur in
a more obvious and less indirect form than in Homer.

Solon’s syntaktikon, like that of Odysseus, was delivered on leaving a
foreign city for home — Menander’s variant (a). The next example is,
like the first two, delivered on the occasion of departure from another
country. But another aspect of it is different : the people delivering it are
not going home, but to yet another foreign place — Menander’s variant

(c):
OINAOKTHTHZXY

$épe vov arelywy xdpav kadéow.
xaip’, & pédabpov Evudpovpov éuol,
Nopdar 7° &uvdpor Aetpwriddes,
1455 Kal xtvmos dponw wdvrov mpofolis,
of woAdke 87) Toduov éréyyly
kpar’ évdopuyov mAnyfow vérou,
moMa 8¢ dwvijs Tijs fJuerépas
‘Eppaiov 8pos mapémeppev épol
1460 ordvov dvrirvmov yeypalopévew.
viv 8, & kpiivar Avkidv Te mordv,
Aeimopev Suds, Aelmopev 407,
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that Philoctetes is leaving in accordance with arecent direct command of
the gods relayed by Heracles. The reference to friends is both patheticin
view of the genuine affection between Neoptolemus and Philoctetes
(the development of which is one of the play’s chief themes), and also
ominous in view of Philoctetes’ hatred for the Atreidae, the leaders
of the army at Troy to which he is going. As well as alluding subtly to
two topoi of the genre, these lines give an air of resignation to the end

of the play and suggest that, although Philoctetes may have reserva-

tions about his reception at Troy, he feels that, even if still far from home,
he will not be without friends there.

Sophocles’ use of the topoi, like that of Solon, remains on one level
fairly straightforward. They appear, all of them, in an easily recogniz-
able form. On another level, however, he is sophisticated in his opera-
tions with the topoi. It is not only that they are sometimes subtly com-
bined: Sophocles’ elaborate and allusive uses of some topoi, his dis-
sociation of others from their normal functions, and his overall dramatic
use of topoi show considerable self-consciousness and skill in generic
composition.

The next example, Catullus 46, is another syntaktikon of a man leav-
ing one foreign place for another, although heis going home eventually:

Tam uer egelidos refert tepores,
iam caeli furor aequinoctialis
iucundis Zephyri silescit auris.
linquantur Phrygii, Catulle, campi

5 Nicaeaeque ager uber aestuosae:
ad claras Asiae uolemus urbes.
iam mens praetrepidans auet uagari,
iam laeti studio pedes uigescunt.
o dulces comitum ualete coetus,

10 longe quos simul a domo profectos
diuersae uarie uiae reportant.
Catullus 46

Lines 1-3 announce that it is spring, which means in this poem that it
is good sailing weather. A reference to or description of the coming of
spring is a favourite way of beginning a poem among lyric poets."?

The reference to spring in Catullus 46 stands in Catullus’ syntaktikon
in place of the normal prayer for a good voyage. The substitution is of a
type already discussed on pp. 27-8, one of statement for wish. Catullus
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then goes on to announce his departure from the province of Bithynia,
which he praises as fertile and productive in 4-5, and to state as his
destination the cities of Asia, also praised in the adjective claras (6).
So far Catullus conforms more or less to the generic pattern. But two
features of his syntaktikon stand out as unusual. First, when making his
farewells, he does not address the people of the province. Instead he
employs self-apostroplie, announcing his departure by means of jussive
subjunctives addressed to himself ( linquantur 4, uolemus 6), followed by
an address to his friends who are setting out for home by different
routes at the same time as he himself is leaving. The second unusual
feature is that Catullus goes beyond the normal practice of poetic
syntaktic speakers who fail to show regret at going home (see above).
Catullus shows positive pleasure at leaving, and moreover expresses
eagerness to go not as an excuse but as the sole motive for going.

The first of these features, Catullus’ failure to address the people of the
province, is probably justified by his position. As a Roman in the entour-
age of a governor, Catullus had no definable relationship with any pro-
vincials. He was therefore able to transfer the encomiastic farewells
from them mainly to those friends who had also been part of the en-
tourage. The second feature, Catullus’ positive joy at leaving, is possibly
not as unusual as it might seem. The normal emotion in antiquity on
going home is joy, on leaving it sorrow, and Menander’s description of
the syntaktikon, in characterizing it as marked by expressions of sorrow
at departure, is (as was noted above ) very much biased towards the needs
of practising rhetoricians. But it is probably true that open joy at depar-
ture is not the normal characteristic of the syntaktikon, and that Catullus
was able to express his joy as fully as he does because he had excluded
the provincials as addressees and substituted for them fellow Romans
who, since they were going home too, would share his own pleasure.

This technical ingenuity does have a poetic purpose. It allows Catullus
without attacking Bithynia to exclude any circumstances conducive to
sorrow, and so to reap the paradoxical literary benefits of using a genre
normally not associated with expressions of pleasure as a vehicle for
expressions of the highest pleasure. Catullus then, for all the brevity of
his use of the topoi, has exploited the genre to {it his particular situation.
At the same time the main topoi remain clearly recognizable.

The next syntaktikon to be treated, Tibullus 1 10, is a case where the
speaker is leaving home to go abroad - variant (4). In this long elegy
Tibullus has taken advantage of the traditional Roman opposition
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between home and war (domi militiaeque) to depict himself as leaving
home not to go to another specific place but to go to war. This sophistica-
tion makes generic identification of the elegy more difficult than it
would otherwise be and the difficulty is increased by two other factors.
The first consists of Tibullus’ divergences from the Menandrian pres-
cription. Menander directs that home shall be treated first and abroad
second. Tibullus treats war (abroad) first and home second. Moreover,
Menander prescribes praise for abroad whereas Tibullus attacks war
(abroad). The second factor increasing the difficulty of generic identifi-
cation is the large presence in this epilogue to Tibullus’ first book of the
kind of autobiographical material so often used for programmatic pur-
poses in prologues and epilogues. In all these sophistications Tibullus is
showing a greater complexity and allusiveness in his use of topoi than
has been found in the previous examples, and in this and in the repeti-
tion of some themes of 1-29 in 30ff. he is approaching the elaboration of
treatment prescribed for rhetoricians by Menander.

Tibullus® hostile treatment of war is not unduly surprising, although
the ancient reader was doubtless meant to experience a slight shock at
vituperation, where encomium was expected. But because Tibullus is
not a rhetor but an elegiac love-poet and is leaving home to go, not to
another place but to war, the antithesis of love, his attack is acceptable
within the limits of normal topical variation.?® In 1-10 Tibullus delivers
e strong and elaborate attack on war, and on gold as the cause of wars.
Lines 11-12 explain why this denigration has prefaced the elegy. If
there were no wars, Tibullus would not be leaving home. At 13 he
alludes in the words ‘ now I am dragged off to the wars’ to a topos of the
genre — the compulsion put upon the traveller to depart.? He gives no
explanation of this compulsion because to do so would have meant
casting an aspersion on his patron Messalla, who was responsible for the
poet’s plight. Such an aspersion would have been unthinkable in view of
the relations between Tibullus and Messalla. At 15ff. Tibullus turns to
prayer for his own safety, another topos; he prays to the Lares here and
at 22ff. This is partly because his devotion to the Lares is part of his
ostentatiously Roman religious image. It is also because the Lares, with
their countryside associations, form a good frame for a set of allusions
(19-24) to the old-fashioned countryside, which in his poetic persona
Tibullus regards as his home. Finally, the Lares are protectors of travel-
lers on journeys.?

At 30 the sequence of themes already treated in the elegy begins to
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repeat itself.?? Tibullus once more rejects war and martial glory (29-32),
stressing again, this time at greater length, the companion of war,
death (33-8). In contrast with war and death he paints an ideal picture
of home. In his case home is the countryside flourishing in peace: this
is the kind of life he wishes for himself (39-52). In 55-66 he describes
the playful erotic wars of peace which are the only kind of wars congenial
to him. There is no doubt that Tibullus 1 10 does show development in
terms of complexity and originality in the use of topoi from those syn-
taktika previously discussed.

The last two syntaktika to be treated, Juvenal 3 and Rutilius Nama-
tianus 1 1-164, are both long and elaborate, although it is only in length
and greater formal approximation to the Menandrian rhetorical formula
for the genre and not in subtlety and complexity that they show a devel-
opment upon Tibullus 1 10. They differ from one another in one notable
respect. The second ( Rutilius Namatianus 1 1-164 ), although composed
later than Menander’s treatise, may be included as the last of this
selection of syntaktika showing development from Homer to Menander
because it is a pagan syntaktikon that does not contain material of the
kind which entered the genre in the Christian period. It is strictly
speaking a farewell to a foreign place by a man going home. But Rome
had been for Rutilius a place of long residence, where he had attained
high office, so that it is hardly surprising that his syntaktikon displays
strong sorrow at departure and encomium of the place being left. How-
ever, the first (Juvenal 3 ), although a farewell to his home by one leav-
ing for foreign parts, attacks the home he is leaving. It is, therefore,
what will be described later in this chapter and in Chapter 5 as an
‘inverse’ example of the genre. Like other members of other genres
treated there and elsewhere in this book and described as ‘inverse’, it
preserves the generic characters and situation but substitutes the oppo-
site function for that normally associated with the particular genre.
Here, in the speech of Umbricius, the departing traveller feels no regrets
whatsoever about leaving his home town Rome and indeed subjects
Rome to a lengthy attack on a great many counts. This attack should not
be confused with the mere lack of enthusiasm for the foreign places
being left in some of the syntaktika discussed above, nor with the praise
of the places to which travellers are going in these and other syntaktika.
Inversion in the syntaktikon consists not in failing to express regret at
departure, or even in failing to laud the place one is leaving, but in open
hostility to the place being left behind, which is equivalent to denigration
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of the addressee.?* In cases where the traveller is leaving a foreign
place, his perfectly normal joy at the prospect of returning home may,
although this is not inevitable, quite naturally diminish the encomium
of the foreign place being left. Therefore, a writer wishing to compose
an inverse syntaktikon upon leaving a foreign place would have to make
it clear by vicious attacks on that place what he was doing. In the case of
someone leaving home, the very failure to regret this fact and praise
home enthusiastically would itself be odd, although again this alone
would not constitute attack on home and make it clear that inversion
was taking place. Juvenal, characteristically, and to make his intentions
wholly unambiguous, causes Umbricius to attack his home viciously in
no uncertain terms. Hence the effectiveness of Umbricius’ expressed
desire to leave his native land (29 ), which follows the general explana-
tion of his intentions and reasons for departure.

The inverse syntaktikon of Umbricius is of course a mere pretext to
allow Juvenal to indulge in almost 500 lines of satirical attack on Rome
in all its aspects. At 170 the attack on the capital and its populace begins
to be enlivened through the exploitation of another set of syntaktic
commonplaces. Umbricius is made to attack Rome by comparing her
with country places of the sort in which he intends to settle —~ a com-
parison which is of course to Rome's detriment. These topical praises of
places typical of the one to which Umbricius is going continue off and
on up to 231, when Umbricius resorts once more to uninterrupted
attacks on Rome. At 315 Umbricius departs with injunctions to Juvenal
not to forget him — a neat variation, since the friendly syntaktic speaker
claims that he will never forget the place he is leaving.2s Umbricius also
asks for an invitation to Juvenal’s home town of Aquinum should Juvenal
be there. By this last request Umbricius says indirectly that he will never
return to Rome— the inversion of the normal final topos of the syntakti-
kon of someone leaving home.?¢

Rutilius devotes to praise of Rome most of the syntaktic first 164 lines
of the hodorporikon in which he describes his journey back from Rome
to Gaul. The first section (1-18), among other encomia of Rome and
regrets for his own departure, congratulates those for whom Rome is
their native city (5ff.). At 19 Rutilius topically explains that his fortune
takes him away from his beloved Rome since Gaul, his home, is sum-
moning him back. In this section, in which he should in accordance
with the generic prescription praise his native land, the ravaged state of
that country prompts him rather to express his pity and love for Gaul.
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These feelings afford more sophisticated motives for the affection he
states for Gaul, along with impatience to be there, at the end of the sec-
tion of which Gaul is the subject:

ipsi quin etiam fontes si mittere uocem
ipsaque si possent arbuta nostra loqui,

cessantem iustis poterant urgere querelis
et desideriis addere uela meis. '

iam iam laxatis carae complexibus urbis
uincimur et serum uix toleramus iter.
Rutilius Namatianus 1 31-6

Lines 37-42 describe his choice of the sea as his route, a choice dictated
by considerations of safety. Like Catullus he states here the conditions
conducive to safety instead of praying for safety, although he later
includes a prayer also. The final section of the syntaktikon (43-164) is
a long prayer — to the goddess Rome. This prayer, which Rutilius
regards as an atonement for the sin of leaving Rome, fulfils all the
encomiastic requirements of the genre several times -:er. Rome’s
Empire, her ancient glories, her temples, aqueducts, beauties, climate —
the Menandrian topoi and many others besides — find their place in this
elaborate prayer. At the end of it (155-64) Rutilius prays to Rome for a
calm voyage, asks, like Solon, that Venus be his guide and smooth his
way, and finally begs Rome not to forget him. This last variation on the
generic topos is here encomiastic, unlike the similar but not identical
variation noted above in Juvenal 3.

The genre syntaktikon and these particular examples of it have been
chosen to illustrate development in the use of topoi throughout the
classical period because they are as typical in this respect as any one
genre and examples of it could be. From these syntaktika it would
appear that the poets’ treatment of topoi develops: as time goes on,
there is a general increase in the complexity, subtlety, allusiveness and
variation of their use of topoi. Moreover, generic examples, and hence
individual topoi, become longer and more elaborate. But at the same time
a counter-current of conformity is gathering force. The later a poem,
the more likely it is to conform to the rhetorical prescription for its
genre in terms of presenting a large proportion of the appropriate topoi
in standard order. There are of course many exceptions to both these
principles. The development described appears to have taken place
slowly and there are no milestones in it or hard and fast rules. This is
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not to say that an exhaustive study of development in the use of topoi,
based on as yet unavailable detailed analyses of a large number of
genres, may not at some time in the future yield a much more precise
description of the process. Such a description would of course take account
of the general increase in elaboration, rigidity of topical order and length
of generic examples, of the influence of the rhetorical schools from the
time of their emergence, and of the increasing dominance of rhetoric,
especially in the first and subsequent centuries AD. But it would prob-
ably continue to lay stress on the slow pace of development, on the im-
portance of the purposes and abilities of individual writers, and on the
great sophistication of which authors of early date were capable.

One part of the question of topical development is virtually untreat-
able: this is the matter of the dates at which particular tupoi entered
genres. Had classical literature survived in entirety and were all generic
examples assigned to their genres, those would be well known. Asit is,
the fact that a topos first appears in a known member of a genre at a
particular date is not significant. It may well have appeared in a lost
member long before this, or may well appear in a surviving but un-
assigned member. The development of generic sophistications cannot be
discussed in any detail in this chapter since such a discussion would
anticipate material from Chapters 5-9. In general, however, the results
of the enquiries in these chapters in terms of development are similar
to those obtained by a study of topical development.

At this point it may be worth exemplifying topical sophistication in
early Greek poetry. This is because there is a natural and wrong inclina-
tion to believe that in ancient poetry ‘early’ means ‘simple’ and that
real sophistication in ancient literature is something which first occurs
after the emergence of rhetoric. No purpose would be served by attempt-
ing the difficult task of proving the existence in Homer of topically, and
indeed generically sophisticated examples of genres as well as simple
examples.?” It is easier and just as satisfactory to exemplify topical
sophistication in early Greek lyric poetry. Since religious examples
might be considered as special cases and conclusions drawn from them
not to be capable of wider application, four non-religious poems will be
treated. The first of these is a propemptikon:
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Sappho Fr. g4 (LP)
‘I really want to die’
She parted from me weeping
copiously and said this.
‘ Alas, what misery we have suffered,
5 Sappho. I swear to you I leave you against iy will.’
But I answered her thus.
‘Go with my blessing and remember me,
for you know how much we cherished you.
If you do not, then I want
10 to remind you. ..
. and the good times we had.
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For many crowns of violets
and roses and . . . together
. . . you put around you by my side
15 and many plaited garlands . . .
you put round your soft neck
of blossoms . . .
and . . . with perfume
of flowers . . .
20 and with myrrh of royal quality you anointed yourself
and on soft beds
tender . . .
you satisfied your desire . . .
and neither was there any . . . nor any
25 temple nor even . . .
from which we were absent . . .
There was no grove . . .

Topoi used in standard fashion are:
(i) The formal ‘go’ or ‘you will go’ with good wishes (7).2
(ii) The request ‘remember me’ (7-8).2
(iii) The statement of affection (8).3°
The statement of affection leads to a set of propemptic topoi used in a
novel and sophisticated way. At the end of the second non-schetliastic
section of Menander’s prescription for the propemptikon, occurs the
following precept:
elra &ni Tovrois dmaow dfudoas adrov pepviobar Tis mdlar
ovmbeias, s edvolas, Tijs Pkias, Kkai mapapvbeiofar ™Y
dndoracw pripats kal Adyots.
Menander 398 26-9
*Then after all this you will ask him to bear in mind your long associa-
tion and kind friendship with him and to assuage his separation from
you by remembering these and speaking about them.’

This is what Sappho is doing in 10-29. Having asked the traveller not to
forget her, and assured the traveller of her affection, Sappho reinforces
this request and protestation through a fictional assumption?! that the
traveller does not know how much Sappho loved and cared for her. This
assumption allows Sappho to recall to the traveller their shared love-
making and other shared experiences. Besides its basic propemptic
function of displaying affection, the passage has a second function: that
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of consoling the departing traveller. But on closer examination Sappho’s
material also resembles another section of the Menandrian prescription
— this time part of the schetliasmos:

mpoldw 8¢ 7@ Ay Smopvmobiay, dv odrw Ty, xal doxfoews
xowdjs xal madaloTpas ral yvpvaciwy Tdv adrdv. .. .eodfas
wpos émoxny dijfev kai Td riis wéAews dyxdpia. 038’ odrws J
T@v Abnvalwv aipet oe mdlos, odd¢ pvornplwy xal rederdv,
o08¢ povaeia kai Béarpa Adywwv. . . ;
Menander 396 21-3, 25-8

‘Continuing in your speech, you will remind ( the traveller), if it is
relevant, of how you practised together in the same wrestling school
and the same gymnasia . . . then you will introduce after this praises
of the city with the supposed purpose of holding the traveller back.
You will say, for example, ‘‘are you not in love with { and so held
back by) Athens, by the mysteries and their hierophants, by the
schools of literature and the exhibitions of oratory . . .?"""’

Some of this section of Menander appears to be reflected in another
propemptikon, Ovid Amores 2 11

ecce fugit notumque torum sociosque Penates
fallacisque uias ire Corinna parat.
7-8

where, as part of his schetliasmos to the departing Corinna, Ovid recalls
their common activities in the erotic field (7) and follows this by the
punning allusion in fallaces to Corinna’s faithlessness to him. In the
same way the Menandrian passage quoted above is followed by one of the
frequent accusations of faithlessness made by Menander's propemptic
speaker.

Sappho’s material overlaps with that of Menander. She reminds the
traveller, as does Ovid, of their common love-making at some length
(10-23). Sappho then, or so it would appear from what remains of the
lines, goes on to talk of temples or sacred rites or offerings and of a sacred
grove (24-9) at which she and the departing traveller were constantly
together. Here Sappho can be credited with a minor topical sophistica-
tion. In the Menandrian prescription, and hence probably in ancient
literature in general, common activities and praise of the religious life
of the city are separate sections. Sappho has combined the two notions so
that her mention of sacred matters is part of her reminiscences about
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.. . carried here and there on the waves
and I hope that naked on Salmydessus
the top-knotted Thracians receive him
5 most kindly — there he shall endure many troubles

eating the bread of slavery —
yes, stiff with cold and when he comes out of the sea scum
I hope many a strand of seaweed covers him
and his teeth chatter as he lies

10 helpless on his face like a dog
on the beach by the breakers.
I would like to see these things happen
to the man who did me an injustice, who trampled on his oaths,
though once he was my friend.

This propemptikon, like Horace Epode 10 which is recognized as being
an imitation of it, employs the principle of ‘inversion’ which has already
been referred to in this chapter in connexion with Juvenal 3. In inverse
propemptika the speaker displays hatred instead of affection for the
departing traveller : he wishes him a rough voyage and an evil end to his
journey in shipwreck (see pp. 130-5). All the topoi which in normal
propemptika express the speaker’s encomiastic affection are inverted.
In this fragment the evil wishes for the traveller are long, involved and
spiteful. Only at the very end is the reason for the speaker’s hatred
given, namely that the traveller was once the speaker’s comrade but
treated him unjustly, breaking his oath to him.

The links of comradeship were an important factor in Greek culture,
especially early Greek culture, and the institution had political aspects.
Moreover, in a society where the duty of a good man was thought to
consist of benefiting his friends and harming his enemies, harm done to
friends was regarded as all the more dreadful because it was more un-
expected and less necessary, since one’s enemies provided a socially
acceptable field for evil-doing. The structure of the poem is therefore
fairly comprehensible in non-generic terms. The author has created
tension in his audience by pronouncing a series of vicious curses, the
reason for which or at the least the main reason for which (since nothing
can be assumed with certainty about the lost beginning of this fragment )
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he postpones until the end of the poem. When the reason comes, it is
that the person upon whom the ill-wishes are being heaped has com-
mitted a crime among the worst in contemporary estimation.™

In generic terms the author may well have had another motive in his
choice of reason and postponement of it, namely a wish to employ a
standard topos of the genre in unusual circumstances. This topos is one
which Menander makes much of in his prescription for the schetliasmos
of the propemptikon of friend to friend. It is that the two friends have
entered into a compact of friendship which the departing traveller, by
his departure, is breaking (396-7). At one point he makes his propemp-
tic speaker quote Homer (almost correctly):

wfj 81) owvbeaiar kai Spria Prioerar Huiv;
lliad 2 339
The emphasis placed by Menander on this notion seems to be reflected
in some literary propemptika:

et queritur nullos esse relicta deos.
et nihil infido durius esse uiro.
Propertius 1 6 8,18

sed quocumque modo de me, periura, mereris,
Propertius 1 8 17

dissimulare etiam sperasti, perfide, tantum
posse nefas tacitusque mea decedere terra?
nec te noster amor nec te data dextera quondam
nec moritura tenet crudeli funere Dido?
Virgil Aeneid 4 305-8
ecce fugit notumque torum sociosque Penates
fallacisque uias ire Corinna parat.
Ovid Amores 2 11 7-8

An accusation of perfidy appears to be one of the principal schetliastic
topoi and can therefore be accepted as forming a part of the generic
formula throughout antiquity. In the Archilochus-Hipponax fragment
the breach of friendship is not of course the departure of the traveller,
but something else. But the occurrence of this standard schetliastic
topos of the friendly propemptikon at the end of an inverse propempti-
kon as a justification for the contents of the latter is a splendidly original
device, Its effect, when reinforced by contemporary morality, upon the
original audience, must have been devastating.
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Two Alcaic examples where the poet makes sophisticated use of topoi
follow. The first is a fragmentary prosphonetikon restored mainly from
Strabo 13 617 and also referred to by Libanius (Orationes 15 5). Its
generic identification is guaranteed externally by this Libanian allusion
which occurs in the prologue of the prosphonetikos to the Fmperor

Julian,

'HAfes éx mepdTwy yds éAedavrivay

AdBav ey Eldeos xpvoodérav éxwv. ..

rov ddeddov Avripevidav. ..¢nolv ’Alkaios BaBulwvios

ovppaxobvra TeAéaar

debBlov péyav, edpioao &' ék movwy,

krévwats dvpa payaitay BactAniwy

maldorav dwvlelmovra pévav iav

waxéwy dmd wépmTwy. . .
Alcaeus Fr. 350 (LP)

You have come from the ends of the earth,

with an ivory and gold bound sword-hilt . . .

Alcaeus says that his brother Antimenidas, fighting beside the Babylon-
tans, performed

a great feat and you saved them from their troubles

by killing a warrior, whose height

was only one palm’s breadth short

of five royal cubits.

Internal confirmation comes from the contents of the fragment. It begins
with the standard announcement of arrival (B1 ), followed immediately
by the place from which the returning traveller, in this case Alcaeus’
brother Antimenidas, has returned, namely the ends of the earth (82).
The remainder of the fragment describes Antimenidas’ sword-hilt of
ivory bound with gold, which he has brought back with him, and re-
counts an exploit performed by him abroad — his killing of a giant enemy
while he was fighting as a mercenary of the Babylonians. This account
contains an alteration of a standard topos which demonstrates very well
Alcacus’ sophistication in the handling of topoi. In some prosphonetika
mention is made of the troubles which the returning traveller has
endured (B8) and of his safe deliverance from them (87). Alcaeus
stands this topos on its head : the troubles are there but they are not those
of Antimenidas. We hear of safe deliverance, but Antimenidas’ safety
is not in question. Alcaeus makes this topos do duty as part of the
R
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narrative of the achievements of the returning traveller — another stan-
dard prosphonstic theme (59) — and speaks of Antimenidas saving the
Babylonians from their troubles. The alteration of the topos, coming
as it does contrary to expectation and alluding as it does to the normal
and expected sentiment, constitutes a significant enhancement of the
encomium upon Antimenidas.

A similar treatment of a major topos of a genre can be found in
Alcaeus Fr. 150 (Lp):%
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{dw poipav éxwv dypoiwrikay
{néppwy dydpas drovoar
kapu] Lo uévas dyeoiraia
20 «kal B[S Adas* 76 wdp Kkal wdTepos wdTnp
ka..[.].npas éxovres medd Twvdéwy
rav [ a]AAadoxdrwy moliTay
é.[..d]w0 7oUTwy dmeljAapat
devywv doyxariaid’, vs 8' *Ovupardéns
25 €évfa[8’] olos éolknoa Avkaruiats
A Jov [7]dAepor: ordow yap
mpos kp.[....]. oVk duewov Swwény-
J.[- 00 ). pakdpwy és Téu[ €]vos Béwy
éoe[. ... .Jue[A]aivas énifais xBdvos
30 xA.[.].7.].[.]v ovvdbooi p’ adras
olknud u)t k[ d]xkwv €xros éxwy mddas,
onmg A7 eofi]ades kpivopevar dvarv
wddevr’ ékeaimenmdor, mepi 8¢ Bpépe
dyw feomeaio yuvaikwy
35 {ipa[s d]AoAdyas énavoias
1.[.]1.[.]. émd wéMwv mira 87) Oéo:
1.0 Jox...v "OAvpmioe;
va[ ]...pev.
Alcaeus Fr. 150 16-359 (LP)
. . . miserable
I live the life of a rustic,
longing to hear the summons
to the assembly, Agesilaidas,
20 and to the council. The rights that my father and my father’s father
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. . had among those
citizens who harm each other,
I am deprived of those.
I am an exile on the outskirts and, like Onymacles,
25 I live there alone in a country infested by wolves (?)
. war. It is
. not to end civil strife (?)
. . to the sacred enclosure of the blessed gods
. . . standing on the black earth
50 . ..in the heart of the gatherings
I hve with my feet clear of trouble
where the women of Lesbos, being judged for their beauty,
go by with trailing gowns and about me
the marvellous cry of women sounds,
55 the annual sound of the ritual ololyge
. When, from many, gods
..of Olympus...?

The genre involved is the epibaterion, the speech which a traveller
makes on arrival either at his home or at some other place.3¢ Alcaeus Fr.
150 16-39 (LP) is an inverse epibaterion in the sense in which the
Archilochus-Hipponax fragment and Horace Epode 10 are inverse
propemptika and in which the speech of Umbricius in Juvenal 3 is an
inverse syntaktikon. The sentiments of the speakers towards their
addressees in each genre are the opposite of what they normally are in
that genre.3” The normal epibateric speaker shows goodwill towards
the place to which he has come. He says how he has longed for it, men-
tions its special beauties in enthusiastic terms, expresses his joy at being
there, tells how painful it was for him not to be there, and describes
the place and its people at great length in friendly and complimentary
terms.

Rhetoricians did not produce prescriptions for the inverse epibaterion
any more than for inversions of any other epideictic genres. Hence
ancient poets composed inversions of the epibaterion (as of many other
genres) within a purely literary tradition. It is necessary therefore, as a
preliminary to generic analysis of Alcaeus Fr. 130 16-39 (LP), to ex-
amine other literary members of the genre in order to discover the
raw material with which Alcaeus was working. The fact that this poem
of Alcaeus must be discussed against a literary background is not un-
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welcome since it affords an opportunity to examine at this poiht some
members of yet another travel genre.

The following passage may be the Homeric exemplar of the inverse
epibaterion:

'Q 0] \ 8 ‘A ’ [ ’ ’
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Homer Odyssey 5 299-312

The situation in which Odysseus finds himself here is not arrival at some
land uncongenial to him — for to a man in his position all land was wel-
come — but shipwreck by a storm at sea. However, Odysseus’ position
would not have seemed as different in antiquity from the generic situa-
tion as it might seem today. This is because, in antiquity, the same voca-
bulary could be used of being severely damaged by a storm at sea, but
not sunk, and of being cast up shipwrecked on land. Therefore, the situ-
ation of Propertius in 1 17 (another inverse epibaterion, see below),
where Propertius is shipwrecked, could have been described in the
same language then as the situation of Odysseus in Odyssey 5 299-
312, The position of some other speakers of inverse epibateria is not very
different.

In these lines Odysseus bevvails his fate (299 ), recollects the advice
and warnings of the goddess Calypso (500ff. ), describes his stormbound
condition and how divine action is being taken against him (503ff.),
declares that death awaits him (305 ), congratulates those of the Greeks
who died at Troy (306-7), and wishes he had died there and received
proper burial and mourning from his fellows (308-12).

The other four members of the genre to be discussed here are Latin:
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should not go (Tibullus gff., Propertius 5ff., cp. Calypso at Odyssey 5
500ff.), Tibullus adding that he did not want to go (Tibullus 15-16).
Both state that love was agaiust their departure (Tibullus 21-2, Pro-
pertius 1), Propertius saying he has deserved what has befallen him
for acting unlike a lover. In both cases the gods have been of no avail
(Tibullus 23ff., Delia’s gods, Propertius 4, his own?). But the gods have
not actively brought about the poet’s situation, as have the gods in the
cases of Odysseus, Attis and Europa, unless one is meant to assume that
the god Love, since he disapproved of their departures, brought about
their predicaments. However, despite the uselessness of the gods, or per-
hapsbecausethe gods have not actively and explicitly brought them tothis
pass, both Tibullus and Propertius, unlike the other three, pray to the
godsto assist their return ( Tibullus 271f., g3ff. ; Propertius 25f. ), Tibullus
being optimistic enough to envisage his return in some detail (83-92).
Only a section of Horace Odes 3 27 is an inverse epibaterion.3

‘ pater, o relictum
55 filiae nomen, pietasque’ dixit
‘uicta furore!
unde quo ueni? leuis una mors est
uirginum culpae. uigilansne ploro
turpe commissum, an uitiis carentem

40  ludit imago '
uana, quae porta fugiens eburna
somnium ducit? meliusne fluctus
ire per longos fuit, an recentis

carpere flores?

45 si quis infamem mihi nunc juuencum
dedat iratae, lacerare ferro et
frangere enitar modo multum amati

cornua monstri.
impudens liqui patrios Penatis,

50 impudens Orcum moror. o deorum

si quis haec audis, utinam inter errem
nuda leones!

antequam turpis macies decentis

occupet malas teneraeque sucus

55 defluat praedae, speciosa quaero

pascere tigris.
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‘*uilis Europe, " pater urget absens:

*‘quid mori cessas? potes hac ab orno

pendulum zona bene te secuta
Go laedere collum.

siue te rupes et acuta leto

saxa delectant, age te procellae

crede ueloci, nisi erile mauis

carpere pensum
regius sanguis, dominaeque tradi
barbarae paelex.””’
54-66
In this passage the generic pattern may not at first sight be verv obvious.
However, both the general situation — arrival at a foreign place — and
the miserably unappreciative attitude of the traveller to the place char-
acterize this speech of Europa as a member of the genre. Secondary
elements confirin this assignment. Although Europa does not address
her home (patria) or describe it, except when recollecting her flower-
picking there (43-4.), she does address her father (pater) and lay stress
on pietas - her duty to father, native land and gods (54ff. ). She imagines
the words of her father (56ff.) and throughout regards her own abandon-
ment of her native land, parent and gods (49) as a crime. Like Odysseus,
Propertius, and Tibullus she envisages her own death and does so at
length and in many forms, but she does not, as they do, envizage death
as a consequence of illness or shipwreck but as aself-inflicted punishment
for the crime of abandoning her home. There is indirect description of
Crete in the references to trees and rocks (58ff.), wild beasts (51ff.),
and barbarian inhabitants (67 ). This probably means that Europa thinks
she is in a desert or solitary place as were Attis and Propertius, in spite of
the fact that the reader of the ode has already been told that Crete is not
like this:
quae simul centum tetigit potentem
oppidis Creten
Horace Odes 3 27 33-4

The inverse epibateric section has therefore many similarities to the
other inverse epibateria being treated here. But it is worth asking why
Horace makes Europa so reticent about her native land, leaves out
any notion of her being buried at home, fails to make her blame gods
knowingly or pray to gods, and why he makes her think of Creteas a
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desert after 33-4, where the reader has been informed differently. We
might also ask why her words about Crete sound like the fantasies of
an over-imaginative girl.

What is happening is probably this: Horace knows his story will have
a happy ending, that Europa will settle in Crete, make it her home and
bear sons who will be kings of Crete. So, just as the story as a whole is
leading up to areconciliation between Jupiter and Europa and a justifica-
tion of the ways of the god to her, the lament of Europa is carefully
modulated to take account of this coming resolution by being already
annulled or easily annullable. This is why there is no great emphasis on
Europa’s former home, only a mention of picking flowers; no cogent
attack on Crete or direct description of it as a wilderness, and no thoughts
of Europa’s burial at home. No hostile gods are present in the lament
because the bull she is blaming is Jupiter and so the attack, which re-
places one on a god, will become meaningless when thebull’sidentity is
revealed. Europa does not pray to gods for help because it is already on
its way unasked. In this fashion, once the truth of her situation is re-
vealed to her, her lament is swept away instantly. Her censure of the
bull and her impiety to her father are annulled because she is the wife
of Jupiter; her thoughts of suicide are therefore meaningless; and her
sons will be kings of those hundred cities of Crete. The themes which
Horace has omitted or distorted are those which at the end of the poem
turn out to have been irrelevant.

Alcaeus Fr. 130 16-39 (LP) can now be seen to be an inversion of the
same genre, the epibaterion. Alcaeus is in exile from his native city. He
begins by emphasizing his misery and the rustic uncivilized life he leads
(17). This emphasis is later reiterated at 24ff., where he again stresses
that he lives in the countryside and compares himself with Onymacles,
who must then have been a proverbial anti-social or rustic personality.
Thus, like Attis, Propertius and Europa, he characterizes the place he
is in as a wilderness. Also, like most inverse epibateric speakers, he
longs for home (18ft.), which he associates particularly with the public
assembly and council. These are not only aspects of his native city which
he longs for; they are also chosen for their political associations. Mention
of his father’'s and grandfather’s rights in Mytilene (20-1) leads to a
specific statement that Alcaeus is deprived of these rights and is in exile
from his own land. Immediately the reason for his exile follows and,
unlike that produced by some other epibateric speakers, his excuse
brings no discredit to him, for it is civil strife (28). At 36-7 he appears
68

The Antiquity and Development of the Genres

———————

(Like Tibullus and Propertius) to be praying to the gods to bring his
exile to an end.

The topical sophistication of the poem occurs at 28ff. There, only two
lines after the reiterated description of his life in the wilderness (24ff. ),
we suddenly find Alcaeus taking part in a festival at a shrine. He is free
of troubles, attending the women’s beauty competition and listening to
the ritual cry of the women. The change of scene from the woe and
wilderness of the first three stanzas to the temple of the fourth and fifth
is astonishing and deliberate. What makes it ingenious is this. An exile
would normally imagine a scene of this kind as taking place in his own
city and would long unavailingly to be a participant at it.3 Alcaeus has
Placed the scene in his exile at a place other than his own native city. He
has done so, as far as can be judged, to emphasize something about his
exile which probably was stated in 26ff., namely that his exile is a choice,
that he has deliberately set himself up against the government now in
power in his own city and has chosen exile, in spite of his longings for
home, because of his political principles. These principles mean more to
him than home, although he loves his home dearly; and he shows this
by placing himself free of cares abroad in a setting which his readers
would have expected to find in his own city. By this device he turns what
began as an exile's lament into a political manifesto.

It is clear then from these examples that topical sophistications of a
highly developed kind occur in the work of the early Greek lyric and
iambic poets. Some of the equally developed generic sophistications to
be found in their work have been illustrated in this chapter and more
will be demonstrated later in this book in Chapters 5-g.
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All the genres originate in important, recurrent, real-life situations. The
categorization of the genres attempted in this chapter, which is not a
categorization in terms of subject-matter, might therefore seem a priort
vain and artificial. But the discussion of the origin of the genres in
Chapter 2 was able to take useful account of the unhistorical ancient
belief that Homer invented the genres, or at least some of them. Soin
this chapter it will be found useful to categorize the genres in terms of
another ancient belief equally untrue from a historical point of view but
equally useful in practice. This belief is that rhetoric and poetry are two
branches of the same activity, that the rules, procedures and excellences
of the two are closely connected and that some, if not all, genres found
in poetry are rhetorical genres.!

The historical falsehood of this second ancient belief is even more
apparent than that of the first. It was not held and could not have been
held until rhetoric had come to a developed form, so that it was quite
unknown to pre-fourth-century Greeks. Nevertheless its practical truth
and utility for us are considerable. Ancient poets wrote within genres
which in some cases, as far as we know, had no names at any point in
antiquity and in other cases received their names late in antiquity at the
hands of rhetoricians. In spite of this lack of generic names, ancient
writers and audiences, because they had an education based on inti-
mate knowledge of Homer, of rhetoriconceit had developed, and of con-
temporary social habits and traditions, were able almost instinctively
to distinguish between different genres. Modern students of classical
literature have none of these advantages. For us genres are a jungle of
indistinct patterns requiring patient elucidation and distinction. If we
are to avoid even avoidable errors in these processes, we must have
recourse to the surviving generic names and descriptions, which in many
cases derive from the classificatory activities of rhetoricians of late anti-
:iuity. Access to these names and descriptions involves a willingness to
accept the useful urtruth that some, if not all, genres can be categorized
in accordance with rhetorical distinctions.

The first major category of genres comprises those which can be
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described inthe full sense as rhetorical, that is, those genres which were
taught and exercised in the rhetorical schools and practised where rele-
vant in ancient public life. This category falls into four subdivisions
consisting of the three kinds of practical oratory and the elementary
exercises which were a preparation for them.

Dicanic. Thereare two dicanic genres—the accusation ( karnyopla, accu-
satio) and the defence (dmodoyia, defensio). Several ancient accounts
of their composition are extant. These are concerned with the composi-
tion of real speeches of accusation and defence for use in the law-courts.?
There are also numerous examples of such court speeches.

In poetry, examples of the dicanic genres may be modelled closely
on real court speeches. This means that they can be placed in the imagin-
ary context of a trial and can adhere to all the conventions of a real-life
court situation. An ‘official’ accusation of this kind is Herodas’ second
mime, which pretends to be a real speech made in court by a brothel-
keeper bringing an action against a young man who has broken into his
brothel and assaulted both him and the girls. In this accusation much of
the humour derives from the contrast between the low character of the
speaker and his complaint on the one hand, and his affected efforts to
conform with the requirements of the genre on the other, efforts which
produce linguistic and conceptual absurdities. ’

“Examples of dicanic genres can also be much less ‘official’. While
preserving the form and topoi of a dicanic genre they can have as back-
ground not a formal court-case but a setting from lay life. Propertius
1 18, a defensio, is of this kind.? The distinction made here between
‘official” and ‘unofficial’ examples of genres is useful since it can be
applied to the other two branches of practical oratory also.
Symbouleutic. As with dicanic there are several ancient treatises on
symbouleutic. Again as with dicanic, symbouleutic falls essentially into
genres, protreptic and apotreptic.* An instance of an ‘official’ example
of a symbouleutic genre in poetry is Horace Epode 16, where the poet
imagines himself as addressing a political body in a situation of public
decision-making and as uttering a protreptic speech.’Advice of a political
sort could also be given in unofficial circumstances (e.g. Alcaeus Fr. 6
(r.p)) and of course advice could be of a purely personal kind given
privately (e.g. Horace Odes 2 10).

Moreover, all ancient didactic literature was probably thought to fall
under the heading of symbouleutic. The function of the teacher in
antiquity was regarded not as the conveyance of facts but the giving of
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precepts and therefore as a kind of advising. Conversely the giver of
advice was a teacher. When Oceanus comes to advise Prometheus about
his future conduct ( Aeschylus Prometheus Vinctus 307-29) he begins:

0pd, Ilpounbed, xai mapawéoar yé oou
0w 7a Adora . . .
307-8
and in the course of his advice says:

olUkovv éuovye xpdpevos Sibaaxdiw
wpds kévrpa kdAov éxrevels . . .
322-3

The fact that in antiquity didactic literature was probably regarded as
symbouleutic does not mean, for example, that Georgica and Cynegetica
should be thought of simply as protreptics. Here, as elsewhere within
the generic framework,* it is more convenient to regard specialized
forms of genres as genres in themselves, although at the same time their
generic relationships should not be forgotten. A well-known specialized
didactic genre is one which A.L. Wheeler, who collected and analysed
many examples of it, called erotodidazis.® This genre, which is of great
importance for Roman elegy, consists of erotic precepts. One fragment-
ary example of the genre, of which Wheeler could not take account
since it was first published after his articles on erotodidaxis, is especially
interesting as it clearly belongs to the genre and at the same time pro-
claims itself to be advice. This is Callimachus, Jambi 5. Callimachus
proclaims the symbouleutic nature of Jambi § in its first two lines:

*Q Ecive, aupPovdy) yip & T 1AV ipdv,
drove Tdmd kapd [ins,
1-2
That it belongs to the genre erotodidaxis is clear from the diegesis:

Ipappare[ 8]iddokal[o]v, dvopa *AmroArdive-

ov, ol 8¢ K\éwvd Twa, lapBile s

Tovs dlovs palbnris karaioyvvov-

Ta, év 1j0e. edvolas dmway|o]pedwy Tov-

T 8pdv, pn dAd.
Moreover it is confirmed by a topos contained in two of the few lines
which survive entire:
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éyw Bdkis tou kai ZiBvAda [«kal] Sddvy
xal ¢nyds.
31-2
This claim to be as reliable as an oracle is also found in a Proper‘tian
claim to be a teacher of love:

non me Chaoniae vincant in amore columbae
dicere, quos iuuenes quaeque puella domet.
Propertius 1 g 5-6

and in other didactic situations.” It goes without saying that Jambi §
is highly ironic. Callimachus’ professions of goodwill and good advice
are a device to make a scathing attack upon an enemy and the choice of
the erotodidactic framework is probably a further indirect piece of hum-
our at the expense of the addressee’s profession of school teacher. From
our point of view, the amenability of the genre to this sort of use implies
a pre-Callimachean tradition of serious erotodidaxis® and a full recogni-
tion by Callimachus of the symbouleutic relationships of didactic poetry.
Epideictic. Two ancient treatises on epideictic survive, that of Pseudo-
Dionysius of Halicarnassus (second century Ap) and that which consists
of two works attributed to Menander the Rhetor, who lived in the third
century AD. Since epideictic genres are exemplified very widely in
ancient poetry, many examples of them are treated in this book. The
prescriptions which Pseudo-Dionysius and Menander offer for epideic-

‘tic speeches are naturally influenced by the purpose and date of their

authors. But although in them the traditional generic formulae are
altered and added to by these influences, Pseudo-Dionysius and Menan-
der are nevertheless good witnesses to the literary practice of the whole
of antiquity. In this they are at one with the authors of the treatises on
dicanic and symbouleutic speeches and on progymnasmata, which are
likewise remarkably conservative in their content.

Just as didactic genres were described above as specialized forms of
symbouleutic, so there appear to be specialized forms of epideictic
genres which merit a separate generic identity because of their numbers

and importance. The genre sof¢ria is one example, This is the speech of
rejoicing, congratulations and thanksgivin the safety of someone

who has been rescued from danger or has recovered from illness. Some
members of the genre are Catullus 44; [ Tibullus]3 10 = 4 4; Propertius
2 28; Horace Odes 2 17,° 5 8; Statius Stluae 1 4; Himerius Orationes 45
(Colonna). The soteria has clear relations with various forms of the

73




Genres and Topoi

nem—

genre eucharistikon, in which formal thanksgiving is made. It stands
somewhere between the eucharistthos logos and the eucharistikos
hymnos, although strictly speaking the hymnic element is subordinate.
The soteria’s thanksgiving is addressed to a god, but at the samne time the |
soteria is honorific in intent and this honour is directed towards the man .
whose recovery or safety is being celebrated; so it is he who, strictly
speaking, is the addressee {object ) of the speech.!® However, the form of
the generic title soteria, which refers properly to the sacrifices made in
thanksgiving for recovery,!? is probably a sign of the importance of the
subordinate religious element in the generic situation. The soteria, then,
is a specialized form of eucharistic utterance. The genre eucharistikon
is not prescribed as an epideictic speech by Pseudo-Dionysius or Menan-
der; but it was considered in antiquity to be an epideictic genre and was
taught Esgﬁa—uﬁ the rhetorical schools. Thanksgiving is classified under
epideictic by Quintilian (Institutio Oratoria 5 4 3) and given equal
impbrtance to panegyrics and protreptics by him at Institutio Oratoria
11°5 153. ‘Official’ eucharistika (gratiarum actiones) were regular
features of Roman public life.!2

The form of generic specialization which leads the soteria to be estab-
lished in literature and rhetoric, and perhaps even taught in rhetorical
schools as a separate genre, is paralleled in Menander’s work by his
treatment of the stephanotikos logos. This speech, which Menander
prescribes to accompany the award of a crown to the Emperor, has asits
distinguishing feature a strong eucharistic content (422 28ff.); and yet
it is prescribed by Menander as an independent epideictic genre.

Another less exalted genre with a similar relation to the eucharistikon
is the everyday thanksgiving utterance with which individuals thank
each other formally for meals, gifts, and other services.!® The essence of
the specialization which entitles it to be regarded as a separate genre is
not restriction in its field of applicability, since apparently it could be
adapted to give thanks for almost any gift or service, but is its restricted
social status as an ‘unofficial’ utterance. The epideictic kletikon (speech
of official invitation) has a parallel specialized ‘unofficial’ form, the
informal invitation (uocatio), often 10 g meal and so known as uocatio
ad cenam.* "

It is clear that the distinctions one makes or accepts from antiquity
between different genres fulfilling the same kind of function are to a
great extent arbitrary and dictated purely by convenience. At the same
time the relationships claimed between the different kinds of thanks-
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giving and invitation illustrate one of the great difficultics about classify-
ing genres. Beginning with the certainly epideictic eucharistizon we
have moved to the soteria, a genre which may well have been taught and
practised in the rhetorical schools, although I know no evidence of this
except Himerius Orationes 45 (Colonna). We have then moved on to
the thanksgiving for a meal, which almost certainly was not taught in
the schools and might well be regarded as thoroughly unrhetorical.
Similarly the certainly rhetorical kletikon appears to be related to the
certainly unrhetorical uocatio ad cenam. It is not surprising that the
validity of the distinction between rhetorical and non-rhetorical genres
will be defended below only in a restricted sense and with the proviso
that in antiquity some or all non-rhetorical genres must at times have
been thought to be rhetorical.

Progymnasmatg. Many ancient treatises on progymnasmata have sur-
vived. The reason why progymnasmata are classed as a distinct category
of genres is historical, not logical. Some of the progymnasmata could, if
one wished, be classified with a little thought under one or other of the
major branches of rhetoric. The historical reason for not doing so but for
regarding progymnasmata as a separate category of genres is that these
school-exercises, which were used as preparatory work for schoolboys
aspiring to be instructed in and to practise major branches of rhetoric,
were assembled together for this purpose at a fairly early date,!$ re-
mained together for this purpose, and entered the consciousness of all
later antiquity as a group. A subsidiary reason is that, because they were
childhood exercises, they can be considered as the minimum formal
rhetorical equipment of any literate person from the Hellenistic period
on. Poetic examples of progymnasmata are not uncommon. Perhaps the
best known is Propertiusz 12 @@l‘}"‘,’fﬁ‘; , where not only the rhetorical
framework but also the particular subject-matter is known to correspond
with that of a real-life Roman school-exercise (sec Quintilian Institutio
Oratoria 2 4 26). Another well-known poetic progymnasma is Juvenal
6, an inflated example of the thesis ‘Ought a man to marry .

The genres mentioned so far in this chapter, although in many cases
they certainly arose and in other cases they may have arisen before the
birth of rhetoric, are all subsumable into the rhetorical system. However,
certain important recurrent human situations produced genres which
were never embraced by rhetoric and were never taught and practised
in the rhetorical schools. These constitute another major division of
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genres and may fairly, with the proviso mentioned above and below, be
called non-rhetorical genres. An excellent example of a non-rhetorical

Len_x:g____’_mtlwl_\gmg_s‘ln komoi yve find the words and actions of lovers who, @

within the ancient tradition of post-symposiastic visits to the beloved,
are attempting, usually in vain,!¢ to reach the object of their love. Some
komoi will be treated elsewhere in this book.

Tess well known but equally interesting is a genre whose examples
were first collected and analysed by F. Jacoby.!? This genre, for which no l
name has come down from antiquity, is of symposiastic origin and its
essentials are that the addressee, a lover, displays symptoms of love which
arouse speculation or interrogation abgut the love by the speaker. The
speaker asks or surmises the cause of the symptoms and/or identity of
the beloved and may comment upon the beloved. This genre will for
convenience be called ‘symptoms of love’. It is easy to see why this
genre and the komos were never, at any rate formally, incorporated inte—
the orical framework.

A third)non-rhetorical ancient genre may be called for lack of an
att ancient name\pubhc adverusement ] We know that public

announcements were regularly made in anuqmty and that notices were
posted in public places informing the public of auction sales, runaway
slaves and the rewards for their recapture, lost goods, and so forth.!* |
Literary versions of these public advertisements are sometimes found.
One amusing example is Moschus 1 (*Epws dpamérns) which adver-
tises a reward for the runaway Eros as though he was a fugitive slave.
Another, which is more complicated, is Propertius 3 23:

Ergo tam doctae nobis periere tabellae,
scripta quibus pariter tot periere bonal
has quondam nostris manibus detriuerat usus,
qui non signatas iussit habere fidem.
5 illae iam sine me norant placare puellas,
et quaedam sine me uerba diserta loqui.
non illas fixum caras effecerat aurum:
uulgari buxo sordida cera fuit.
qualescumque mihi semper mansere fideles,
semper et effectus promeruere bonos.
forsitan haec illis fuerint mandata tabellis:
*Irascor quoniam es, lente, moratus heri.
an tibi nescio quae uisa est formosior? an tu
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non bona de nobis crimina ficta iacis?’

15 aut dixit: ‘ Venies hodie, cessabimus una:
hospitium tota nocte parauit Amor,’

et quaecumque dolens reperit non stulta puella
garrula cum blandis ducitur hora dolis.

me miserum, his aliquis rationem scribit auarus
et ponit diras inter ephemeridas!

quas si quis mihi rettulerit, donabitur auro:
quis pro diuitiis ligna retenta uelit?

i puer, et citus haec aliqua propone columna,
et dominum Esquiliis scribe habitare tuum.

20

It is not absolutely clear whether the actual advertisement to be posted
consists of 1-22 plus Propertius’ address or whether the elegy is a medita-
tion-cum-expansion upon the subject-matter of a much briefer actual
advertisement. Poetic fantasy knows no bounds, so that the elaboration
of the elegy is no argument against the first possibility, although 1g-20
are somewhat out of keeping with it. On the whole the second possibility
is more likely. But the question is not important since the difference is
only one of form (see pp. 127-8). It is therefore irrelevant to the generic
identification of Propertius 3 23 whether the elegy is the actual adver-
tisement, in direct speech, or is a description of the contents of the
advertisement plus a commentary upon relevant circumstances. In
either case generic assignment and recognition of the topoi of the genre
in the elegy are equally valid.

The elegy consists of :
(i) announcement of loss (1-2)
(ii) description of the article lost (3-18)
(iii) indirect reiteration of the fact of the loss (19-20)
(iv) offer of reward (21-2)
(v) Propertius’ address (24 ).
The topoi of the genre will be clear from the real and realistic examples
collected at Bruns, Fontes Iuris Romant (7 ed. pp. 561-2 q.v.). They are:
statement of loss of an article, offer of reward to any person returning it,
description of the lost article, address for contact. Of these examples the
following are worth quoting as illustrations:

urna aenia pereit de taberna. sei quis rettulerit, dabuntur Hs LXV;
sei furem dabit und | ..
Corpus Inscriptionum Latinarum 4 6 n.64 (cp. p.1g1)
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not refer to a particular single act of love-making and do not have
chronological significance.

quis nunc te adibit? cui uideberis bella?

quem nunc amabis? cuius esse diceris?

quem basiabis? cui labella mordebis?
Catullus 8 16-18

I1. Conflict of mind on the part of the lover appears not only in descrip-
tions but also in reversals by the lover of his renunciation of love/the
beloved in ‘Theocritus Idyll 50; A.P. 5 184; Horace Odes 3 26; Proper-
tius 2 5; Ovid Amores 5 115 A.P. 12 201 (cf. Chapter 6).
I11. Venus is the subject of two ex-lovers’ dedications (see topos B7)
in Horace Odes 3 26 1-8 and Tibullus 1 g 85-4, and Mens Bona is the
subject of a third in Prop. 3 24 19-20. These give further support to
Zielinski’s emendation deae for deo at Horace Odes 1 5 16 (recently
defended N-1 1 ad loc), especially Tibullus 1 g 83-4, since the contexts of
the renunciations of Tibullus 1 g and Horace Odes 1 5 are very similar.
That Mens Bona is dedicatee in Propertius 3 24 19-20 is no counter
argument. She is the antithesis of love here and also, for example, at
Ovid Amores 1 2 31-2. Thus it would appear that the normal dedicatees
in such situations are either the love goddess or an anti-love deity but
not a neutral figure.
IV. A clear distinction may be made in this genre between, on the
one hand, places where thematic coincidence between different writers
appears due to the influence of the generic pattern and, on the other
hand, places where genuine reminiscences of one writer by another are
probable. These latter are: Propertius 5 24 2-4 = Tibullus1 g 47-8;0vid
Amores3 117 = Catullus 8 11; Ovid Amores 5 11 23-4 = Propertius 3
25 1-2; Ovid Amores 3 11 29-30 = Propertius 3 24 15-16; Ovid Amores
5 11 45-8 = Propertius 2 5 17-18.
V. Asisnatural in a genre where reversal of attitude is often found (see
Observation 11 above) the boundaries between decision, hypothetical
decision and intent are narrow. Thus Anacreon ap. Himeriun Ora-
tiones 48 4 and A.P. 12 201 are conditional threats to renounce. Horace
Epode 15, although near toa declaration of intent, remains conditional —
st certus intravit dolor (16). Such temporal and modal differences within
a genre are paralleled elsewhere and may constitute formal sophistica-
tions (see pp. 127-8).

It is obvious that errors can more easily occur in the identification and
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dizcussion of non-rhetorical genres than in the treatuent of rhetorical
genres. Names and descriptions are provided by antiquity for at least
some rhetorical genres. For non-rhetorical genres names must often be
invented — with all the dangers of false implication which imposed names
bring — and the topoi must be derived from literary examples with the
assistance of real-life examples where they survive. The most dangerous
pitfall is the tendency to imagine genres which did not exist. Before a
non-rhetorical genre can be established with any confidence some con-
ditions must be fulfilled.

1. The social custom underlying the hypothesized genre must be

clearly demonstrable, if possible by evidence independent of the

examples of the genre.

2. The primary elements of the genre should be distinct from those of

any other genre.

3. The correspondences of the secondary elements (topoi) through-

out the examples of the genre should be such as to exclude random

coincidence and the topoi, as a body, should be recognizably distinct

from the topoi of any other genre.

4. A sufficient number of clear examples of the genre must be avail-

able. This number will vary depending on the ease of fulfilling the

_other conditions.

5. It is helpful, though not essential, if some early example of the

genre survives, or is known of in Homer or in a lyric poet, which could

have been treated as a model for the genre by later writers.
The distinction made above between rhetorical and non-rhetorical
genres is a useful one and in so far as it is based on the facts of whether or
not a genre was named, taught and exemplified in the rhetorical schools,
a valid one. But it should not be assumed that ancient writers or critics
would have considered the distinction valid or useful. Direct evidence
cannot be cited on this point. But the discussion by Cicero and Quintilian
of the divisions of rhetoric indicate the very wide sweep of material
which could be considered to fall within the scope of oratory:

sed tria an plura sint ambigitur. nec dubie prope omnes utique
summae apud antiquos auctoritatis scriptores Aristotelen secuti, qui
nomine tantum alio contionalemn pro deliberatina appellat, hac parti-
tione contenti fuerunt, uerum et tum leuiter est temptaturn, cum
apud Graecos quosdam tum apud Ciceronem in libris de Oratore, et
nunc maximo temporum nostrorum auctore prope inpulsum, ut non
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modo plura haec genera sed paene innumerabilia uideantur. nam si
laudandi ac uituperandi officium in parte tertia ponimus, in quo
genere uersari uidebimur cum querimur, consolamur, mitigamus,
concitamus, terremus, confirmamus, praecipimus, obscure dicta
interpretamur, narramus, deprecamur, gratias agimus, gratulamur,
obiurgamus, maledicimus, describimus, mandamus, renuntiamus,
optamus, opinamur, plurima alia? ut mihi in illa vetere persuasione
permanenti velut petenda sit venia, quaerendumque quo moti priores
rem tam late fusam tam breviter adstrinxerint.
Quintilian Institutio Oratoria % 4 1-4 (cp. Cicero De Oratore 2
11ff.)
Moreover, as we have seen, minor non-rhetorical genres may have come
to be regarded as the poor relations of the rhetorical genres with similar
functions. The process may have extended further, and other non-
rhetorical genres with functions more disparate from those of rhetorical
genres may have been falsely linked with them. This would be in keep-
ing with the general rhetoricizing tendencies of antiquity in accordance
with which Homer and the early Greek lyric poets were regarded as
rhetorical exemplars and little difference was seen between rhetoric and
poetry.3! Hence it can easily be imagined that, for example, the renun-
tiatio amoris may have been thought to be related to the syntaktikon or
the ‘symptoms of love’ to be a symbouleutic genre. A hint of this
‘rhetoricization’ process in action can perhaps be found in the com-
ment of the scholiast (2') on Theocritus Idyil 18 upon a genre which
we may call, adapting the scholiast’s term, diegertikon.? It appears
that in ancient Greece it was the custom for friends of a newly mar-
ried couple to wake them up on the morning after the bridal night
with singing, dancing, and so on. This inconsiderate custom is referred
toin
55 ...eéypéalar 8¢ mpos dd p1) *mAdfnabe.
vevpela kdppes € dplpov, émel ka mpdros dotdos
é¢ edvds xeladijon dvaoywv edrpiya Sewpdy.
Theocritus Idyll 18 55-7
as well as in Aeschylus Fr. 124 (Mette) and perhaps in Apollonius
Rhodius Argonautica 4 1192-9 and Menander 406 3. What seems to be
an actual diegertikon in fragmentary form survives (Sappho Fr. 30
(Lp)). Moreover, the popular song in which a woman awakens her
lover to speed him on his way before her husband’s return ( Poetae Melici
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Graect 853, cp. Plautus dsinaria g9211f.) should probably be regarded
as a member of another variant of the genre; so too should the speech of
Hypermnestra, at Horace Odes 3 11 37ff., to her husband on the morning
after their nuptial night, and also 4.P. 5 118 (Marcus Argentarius ).
This genre with its clear non-rhetorical origin and history is treated as
though it was a variant of a rhetorical genre in scholium (X to Theo-
critus Idyll 18. Connmnenting on 55-7 the scholiast says:

Tov 6é em@a/\ap,cwv TWa p.ev qae'rac éomépas, & Aéyeras
Ka'ra.xoty.'rrrma, drwa €ws péons vukTds qsovm Twa 6¢ 8plpua,
d kai mpooayopeveTar Steyeprind.

It appears that he is attempting to assimilate the diegertikon to the
epithalamium, and so to classify a non-rhetorical genre as a variant or
specialized type of a rhetorical epideictic genre.

The distinction so far made between rhetorical and non-rhetorical
genres, and the attempted subclassification of rhetorical genres, moré
or less exhaust the useful classification of genres other than by subject-
matter. But three problems connected with this topic remain.
Did ancient writers think that topoi could gain the status of independent
genres or that independent genres could become topol of other genres? No
certain answer can be given to this question; but it is worth asking
because a probable answer is available, and because the investigation
affords an opportunity to examine some mterestmg generic phenomena.
A genre, for which no specific ancient name survives, will form the basis
for the first part of our investigation. It is one form of the general ge genre
‘prophecy’, and it is Mf_ed often enough to be treated as an
x.n\i;‘_?%xg?’tﬂanl_lg_basns is as follows. The speaker is in a situation not
to ng and the blame or responsibility for this lies, in his opinion,
with the addressee. The speaker warns/ prophesies/ wishes that the
addressee may in future find himself in a new position in which he will
no longer incommode the speaker. The purpose of this threat is to induce
the addressee to take faster action to relieve the speaker’s present dis-
comfort.

The genre is commonly used when the speaker is in love with the !
addressee and when the speaker is uncomfortable because the addressee
will not yield to his passion. In such circumstances the speaker may warn
the addressee that old age will come and render him unattractive

(Theognis 1 1299-510; Theocritus Idyll 29; A.P. 12 33 (Meleager);
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Horace Odes 4 10 A.P. 12 50 (Alcacus of Messene ); 4.P. 12 51 (Phan-
ias); A.P. 12 39 Anon)); or/ and place thie addressee in a plight similar
tothat of thespeaker (Theognis 1 1299-510; Theocritus Idyll 29 ; Horace
Odes 4 105 A.P. 12 50 (Alcaeus of Messene)). Or the speaker may, in
sophisticated examples, simply say that the addressee’s alternative love-
relationship will come to no good, which resembles the previous threat
(e.g. Horace Odes 115, see Ovid Ars Amatoria 5 6glf. for a comparable
notion ). Or — although this may be a different variant - the speaker can
say that the addressee will grow to an age to feel the samesentients as
the speaker but with happy outcome. An example of this is Horace Odes 2
5, where the prophecy of reversal is not the norm ‘ you will grow older to
old age, be in love with others, and be unsatisfied like me’, but ‘you will
grow older to maturity, be in love with me and we shall both be satisfied .

This kind of ‘ threat-prophecy’ is found as the sole genre of the poeins
cited above. Moreover, it generates another genre also found as the sole
genre of some poems, that is, the ‘gloating over fulfilment’ of such an
erotic ‘threat-prophecy’. ‘ Gloating over fulfilment’ can thus be found
in 4.P. 5107 (Philodemus); A.P. 5 21 (Rufinus); 4.P. 12 32 (Thy-
mocles). It is also possible that other poems describing how a once
admired beauty is now aged and unattractive should be assxgned to this
latter genre, the prophecy hawhg been omitted. (Such omissions of a
primary element of a genre have already been mentioned in Chapter 1,
will recur again in this chapter, and will be treated at greater length in
Chapter 5.) The sophistication relies upon the ancient readers’ sensitivity
to the themes normally involved: he was expected to supply the missing
‘I told you so’. Among these poems are A.P. 5 204 ( Meleager); Horace
Odes 3 15; A.P. 5 27 (Rufinus); A.P. 5 271 (Macedonius ); A.P. 5273
(Agathias); (cp. Epikrates ap. Athenaeum 570 B-D). Horace Odes 2 8
would be an inversion of this genre (see Chapter 5 ), the perjury spoken
of amounting in this ode to erotic deprivation or infidelity.

A variation of the norm for the ‘gloating over fulfilment’ is found at
A.P. 5111 (Antiphilus). Here the speaker had prophesied that a young
girl would come into her prime andfire all; now he himselfis a victim of
love for her.3 Some interlay between the ‘ threat-prophecy ' and * gloat-
ing over fulfilment’ occurs in 4.P. 12 33 and 59, where the ‘threat-
prophecy’ is backed up by a boastful ‘gloating over fulfilment’ in the
case of another or others (cp. Tibullus 1 8 71-8).

But as well as the examples above, in which the ‘threat-prophecy’

and the ‘ gloating over fulfilment’ are found as independent genres, both
os
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are found as topoi of other genres. The ‘threat-prophecy ' occurs in the
komos, fox example, A.P. 5 25 Callimachus); 4.P. 516 (Asclepiades ;
AD. 3191 (DMeleager); Horace Odes 3 10 9-12, 19-20 (cp. Ovid .4rs
4mutorta 5 69ff.); (?) A.P. 5 103 (Rufinus).? It also occurs in the
ren_untmno amoris, for examyple, Catullus 8; Horace Epode 15; Proper-
tius 5 25, and in erotodidaxis, for example, Tibullus 1 8 71ff.; Ovid Ars
Amatorz'a 5 6gff. The ‘gloating over fulfilment’ occurs in erotodidaxis
(Propertius 1 9), a witty example of this genre which is used for Alex-
andrian literary manifesto purposes, that is, toadvise: ‘ you, an epic poet,
are in love, so write love-poetry, not epic, and you will be successful in
love’3

The behaviour of the two genres ‘ threat-prophecy ’ and ‘ gloating over
fultilment’ is characteristic in this respect: many genres are also found
as topoi of other genres (see Chapter 3). It is also typical that the erotic
kind of ‘threat-prophecy’ is found as a topos of a small number of other
genres, and most often of one, the komos; and in antiquity, such pheno-
mena could possibly have given rise to the notion that some genres
originated as topoi of other genres.

But there is an objection to the idea that the ancients thought in terms
of topoi becoming independent genres, namely that there is no parallel
concept in rhetorical theory. As will be seen below, the reverse notion,
that independent genres could become topoi of other genres; is paralleled
in ancient rhetorical theory; so it is more likely to have provided a model
for ancient thought. On the other hand it is worth formulating the first
notion since evidence to support it may at some time become available.
In addition, the intimate connexion between the erotic ‘threat-pro-
phecy * and komos, revealed in the course of testing the idea, helps with
the interpretation of a difficult Horatian ode:37

Parcius iunctas quatiunt fenestras

iactibus crebris iuuenes proterui,

nec tibi somnos adimunt, amatque
ianua limen,

5 quae prius multum facilis mouebat
cardines; audis minus et minus iam
"me tuo longas pereunte noctes,

Lydia, dormis?’
inuicem moechos anus arrogantis
10 flebis in solo leuis angiportu,

87



Genres and Topot

Thracio bacchante magis sub inter-
lunia uento,

cum tibi flagrans amor et libido,
quae solet matres furiare equorum,
15 saeuiet circa iecur ulcerosum,
non sine questu

laeta quiod pubes hedera uirente
gaudeat pulla magis atque myrto,
aridas frondis hiemis sodali
20  dedicet Hebro
Horace Odes 1 25

This ode appears at first sight to belong to the genre ‘threat-prophecy’.
If it does it is of the special type to which A.P. § 103 3-4 (Rufinus), 4.P.
12 50 (Alcaeus of Messene) and 4.P. 12 31 (Phanias) also belong. In
this type the warning is reinforced not, for example, as in 4.P. 12 33,
A.P. 12 59 and Tibullus 1 8 71-8, by the exemplum of someone else (see
above) but even more pointedly by the exemplum of the addressee. The
threat is therefore couched in the form ‘it is happening to you already
and will get worse’. In Odes 1 25 Horace says to Lydia ‘you are getting
fewer and fewer lovers coming to beg your favours as it is. The future
has in store for you a worse fate. Far from anyone coming to you, you
yourself will roam about frustrated, aged and unloved.” What is espec-
ially interesting about this ‘threat-prophecy’ is the way in which the
komos is introduced into it. The fewer and fewer lovers who come to
Lydia are komasts. They awaken her from sleep, throw stones at her
windows, want to come through the door and plead outside it (1-8).
Moreover, Lydia is threatened with the fate of herself becoming an aged
komast, standing in a lane® in the cold wind, weeping at the haughtiness
of her lovers who will not let her in (g) and lamenting because men no
longer have any interest in her (16-20). In Roman sociological terms
Lydia will be demoted within the ultra-snobbish and class-ridden demi-
monde,* and will be transformed from a high-class courtesan with her
own house into a street walker plying her trade in the alley.

The import of this is as follows. In many short komoi, including the
epigrams mentioned above (p. 87) where threat-prophecies occur as
part of the komos, the komastic situation and therefore the genre of the
poems are indicated only by hints, and some of the primary elements
are left out.*® Ancient sensitivity to generic contexts, always greater than
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ours, was especially fine with regard to the komos. This is what we
would expect in view of the commonness of the genre, which made its
contents very familiar to an ancient audience and inspired poets writing
komoi to many innovations, including omission. The frequent omissions
of some of the primary elements in komoi suggest that this is what is
happening in Horace Odes 1 25. Horace intended his readers to gather
from the emphasis on komastic situations that he is standing outside
Lydia’s house and saying ‘ You don’t have many customers coming to
you as it is and you will have to go out and look for them when you grow
even older,’ with the implication ‘therefore admit me now’. It is no
argument against this suggestion that Ovid .4rs Amatoria 3 6gff., which
speaks in similar terms of admitting a komast, is not part of a komos but
occurs in erotodidaxis; for there Ovid has put on the mantle of the teacher
of love, the mouthpiece of Venus, and is giving instructions to girls
(57ff.). Horace has no such status in Odes 1 25. Since no other hypo-
thesis gives Horace a reason for saying what he says to Lydia, it may be
presumed that he is speaking on his own behalf and that the komastic
emphasis within the threat-prophecy is meant to convey to the reader
that the whole ode is a komos.

The most probable solution to the problem of whether ancient writers
thought in terms of topoi becoming genres or vice versa is to be found
through the analogy of rhetorical progymnasmata. These were genres
in themselves; but they were taught and practised in the rhetorical
schools so that they could later form sections of speeches belonging to the
major rhetorical genres. As sections of major genres the progymnasmata
lost their status as independent genres and were reduced to topoi or
groups of topoi forming part of the examples of the major genres.

Consequently, when material which could have constituted an in-
dependent example of a genre forms an integral part of another generic
example, an ancient critic would probably have thought that the sub-
ordinated material was behaving like a progymnasma. We have seen
another case of such subordination in the use of the anathematrkon ( dedi-
cation), a genre capable of independent existence, as part of the renun-
tiatio amoris. The notion of a dedication to mark the end of love occurs in
four examples of the genre (see above, topos B7). In three cases the
actual dedication is reproduced in the form of an anathematikon, in-
corporated into the renuntiatio amoris.

The absorption of a rhetorical progymnasma into another genre is not
the same phenomenon as the ‘inclusion’ of one generic example within
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another example of the same or a related genre — an occurrence which
has already been mentioned in Chapters 1 and 2 and will be treated at
length in Chapter 7. When this latter phenomenon is found, the ‘in-
cluded’ generic example, whose genre is just as important for the mean-
iug of the poem as that of the overall generic example, retains its own
separate generic identity, which is related to that of the including genre.
This contrasts with the absorption of rhetorical progymnasmata whose
geures are not so important for the meaning of the poem as a whole and
whose generic functions are subordinated to those of the genres which
absorb them.

But it would be idle to pretend that there is a watertight distinction
between the absorption of progymnasmata and inclusion of the kind
discussed in Chapter 7. It would be even more difficult to draw a line
between inclusion and the absorption of the minor non-rhetorical
genres which seem to behave in a way analogous to progymnasmata.
This is because such minor genres are particularly difficult to identify
and because the same minor genre may not always behave in the same

way. The best way to think about the matter is in terms of a graduated

scale with total absorption at one end and inclusion at the other. In the
middle of the scale will be examples which incline to one or the other
but which will not be definable in strict terms.

This can best be appreciated by consideration of the genre mandata,
whose Greck titleis probably epistaltikon.#! In the ‘ publicadvertisement’,
Propertius 5 23, treated earlier in this chapter, 12-18 are described in
11 as mandata. This passage of mandata can easily be regarded as being
absorbed like a progymnasma since its generic function is not important
to the poem as a whole and is unrelated to that of the ‘public advertise-
ment’. In Horace Odes 2 11 a uocatio ad cenam ends with a set of mandata
to slaves (18-24).42 These mandata are also probably to be regarded in
the same way. But the function of the uocatio, to invite or summon, is
not too distant for that of mandata, to give instructions, and it is simply
the subordination of mandata to uocatio in terms of the total meaning of
the ode which allows us to think of the mandata as being treated like a
progymnasma.

Even more difficult to classify are examples of yet another sort of
mandata. Two Latin poetic eptkedia*® (Propertius 5 7 and Statius
Siluae 5 1) contain passages which consist of the mandata of the dying
person ( Propertius 57-64, Statius 177-93 ). The Elegiae in Maecenatem,
which in their Mss are a single poem and were divided by Scaliger into
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the twao poems, as which theyv are generally printed nowadays, are prob-
ably another example of the same phenomenon. The ‘first’ elegy is an
epikedion on Maecenas, the ‘second’ the mandata of the dying Maecenas.
It may well be that the Elcgiae should be treated as a single poem, an
¢pikedion with a passage of mandata at the end. The passages of mandata
in these epikedia belong to a genre which is a specialized form of the
general genre and which mav be called mandata morituri. It is useful to
regard such mandata as a specialized genre in view of the social habit of
uttering and recording such last injunctions.

Mandata morituri are exemplified as the genre of whole poems in
Horace Odes 2 20 and in Propertius 1 21, a sometimes misunderstood
elegy which is explicable as an example of the standard utterance of a
dving man. Another example of the genre mandata morituri is Proper-
tius 2 15, an elegy whose unity has, I believe, been firmly established
by L.P. Wilkinson.# The unity question does not in fact affect a generic
assignment of Propertius 2 13. If it is two elegies then 2 158, which
consists of a set of mandata uttered by Propertius in anticipation of his
own death, is a member of the genre. If 2 13 is one elegv, then this one
elegy is a member of the genre. It should be noted that the arguments
for the unity of Propertius 2 13 are strengthened by the assignment to
the genre mandata morituri of Horace Odes 2 10. This is also a program-
matic poem, which functions as an epilogue; it also combines the themes
of literary glory and death; and it is undoubtedly a single poem.

The mandata morituri found in epikedia are impossible to classify
with any rigour as absorbed or included. In the case of Propertius 5 7 it
is tempting to think of the mandata of the dying Paetus as behaving
like a progymnasma. They do not affect the meaning of tlie poem to any
great extent, and their function is different from that of the epikedion as
awhole. But in Stluae 5 1 the mandata, although qua mandata they have
a different function from the epikedion, in terms of content do have the
same consolatory and encomiastic functions as the epikedion as a whole.
Even more strongly is this the case with the second elegy on Maecenas, if
itisin fact part of the first. Not only do the mandatashare these functions
of the epikedion but they are very important in terms of the meaning of
the poem as a whole.

So the distinction is a useful one in clear-cut cases, in that the two
different levels of originality are involved; but it cannot be applied in
many instaunces,

Is hymn a genre in either-sense of the word genre? Hymns were doubtless
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established as standard recurrent formulaic utterances long before many
secular genres reached a fixed form. Moreover, Menander accords a
separate treatise to them. But there is no genre ‘hymn’ in the sense in
which the word is being used in this book. Hymns belong to various
cpideictic and other genres, the difference between them and other
examples of those genres being simply in addressee:4s

-~ -~ »
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Menander 531 15-20
‘Epideictic speeches divide into encomia and vituperations. . . .
Encomia can be of gods and of men. When they are of gods, we call

them hymns.’

Naturally this difference in addressee is reflected in differences of
language in the address, but to say that a poem is a hymn is uninforma-
tive generically. We need to know whether, for example, it is a kletic,
propemptic, or euktic hymn. Conversely, to say that a poem is, for
example, a kletic hymn does not mean that it belongs to any genre other
than the kletikon. The religious form of a genre, although perhaps older
than the secular forms of it, need not be thought to have generated the
secular forms. ‘Hymn'’ therefore is not a genre in the sense in which
propemptikon or komos is a genre. Nor is it a genre in the other common
sense of the word, in which it is used to refer to kinds of literature like
epic, elegy, or lyric; for these kinds of literature are each characterized
by metre and length, and more important they are mutually exclusive.
‘Hymn'’ is not characterized by metre or by length, and hymns can be
found in epic, elegy, lyric, etc. One qualification must be made to what
precedes: some specialized classes of hymns, such as paean and dithy-
ramb, are genres in the sense in which propemptikon and komos are
genres. This is so because at least some of the hymns classified in anti-
quity as dithyrambs or paeans are characterized by fixed subject-matter
proper only to them.

How far were native Roman genres Hellenized by Roman writers?
Roman society had institutions without parallels in Greek society. There
is some evidence that when sophisticated Roman writers dealt with these
institutions they sometimes sought to graft their Roman material on to
pre-existent Greek genres so as to procure a respectable literary pedigree
for their efforts. It is well known, for example, that Roman door-magic
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and concern about doors was grafted on to the Greek genre komos, so
that Roman examples of the komos have much more to do with doors
than do Greek examples.*’ I have suggested elsewhere®® that in Odes 1 50
Horace may be trying to graft on to the Greek kletic hymn the Roman
institution of euocatio — a besieging general’s appeal to his enemy’s gods
to defect. In these two cases the Roman material is not over-obtrusive.
However, there were perhaps other cases of Hellenization of Roman
institutions where the Roman material was more obtrusive and less
tractable, and where the cultural fusion resulted in poems to which their
authors would have given a Greek generic name but which probably do
not deserve this name.

The first example of this process concerns the Roman institution of
JSlagitatio, the subject of a seminal article by Herman Usener.#® Flagitatio
was a form of extra-legal or pro-legal self-help by which a man whose
property had been stolen, or more usually a creditor whose debtor was
refusing to repay him,*! could attempt to regain his property by subject-
ing the offender to a barrage of insults and demands for the return of his
property.3? Literary flagitationes mentioned or treated by Usener are:
Plautus Mostellaria 568f1. ; Pseudolus 357ff. ; Catullus 25, 42, 55 g-10.
Usener also collects other references to the practice.

Since Greece had no parallel institution, any Hellenization of flagitatio
must have been to some extent strained. But the existence of a Greek
genre which operated in a roughly parallel context makes it likely that
Roman writers would have described their flagitationes asbelonging toit.
This Greek genre is arar (curses). Cursing of malefactors is a common
human activity, both public and private. No actual Greek examples of
arai named as such have survived but we know of several (see below)
and we have Latin dirae (curses) which are probably of the Greek type -
the poem entitled Dirae and Ovid’s Ibis, the latter probably deriving from
a homonymous poem by Callimachus (Frr. 381-2 (Pfeiffer)). Naturally
not all arai were directed against persons who were retaining someone
else’s property but, as well as the Dirae, two of the Greek arai of which
we know were concerned with just this situation. Information about the
first, a work of the Alexandrian poetess Moero (Fr. 4 Collectanea Alex-
andrina ed. Powell) survives in Parthenius’ "Epwrikd ITafrjpara
(Love Stories). The heading of the twenty-seventh legend is: ‘Moero
tells this story in her A4rar’, and the story concerns a lady called Alcinoe
who came to a sorry end because of the anger of Athena, the patroness of
spinners. She incurred Athena’s wrath because she had hired a spinning
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woman named Nicandre and after a year had turned her out without
her full wages. Nicandre’s reaction to this treatment is narrated in the
following words, in which we note the ‘ambiguity ' of dpdafac, which
means both pray and curse:

.. . 8¢ dpdoagbar modd *Afnwvd ricacbar admyy dvr' ddixov
oreprijoews.

Probably the tale of Alcinoe and Nicandre was not the main theme of
Moero’s Arai. The Arai was either just a collection of stories involving
curses or a set of mythological illustrations designed to reinforce the ill-
wishes which Moero herself was uttering (cp. Ovid's Jbis for this
pattern ). But the account of the story preserved in Parthenius is useful
as evidence of one ground for arai, that is, unjust deprival of something
owed. More evidence along these lines is provided by Euphorion Fr. 8
(Collectanea Alexandrina) *Ootis pev kedéfny *AlvBijida poidvos
amvpa.Thisfragment is assigned by Stephanus Byzantius to a work of
Euphorion called *Apai 4 ITorypoxXémrys (Curses, or the Beaker-
Thief ), and by the scholiast on Theocritus Idyil 2 2 toa ITornproxAéntys
of Euphorion.’? Here we are instantly transported to the world of two
of the Catullan flagitationes, Catullus 25 where the cause of the flagitatio
is the theft of a cloak, napkin and writing tablets, and Catullus 12 where
the theft of a napkin is in question. In this latter flagitatio, not identified
as such by Usener, Catullus with characteristic humour employs a formal
sophistication in the use of tenses (see p. 54.). The effect is that the poem
poses as a threat of flagitatio while actually being a flagitatio.

The clothes-thief and the man who stole from the dinner-table are
familiar figures in classical literature and the coincidence that arai and
flagitatio were both responses to these standard offences almost guaran-
tees that they were regarded as one and the same genre by Roman
writers. One factor which possibly made the identification easier is the
‘ambiguity’ of the verb maledico which, from the time of Plautus,
meant both ‘curse’ and ‘abuse’. Such ‘ambiguities’ in a language are
not really cases of confusion or double-meaning. They are simply indica-
tions that a distinction of the sort other languages make was not found
useful in that language. Just as the ‘ambiguity’ of words to do with
shipwreck may have affected the inverse epibaterion (see p. 61) so
the *‘ambiguity’ of maledico may have been influential here, since the
word maledicta occurs as a description of the utterances characteristic of
flagitatio, 5
9.1

The Categories of Genres

In all this, one distinction must be observed between arai and flagita-
tiones. The purpose of flagitatio is to obtain the return of one’s own pro-
perty. In the surviving or known arai and dirae where the person cursing
has been unjustly deprived of his property, there is no direct evidence of
a demand for its return. This may be an accident ; some of these arai may
have been intended to secure the return of the property. But even if all
sucharai were simple ventings of the owners’ hatred rather than attempts
to recover property, a link between arai and flagitationes would still be
feasible. They would still be the cognate Greek and Latin standard re-
sponses to the same situation.

If these arguments are correct, the genre arai fared in Roman litera-
ture in rather the same way as the komos. Some Roman examples of the
genre were purely Greek in inspiration: for example, the Dirae, Ovid’s
1bis, and Ovid ~/mores 1 12. In the last, no withholding of property is
involved, but Ovid’s writing-tablets, which have returned to him with
news that his mistress cannot come to him, are cursed roundly. But the
flagitationes proper, although also composed as members of the genre,
are almost purely Roman.

The next example of possible ancient identification of a Roman genre

- with a Greek genre was, if it took place, an even more arbitrary pro-

cedure. Even the contexts of delivery are fairly dissimilar. The triumph
was the most important single Roman socio-political event. Roman poets
often refer to the triumph and describe triumphs at some length.ss The
description of the triumph (whether it be a real triumph or the imagin-
ary triumph of a god, of the poet gua poet, or of the poet qua lover, or
both) occurs, for example, at Virgil Aeneid 8 714-28; Propertius 2 14;
31 9ff.; Ovid Amores12; 2 12; Ars Amatoria 1 215-28; Tristia 4 2 ; and
also as the included genre (see ch.7) at Tibullus 1 7; Horace Odes 4 2;
Propertius 5 4.

One’s immediate thought is that Roman writers would have at-
tempted to assimilate the Roman triumph-poem to the Greek epinikion;
but apart from the laurel crown worn equally by triumphing generals
and victors at the games there seem little to link the two genres, and
Roman writers do not show any interest in such an identification. It
may be that some references to Apollo and laurel crowns in triumph
context are hints of an attempt to connect triumph-poems with some
kind of paean ~ perhaps a victory paean (cf. Virgil Aencid 7 720;
Horace Odes 4 2 g, 46-7; Ovid Tristia 4 2 51, and Ovid .4rs Amatoria 2 1
where ‘io Paean’ replaces ‘io Triumphe'). But it is more probable that
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when the majority of Roman writers wrote triumph-poems, they im-
agined they were writing dithyrambs. The bulk of the evidence for this
suggestion derives not from Roman triumph-poems but from the deriva-
tion of the word triumphus and from ancient beliefs about the nature and
origin of the institution.% This evidence although bulky can be summed
up briefly. The word triumphus derives ultimately from the Greek
@plapBos; Romans at all periods were aware of this; the words Gpiapfos
and 8i0Ypaufos are, if not interchangeable, at least closely related;
and finally Dionysus was believed in antiquity to have enjoyed the first
triumph, after his victory over the Indians. Some confirmation that
Roman writers did associate triumph-poems and dithyrambs may be
derived from an examination of Horace Odes 4 2, although this ode may
be alluding simultaneously to two different theories on the question
(see above). In Odes 4 2 Horace is modestly asserting that Iulus Antonius
and not himself has the poetic strength to sing of Augustus’ triumph over
the Sygambri. Horace makes it clear (1) that to treat such a theme is to
imitate Pindar. His description of Pindar’s style and work begins with an
appreciation of Pindar’s general poetic technique and then goes on to deal
with various classes of Pindaric poems, dithyrambs (stanza 3), hymns,
paceans and encomia (stanza 4), epinikia (stanza g ), threnot (stanza 6).
Not only do dithyrambs head this list but the general simile describing
Pindaric style by comparison with a rushing river in 5-8 is interpreted
through a related metaphor in relation only to dithyrambs in 11-12:

5 monte decurrens uelut amnis, imbres

quem super notas aluere ripas,

feruet immensusque ruit profundo
Pindarus ore,

laurea donandus Apollinari,

10 seu per audaces noua dithyrambos

uerba deuoluit numerisque fertur
lege solutis
Horace Odes 4. 2 5-12

Some further support for the notion that the Romans thought triumph-
poems were dithyrambs comes from Roman triumph-poems them-
selves when they lay stress on Dionysiac elements which are quite out
of keeping with the traditional Roman religious paraphernalia of the
triumph (e.g. Tibullus 1 7, see pp. 167-8; Propertius 5 4.1, see p. 187;
Ovid Amores 1 2 47-8, cp. Ars Amatoria 1 189-90).
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The hypothesized Roman identification of triumph-poems and dithy-
rambs, was, of course, just as shaky in factual terms as were the attempts
of Alexandrian categorizors to decide what was a dithyramb and what
was not.’? Indeed the ‘dithyrambs’ with which the Romans were pfe—
sented by Alexandria can have helped just as little to stimulate the identi-
fication, as they do to evidence its likelihood. The most that can be said
to support a theory of such identification on the basis of surviving Greek
‘dithyrambs’ is that at least some of the Greek poems which may have
been or were identified as dithyrambs in the Augustan Age did deal with
a situation not too remote from the Roman triumph - a heroic deed, the
coming of a victor, public rejoicing; for example, Bacchylides Dithy-
rambs 17,18, 20 (Snell), and Sophocles Trachiniae 205ff.

To sum up, Roman poets wrote ordinary hymns to Dionysus which
they probably classified with a fair degree of accuracy as dithyrambs.
One of these is Propertius 3 17, where the self-fulfilling undertaking®
to sing of Bacchus,

haec ego non humili referam memoranda coturno
qualis Pindarico spiritus ore tonat.

39-40
with its reference to Pindar, leaves little doubt that Propertius thought
he was writing a dithyramb. They also wrote triumph-poems, which
they sometimes believed to belong to the same genre. The dithyramb

is treated therefore in very much the same way at Rome as are the
komos and arai.
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Originality in the Use of Topoi

A writer working in accordance with generic patterns is in general
terms necessarily less original than a writer free from the restraints
of genre. He cannot, for example, draw his inspiration directly from
individual incidents and experiences in his own life but is confined to
the range of subjects proper to the genres, and within these genres
at least some of his material must be standard if his writings are to
be recognizable as belonging to specific genres. But even within the
framework of these constraints, certain types of originality are possible
and they were regarded as essential to good writing or speaking in
antiquity.
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Kkai Td wpooijkovra mepl éxdorns dvBuunbivar xal rois Jvdpacw
4 - 'd " 4 3
b diabéobar Tav €8 Ppovodvrwy IBidv éoTw.
Isocrates 4 7-9

These passages are among many! which illustrate ancient insistence on
originality within generic composition, and some of the originality to be
found in generic examples can be discussed fruitfully in terms of dis-
tinctions made by Isocrates (see p. 100). Originality in generic com-
position can be treated under four categories, which together cover the
whole field: first, the novelty which consists in introducing into a generic
pattern topoi and notions not hitherto associated with it; second, the
individual writer's own choice, combination and arrangement of the
standard topoi of a particular genre; third, his alterations and modifica-
tions of single topoi ; and fourth, the employment by a writer of the major
generic sophistications which are potentially applicable to all genres. The
use by ancient writers of the greater part of the last and most important
of these categories, which goes beyond topical originality, is the subject
of Chapters 5-9. In the present chapter I shall deal with the first three
kinds of originality, which all have to do with the employment of topoi.

At an early period the introduction of new material into a generic
pattern must often have involved the invention by the author of that
miaterial. However, as the generic patterns became more elaborate and
as rhetorical training became more influential, the introduction of new
material into an example of a genre inevitably came to mean more and
more the use in an example of one genre of a topos associated with an-
other genre. The ability of many topoi to move from one genre to another
is central to generic originality. The primary elements which differen-
tiate genres cannot of course behave in this way, but the secondary
elements, since they are not necessary constituents of genres, can move
freely between them.

A simple example of the ability of topoi to appear in several genres is
provided by the topos on friendship, the concept that willingness to
accompany a friend anywhere is a proof of friendship. This topos
appeared at Propertius 1 6 3-4 in a propemptikon (p. 4). It also appears,
for example, at Catullus 11 1-12 in a renuntiatio amoris, again ina pro-
pemptikon at Horace Epode 1 11-14, at Odes 2 6 1-4 in an epibaterion, at
Statius Siluae 5 1 127ff. in an epikedion. It is impossible to say in what
genre this topos originated, and its use is not confined to travel genres.
Because topoi can thus move from genre to genre, assignments to genres
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must always be based not so much on secondary elements as on the logic
of the situation. No quantity of secondary elements makes an example
of a genre, although their presence is a welcome confirmation of an
assignment based on primary elements. The introduction of new mater-
ial into a generic pattern, whether or not this be considered as transfer-
ence of that material from another genre, although constantly found in
ancient literature, is not mentioned by Isocrates in the passages quoted
above. This is probably because in these passages he begins to talk about
composition at the point where the writer has already to hand all the
material he might require.

The second and third categories of topical innovation, those to do
with selection, combination, arrangement, and alteration of topoi, are
summed up briefly by Isocrates in a later section of one of the works
quoted above. Isocrates’ summary, although open to the criticism of some
inexactness, will form a good basis for discussion. The second category is
described in these words:

70 8¢ Tovrwy €’ éxdoTw TAV mpaypdTwy ds et mpoeréofar
\ -~ A} 2 /4 A 4 \

xal pifac mpos dAijAas kal Tdéar kard Tpdmov, . .
Isocrates 13 16

Isocrates’ first point in the second category is that a writer must select
from all the topoi available within a genre those which he wishes tousein
a particular speech. Menander also holds selection to be of great import-
ance, recommending it several times.2 It may seem obvious that a writer
must do this, since the length or nature of his work, or the character
of his addressee, will demand that he abstain from some of the topoi.
But neglect of the generic basis of ancient literature sometimes
blinds scholars to the skilful selection which an author has made, and
leads them to criticize him for faults which he has gone out of his way to
avoid.

One excellent ancient poem rarely appreciated and notable for its
selective use of topoi is Theocritus’ Idyll 17.
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Gow’s assessment of this Idyll as ‘stiff, conventional and sycophantic’? is
a fairly representative view.4

Part of the failure to appreciate Idy!l 17 is due to scholars not under-
standing or being unwilling to accept the avowedly encomiastic nature
of much ancient literature. Everyone in antiquity knew that poets were
paid to praise their patrons and no one concerned made any serious
attempt to conceal this. Modern criticisms of ancient literature for its
encomiastic content would have amused ancient writers and audiences.
For a writer to be critical of his patron in a published work would have
appeared to them as senseless and as self-damaging as would appear to us
the action of a modern composer who, commissioned to write a sym-
phony, thought to demonstrate his independence by producing a mass.®

A further cause of scholars’ failure to esteem Jdyll 17 is the misleading
account usually given of its literary background. Gow expresses the
normal view in three statements made in his introduction to Jdyll 17,

namely :

The Idyll stands in Theocritus’ work much closer to Idyll 16 than to
anything else.
Idyll 17 is framed on the pattern of a Homeric Hymn.
Idyll 17 in fact resembles the Hymns of Callimachus more closely
than it resembles Idyll 16, and with two of these, that to Zeus
(Hymn 1) and that to Delos (Hymn 4), it has resemblances which
cannot be wholly accidental.

No one could deny that Idyll 17 does have certain hymnic features and
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that Theocritus is deliberately trying to give it something of the flavour
of a Homeric Hymn. But the real background of the idyll is rhetorical.
It has long been realized that Idyll 17 has many of the features of the
formal encomium. It is in fact an example of that specialized type of
encomium which Menander calls bastltkos logos.¢ The following demon-
stration of this fact is attempted not only because it allows Theocritus’
masterly selectivity in his use of topoi in this idyll to be detected but also
because the very close coincidences between Theocritus and Menander
are a further useful indication of the general reliability of Menander as
a witness for the state of the generic patterns many centuries before he
lived.

Menander begins his account of the basilikos logos by defining his
subject:

0 Bagtdikds Adyos éyrdpudv ori Baoihéws
368 3 ‘
‘The basilikos logos is an encomium of a king'?

Then after a warning about the subject-matter, namely that it must not
in any way be open to question by the hearer,® he proceeds to detail the
three sections of the proem. Menander’s description of the proem of the
basilikos logos corresponds with Theocritus 1-12.

For the first section of the proem Menander gives four alternative
possibilities. The first three are not relevant here. Theocritus in 1-4
applies the fourth.

. . .7 67t 8Y0 T4 péyroTa 7Y Smapyovrwy év T Blw Tav dvlpd-
mwv éoTiv eboéPeia mwepl 76 Betov xal Ty mepl Tov PBaoidéa,
d mpoaijrer kai Bavpdlew kal duveiv kara Svvapw. .. .domep
olv 70 kpeirTov Dpvois kal dperais tlaoxdueba, obrw Kal
BaociXéa Adyous.
Menander 368 17-21, 369 5-7
‘or that two of the most important things in life are piety towards the
gods and honour for the king and that we must respect and extol the
gods and the king to the limit of our ability. . . . So just as we placate
the superior power of heaven with hymns and praise of his deeds
and virtues so we placate the king with our speeches.’

Corresponding with Theocritus 5-8 is the second section of the Menan-
drian proem:

orav avfrfoews évexa mapalapBdvnrar, Ajpe [8¢] Sevrépwy
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hesitate to do so. For your subject allows this, your audience being
under constraint to accept the praises without putting them to the
test.’

Following the birth of the king, Menander specifies two sections on the
physical characteristics and upbringing of the child-king. It is possible
that Theocritus has subsumed these two sections into his description of
the birth, representing the child’s physical characteristics in 63-4, and
his upbringing in his reception and nursing by Cos ( esp. 58-9, 65). But
this notion need not be pressed. Theocritus’ selectivity is prominent in
this idyll and these points may have been deliberately suppressed (sce
Pp. 110-11).

Following these sections Menander turns to the king’s achievements,
first in war and then in peace (572 ). At first sight it does not appear that
Theocritus is following the same arrangement but is embarking on a
description of Egypt and its subject territories (77-94 ). But, because of
the recentness of the war in which many of these territories were gained,
Theocritus’ original readers probably read, and were meant to read
these lines as a eulogy of Ptolemy’s military prowess. This war had pre-
served Egypt from its enemies and increased its subject territories; thus
the eulogy aptly culminates in a picture of the warlike Ptolemy sur-
rounded by his mailed cavalry and footmen,

The king’s deeds in war, under the heading of bravery, are followed
in Menander by four further sections:

(i) a description of the king’s deeds in peace, under the heading of the
other three virtues

(ii) praise of his ‘luck’ (7dx7n)

(iii) a comparison of his reign with previous reigns

(iv) an epilogue.

In Idyll 17, 77-94 (warfare) are followed by a passage (95-103)
which probably reflects in a general fashion the first of these sections,
the king’s deeds in peace. It emphasizes the peaceful and prosperous
state of Egypt, protected as it is by Ptolemy. But throughout this passage
and afterwards, the order of topoi in Theocritus and Menander is
different, although the topoi themselves correspond to some extent.

Lines g5-10% correspond with Menander’s ‘deeds of the king in
peace’ in the same way as 77-94 correspond with * the king’s deeds in
war’: they detail the results of the deeds rather than the actual deeds.
But they also overlap with some of the Menandrian epilogue material.
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This is natural since epilogues often function as summaries of what has
gone before (see pp.114-15). The Menandrian epilogue passage is:

. . .yewpyeitar per’ elpijvns 1) yij, mAeital 1) §ddacoa dewddvws
...00 Oedoikaper BapBdpovs, ol modeplovs, dxvpwTepov Tois
Baohéws Gmhots TeTeryiopeBa 7 Tois Teiyeow ai milers. . .
Menander 577 13-14, 15-17
‘... the earth is farmed in peace, the sea sailed without danger...we
are not afraid of barbarians or enemies. The king’s weapons guard us
more securely than cities are guarded by their walls. . . .’

Moreover, Theocritus 104-5 appear to reflect the comparison recom-
mended in:

néeis 8¢ éml Ty TedecordTny ovykplow, dvreferdlwv v adrod
Bacirelav mpos Tas mpo adrod Bacirelas, od kabapdv ékelvas:
drexvov ydp, dAd Bavpdwy pév éxeivas, 16 8¢ Tédetov amodidovs
7} mapovoy.
Menander 376 31-377 2
¢ And you will come to the most comprehensive comparison and weigh
up the king’s rule against those of his predecessors, not attacking
them - for that would be inappropriate — but awarding the palm to
the present administration, while complimenting the former ones.’

Furthermore, Ptolemy’s generosity to the gods (108-9) and his building
of shrines to his deified parents, etc. (123-7), may correspond with an
item of Menander's epilogue:

...e00éBeia 8¢ %) mepl 16 Oeiov niéyrar, Tipal 8¢ kard 70
mpoaijxov éxdoTols vépovrar. . . .
Menander 377 14-15
‘... piety towards the gods has increased and honours are given to
each as is fitting. . . .’

The praise of Ptolemy’s queen and of their marriage (128fT.) reflects a
precept from the Menandrian ‘deeds in peace’ section:

el 8¢ én’ délas ein xal Tyudls peyiorns 1 Baodis, épels Tt kal
kara kapov évfdde: Wy Oavpdoas 7ydmmoe, TavTyy Kowwvoy
Tijs éavrod Paoidelas wemoinrar, xai o8’ e éorww dAo olde
yuvaikeiov ¢idov.
Menander 376 g-13
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*If the queen is in high repute and honour you will speak in suitable
terms about her: { you will say for example) ‘“The woman who
excited his admiration and love he has made a partner in his kingdom

and, as for other women, he does not know if they exist or not"'.’

The generic attribution allows Theocritus’ originality in Idyll 17 to be
detected. It is manifested to some extent in Theocritus’ additions to,
or elaborations of, the corpus of genericthemes (see pp. 119-20). But the
greater part of Theocritus’ originality and literary merit is his careful
and skilled selection of topoi from the generic corpus so as to create a
dignified basilikos logos, suited to its addressee and yet free from servile
adulation. Theocritus has omitted the following topics prescribed by
Menander:
(i) the country, race, physical appearance and upbringing of Ptolemy
(370ff.)
(ii) his personal military prowess (373-4)
(iii) his mental abilities (372, 574, 376)
(iv) his mildness to subjects, choice of deputies, his taxes and laws (375-
576)
(v) his ‘luck’ (376)
(vi) his children (576)
(vii) the loyalty of his bodyguard (576)
Finally (viii) Theocritus has deliberately not treated Ptolemy’s activi-
ties and qualities in accordance with the standard four-virtue division of
Menander (%74). That Theocritus knew of such a method of treating
the virtues is guaranteed by the occurrence of the four-virtue division
in earlier encomia.®

In each case a reason is forthcoming for Theocritus’ omission.
(i) His failure to treat, or at any rate his indirect and mythologized
treatment of Ptolemy’s upbringing stems from the fact that Ptolemy
was not his father’s eldest son and legitimate successor (see below ).
Theocritus may have felt that concentration on Ptolemy’s country and
race was otiose since they were so well known or because the family was
being given a full treatment; but it is more likely that he thought that
mention of them might also direct his audience’s minds to uncomfort-
able thoughts about the legitimacy of Ptolemy’s claims to the throne.
The suppression of these and other items which might embarrass
Ptolemy is part of the procedure which differentiated encomium and
apologia in antiquity and which led to such matters, with a fev- excep-
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tions, being silently passed over in encomium.'® Instead, Theocritus
attempts to mythologize Ptolemy and his life and attributes, and so raise
him to the level of a hero or demi-god.
(ii) In treating the character of Ptolemy, Theocritus shows very great
discretion. He could not, as was standard, insert a section on Ptolemy’s
personal military prowess since Ptolemy was, in fact, a weak and some-
what effete man personally, and any attempt to fly in the face of this fact
would have produced a credibility gap (7 amiflavor ) which according
to Menander the writer of the basilikos logos must avoid at all costs (see
above).
(iii) Conversely, Theocritus chooses not to praise Ptolemy’s mental
gifts directly, although these were not in dispute. His idea was probably
that he could best represent Ptolemy favourably as a military man by
avoiding excess. This meant not including praise of personal prowess and
also avoiding praise of aspects of Ptolemy’s character which might seem
to detract from his ability in action, such as mental prowess. By avoid-
ing these two Theocritus was able to create the vague, but impressive
picture of a Homeric hero, the spearman guardian of Egypt sur-
rounded by his armies (g3-4, 102-3 ).
(iv) The omission of mildness, deputies, taxes, etc., is partly a further
attempt not to detract from Ptolemy’s martial glory and partly a reflec-
tion of the particular situation of the Macedonian kings of Egypt. Their
subjects fell into two categories. The first was the privileged Greeks,
who were favoured as regards taxation, upon whom Ptolemy depended
for military and administrative support, and for whom this idyll was
written. The second was the Egyptians, who were powerless, paid most
of the taxes and would not read the idyll. Thus, the standard virtues of
rulers in their dealings with their subjects were irrelevant in Ptolemy’s
case.
(v-vii) The omission of the king’s ‘luck’ is not because the notion was
not contemporary — the TUx7 of Alexander had set the pattern — but
probably because it was already closely associated with two other ideas
omitted by Theocritus and classed by Menander as subheadings of ‘ luck’,
namely loyalty of bodvguards and the possession of children. Theocritus
cannot mention Ptolemy’s children because they were the children of
Ptolemy not by the Arsinoe celebrated in Jd)-!l 17 but by a previous wife
(also called Arsinoe) who was then in exile in Upper Egypt following
a charge of treason. The loyalty of Ptolemy's bodyguards cannot be
included because of a revolt of Gallic mercenaries against Ptolemy in
11!
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274 BC.'! The mercenaries who revolted were not, in fact, bodyguards,
but the event was too recent for Theocritus to risk praising Ptolemy for
the loyality of his hired troops. Since both these topics were by necessity
excluded, Theocritus probably felt that to include the ‘luck’ without
mentioning these two closely associated items would call attention to
their absence. e therefore omitted the ‘luck’ altogether.

(viii) The omission of the four-virtue division is not political but poetic.
Theocritus must have thought it too prosaic for his purposes.

It may seem as if the selection described above, because reasons can
be given for the omission of each item, was casy and obvious for Theo-
critus and that he was merely following the rhetorical rule for encomia,
namely that the subject’s defliciencies should be omitted as far as pos-
sible.’? But a well-known characteristic of good literature is that it appears
easy, natural and obvicus. When we have such good evidence of Theo-
critus’ critical approach to the generic pattern and of his careful and
judicious selection of material, it is no longer possible to assent to any
sweeping condemnation of Idyll 17.

The second point Isocrates made while discussing the selection and
arrangement of topoi is that the writer should be skilled in their com-
bination (pifar mpos dAifAas ). The apt juxtaposition of topoi and
their introduction not as dead items of a list but as a living chain of linked
ideas, performing structural as well as informational functions, is one of
the most notable and widespread characteristics of the best classical
literature. A brief example will suffice:

Dicamus bona uerba: uenit Natalis ad aras:
quisquis ades, lingua, uir mulierque, faue.
urantur pia tura focis, urantur odores
quos tener e terra diuite mittit Arabs.
§ ipse suos Genius adsit uisurus honores,
cui decorent sanctas mollia serta comas.
illius puro destillent tempora nardo,
atque satur libo sit madeatque mero,
adnuat et, Cornute, tibi, quodcumque rogabis.
10 en age (quid cessas? adnuit ille) roga.
auguror, uxoris fidos optabis amores:
iam reor hoc ipsos edidicisse deos.
nec tibi malueris, totum quaecumque per orbem
fortis arat ualido rusticus arua boue,
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15 nec tibi, gemmarum quidquid felicibus Indis
nascitur, Eoi qua maris unda rubet.
uota cadunt: utinam strepitantibus aduolet alis
flauaque coniugio uincula portet Amor,
uincula quae maneant semper dum tarda senectus
20  inducat rugas inficiatque comas.
haec ueniat, Natalis, auis prolemgque ministret,
ludat et ante tuos turba nouella pedes.
Tibullus 2 2

This elegy is a genethliakon celebrating the birthday of Cornutus. The
genre is well exemplified.!* The method which Tibullus uses to combine
some of the standard topoi is subtle and characteristic of his work. Natalis
(the birthday itself) and 4mor are both personified so that with the
Genius they can function as principals in a series of three successive
epiphanies of divine beings (1, 5, 17-18). Within the framework of the
three epiphanies other topoi are used as links. The burning of incense
and other fragrant substances is characteristic of birthdays and so follows
the advent of Natalis (3-4 ). It immediately calls to mind, and so forms
an apt introduction to, the Genius (5) to whom incense is characteristic-
ally offered on birthdays. After a description of the Genius, which further
links itself with the incense topos by alluding to more offerings nor-
mally made to the Genius, nard, wine and honeycake (7-8), Tibullus
turns easily to the wish which people in antiquity often made on their
birthdays (g-10), using as an unstated connexion the fact that the
Genius was the normal addressee of these wishes made on birthdays.!s
Cornutus’ wish will be for the love of his wife (11-12). And so Amor, a
standard feature of elegiac genethliaka, and associated with birthdays
in real life, is introduced (17f.), to be followed, again naturally, by a
second mention of Natalis in the company of the generation topos so
relevant to the cult of the Genius and to birthday celebrations (21-2).

The outstanding excellence of this genethliakon is that each topos
flows into the next, as though it were the most natural thing in the world
that it should do so, while at the same time the poem’s ‘ascending tri-
colon’ structure carries it forward to its climax.

Isocrates’ third point, in his account of the selection, combination and
arrangement of topoi (rdfat xara Tpdmov), is that the speaker should
know how to make apt alterations of the order in which the topoi are
presented from the order in which they appear in the master pattern,
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or alternatively should know how to use the standard order in circum-
stances where it happened to be the best order.

‘The final sections of Theocritus Idyll 17 might appear to exemplify
originality of this type in that, as was observed above, the order of the
topoi of g5-134 diverges widely from the order of the Menandrian pre-
scription for the basilikos logos. It is possible that Theocritus was employ-
ing an original order of presentation of material in this passage, but
various factors make this uncertain. First, Theocritus employs two topoi
found in earlier encomia, the king’s wealth and generosity,!$ which are
absent from the Menandrian prescription. This suggests that Theocritus
may be following an older order, a suggestion which may be conlirmed
by the evidence of Horace Odes 4 5 17ff. Odes 4 5 is not a basilikos logos
but a kletikon. But 17{f. of Horace Odes 4 5 contain a set of topoi which
correspond with those from the Menandrian epilogue to the basilikos
logos.!?” The reason for the correspondence is that the formula for the
kletikon to a ruler includes praise of the ruler summoned (Menander
429) and, if the ruler is a king, his praises will naturally resemble
the basilikos logos. But in the centre of these epilogue topoi occur the
lines

nullis polluitur casta domus stupris,

mos et lex maculosum edomuit nefas,

laudantur simili prole puerperae,
culpam poena premit comes.
Horace Odes 4 5 21-4

which correspond with

&71 810 Baciréa adidpoves pudv of ydpot, yvijoior 8¢ Tois matpdow
of maides. ...
Menander 376 4-6
‘Because of the king, marriages are pure and fathers have legitimate
children. ...’

In Menander this concept is found in the ‘king’s deeds in peace’ section,
under the heading of self-control. This might lead us to think that both
Theocritus and Horace are simply following a different standard order
from that of Menander. And the same may go for another Menandrian
epilogue topos which Theocritus uses in his war passage (77-80).

o \ A} ) . 4 \ \ -
opBpot ydp kard kaipov kai Baddoons dopai wal xapmdv
] ’ A} \ -~ -~ -~
evpopiar Sia 7y Tod Baochéws Sikatoovvyy Yuiv edTuyodvrac:
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Menander 377 22-4 (cp. Homer Odyssey 19 110ff. ani Stanford
ad loc.)
‘Because of the king's justice we have the good fortun: to enjoy
rain in due season and the produce of the sea and excellent har-

vests.

Another factor which makes it impossible to say whether or not Theo-
critus is being original in his order is that epilogues are in any case often
summaries of what has gone before. Safer examples of manipulation of
the order of topoi by various authors can be discovered by analysis of
four propemptika of a typ: mentioned on pp. 9-12 ~ Euripides Helen
1451ff.; Propertius 1 6 ; Stasius Siluae 3 2 ; Paulinus Carmina 17. These
are non-schetliastic propemztika which, because they are non-schetlias-
tic, do not follow the Menzadrian propemptikon prescription but have
a logic of their own. The fact that we have no formula for the non-
schetliastic propemptikon, and so do not know what order of subject-
matter, if any, wasorthodox. is no barrier to this discussion. The reasons
for different orders and their effectiveness can still be discerned, and if
one of the effective orders happens to be, unknown to us, the orthodox
order, this is perfectly acceptable since the orthodox order of topoi can
sometimes be the most effective one.

To help our analysis, we may categorize some of the material of these
propemptika as follows:
(i) good wishes and divine help for outlined journey ending at destina-
tion
(ii) description of destination
(iii) speaker’s wish to accompany/ excuse for not doing so
(iv) reiteration of good wishes and divine help of (i)
In terms of these headings, the material of the four propemptika is
arranged in these orders:

Euripides Helen 14511 (i) (ii) (iii) (iv)
Propertius 1 6 —(iii) (ii) -

Statius Siluae 3 2 (1) (iii) (iv) (ii)
Paulinus Carmina 17 (3) (i) (iii) (iv)

Naturally this table does not give a detailed or full analysis of the material
of these propemptika; but it shows that different authors employ some
of the larger divisions of content in markedly different order. In some
cases the purpose of a particular order can be discerned.

An initial distinction must be made between Euripides Helen 14511,
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and Paulinus Carmina 17 on one hand, and Propertius 1 6 and Statius
Siluae 5 2 on the other. This distinction is not one which is found in the
Menandrian account of the propemptikon, but it is nevertheless a
genuine, ancient distinction, important for the genre, since a parallel
concept occurs in Menander’s accounts of the syntaktikon and epibater-
ion. The distinction is between propemptika addressed to persons going
to their home and those addressed to persons going to another place. The
propemptika of Euripides and Paulinus are both addressed to a person
going home, and both share more or less the same order of the selected
material. The one difference in order between them is easily explained.
Euripides’ chorus has no impulse whatsoever to urge Helen to stay in
Egypt; therefore good wishes for her voyage take first place. Paulinus,
although not urging Nicetas to stay, would be pleased if he did. By
not putting the account of the voyage and concomitant good wishes first
he shows a certain lack of enthusiasm for the voyage. In the case of
Euripides it is also possible to discern something of the aptness of his
order to his subject-matter and to the play as a whole. Prominent both
in detail and position is the mention of Helen's home. Paulinus gives a
similar prominence to Nicetas’ home, although it is one of order only,
since a description is lacking. The prominence of the home is dictated
by the type of propemptikon which these two poems are. But Euri-
pides’ detailed lingering on Sparta and anticipation of Helen’s arrival
is also dramatically apt in a play whose theme is that Helen, far from
being the adulterous betrayer of husband and country, is in fact a
chaste, model wife who, through a combination of Paris’ villainy
and her own misfortune, has been absent from husband and country
perforce.

The excuse/wish to accompany is in both poems weak, unemphatically
placed, and employs the ‘I wish I were a bird to accompany the addres-
see’ topos.!® It must be weak, because if the speaker were really to go
with the addressee the speaker would be leaving his own home. In
addition, if the speaker sounded too eager to leave his own home, this
would clash with his acknowledgement that the addressee’s desire to go
home justified his wish to depart. Such a clash would weaken the im-
portance of the very concept that leads to the absence of schetliasmos in
propemptika like these.!® Euripides so orders his material as to place the
excuse in the least emphatic position in the ode and thus to reinforce the
studied vagueness of the wish he puts in the mouth of his chorus. Were
it not for the occurrence of the commonplace in the genre we would
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not even be sure that the chorus were wishing to be birds in order to
accompany Helen or in order to carry to Sparta the news of Helen and
Menelaus’ impending return. ‘

Both Paulinus and Euripides end with reiterated good wishes for their
addressees’ voyages, the prominent final position combining with the
reiteration to set the tone of the propemptika. In Euripides’ case these
good wishes and invocations of the sea-gods to protect Helen and give her -
a good voyage are exploited in a dramatic master-stroke. For the sea-gods
invoked in this final section of the propemptikon are none other than
Castor and Pollux, the brothers of Helen, who are not only traditional
protectors of travellers at sea but who will also appear ex machina at the
end of the play to ensure that Helen leaves Egypt in peace and safety.
It would appear from this example and from the final section of
Sophocles’ Philoctetes (see pp. 42-4) that agood dramatist will try to give
the topoi of his generic example not only internal significance for that
generic example but also external significance for other events within
the drama.

The other two poems, Propertius 1 6 and Siluae 5 2, are non-schetlias-
tic propemptika to persons leaving their native land, and the reason for
thelack of schetliasmos in them is that these persons are bothin a general
sense, governors. The Statian order of material is likely a priori to be
nearer to the orthodox order for this variant of the propemptikon, since
Statius’ normal generic practice is to stay close to the standard models of
genres, in terms both of the topoi included and of the order in which they
are presented. If this is so, it highlights what is in any case a peculiarity
in the order of material in Propertius 1 6. This elegy begins with (iii) —
the excuses of Propertius for not going. The prominence of this idea
stresses Propertius’ concern with the seeming affront to his patron which
isimplied in his refusal to accompany him to Asia. The encomiastic effect
of beginning with excuses of this sort is heightened by Propertius’ selec-
tion of topoi, which leads to the virtual absence of the topoi of (i) and (iv).
This suggests Tullus’ fearlessness and a presumption that due help will
be his. The praise of Tullus is further swelled by the fact that the final
and therefore emphatic block of topoi (ii) is the description of Tullus’
triumphant role in Asia set off against Propertius’ own wretched life at
Rome.

After his comment on that selection, combination, and ordering of topoi
of which the good speaker must be capable, Isocrates continues with a
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description of the alterations which the speaker must make to individual

topoi:
.. .c'rl. 8¢ Tov xatpwv p1) Scapapreiv aAAQ kai Tols e’vﬂuy.npa.m
mpETOVTWS o)«ov TOV )\oyov karamoikiAar kal Tols dvéuaoww
eVpvbpws kai povoukds elmeiv, . .
1316

This third category of originality in the use of topoi divides, as indeed
Isocrates had divided it, into two distinct spheres — the intellectual
(évBvpfpara ) and the verbal (dvdpara ).

The latter, a field which corresponds roughly with the oxrjuara
Aéews (‘figures of speech’) of developed rhetoric, is a large and im-
portant one and relevant to discussions of originality in generic composi-
tion ;20 but it is a field well enough understood, and by its nature falls
outside the concern of this book, which sets out to treat not verbal matters
but some of the intellectual and thematic aspects of ancient literature.

The former field, however, is of great relevance. It isrelated, although
the relationship is inexact, to the oxijpara Siavolas (‘figures of
thought’) of rhetoric. Such alterations are not, like the ‘figures of
speech’, verbal matters, but affect the meaning of those examples of the
topoi in which they occur. The ‘figures of thought’ of later rhetoric are
the products of an over-diligent categorizing activity. This was some-
times so detailed and mechanical that paradoxically it caused confusion,
or alleged confusion, between the two.?! But the idea behind the ‘figures
of thought’ is real and useful: if ancient thinkers ever discussed intel-
lectual alterations to individual topoi they can only have done so by
employing this notion. They would not, of course, have been concerned
with the over-precisely categorized ‘figures of thought’ of developed
rhetoric, but with earlier and simpler categories. The latter can be
equated with the intellectual ‘Gorgian’ figures?? which Plato dismisses
in sarcastic terms, in contrast to Isocrates’ serious description in the

passage previously quoted (4 7-9):

Tewolav 8¢ I'opylav Te édoopev eidewv, ol mps T@v dAnlav ra
. elkdra eldov dbs TipnTéa pdddov, Td Te ad opikpd peydia kai Ta
peydda opikpa gaiveafar moobow Bid pduny Adyov, kawd Te
dpxaiws Td T° évavria kawds, ovvropiay e Adywy kal drepa
pijkn mepl mdvrwy dvyipov ;
Plato Phaedrus 267A-B
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This summary is somewhat confused but several headings emerge which
together cover the field:
macrologia, lengthy treatment magnifying the subject
brachylogia (syntomia), brief treatment minimizing the subject
tnnovation upon old subject-matter or, amounting to the same thing,
introduction of new subject-matter under old guises
Macrologia. One type of macrologia used by Gorgias himself is men-
tioned by Aristotle:

kai 6 éAeye I'opyias, 371 o0y Smodeimer adrov 8 Aéyos, rodré dorw-

€l yap *AxiMéa Aéyer, IInhea énawéi, elra Alaxdy, elra Tov

Bedv, Spoiws 8¢ kat dvlpiav, 1) Td ral Td moei ) Toidvde dariv.
Rhetoric 14184

But macrologia as a means of generic originality covers more than this.
It embraces many of the later ‘figures of thought' in addition to the
figure actually called macrologia. This is because many of these figures
are simply means of amplifying upon, repeating, emphasizing, or magni-
fying a topos.

Theocritus Idyll 17 produces two excellent examples of macrologia.
Both the king’s mother and the king’s wife are standard topics of the
genre basilikos logos, the first in connexion with his birth and ancestry,
the second in the ‘deeds of the king in peace’ passage. But Theocritus
gives much greater prominence both to Berenice (Ptolemy’s mother)
and to Arsinoe (his wife) than the mother and wife of a king would
normally receive in a basilikos logos. This prominence is reflected partly
in the number of lines he assigns to the treatment of each of them —
Berenice 34-57, Arsinoe 128-34.

Theocritus’ macrologia in these cases is due to a particular problem he
faced as eulogist of Ptolemy. Normally a poet’s description of the pater-
nity of the king he was praising would be in itself a statement of the
legitimate hereditary right of that king to be king. But in the case of
Ptolemy this was not so, since Ptolemy was not his father’s eldest son:
there were two older sons by a previous marriage, and this fact was the
cue for Theocritus’ treatment of the matter. By laying great stress on
Ptolemy’s mother, Berenice, and on her marriage with Ptolemy’s father
and the mutual love between them, he is attempting to strengthen
his assertion of Ptolemy’s right to be king by obscuring in the readers’
minds Ptolemy’s previous marriage and hence the rightful claims of
sons of that marriage.
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The prominence given to Arsinoe may be due partly to the Egyptian
setting. By native Egyptian custom the Pharaoh’s right to the throne
derived from his position as husband to the female in line of matrilineal
succession. But the natives were of little importance at this period. It is
more likely that Theocritus gives Arsinoe such prominent treatment
because he wishes to face up to the brother-sister marriage between
Ptolemy and Arsinoe, a situation still slightly scandalous to Greek eyes,
and to brazen out its embarrassment by comparing it to the marriage of
Zeus and Hera. If this is so, we have a rare case of apologia rather than
omission in an encomium (see above ), the king’s wife being so promin-
ent, politically and generically, that her omission would have drawn
attention to her. But probably the most important reason for Arsinoe’s
prominence is that, in Greek eyes, since she was Ptolemy’s full sister,
she was also regarded as being in line of patrilineal succession to their
father; thus their marriage strengthened Ptolemy’s claim to the throne.

Another interesting example of macrologia is to be found in
Ovid Amores 2 11 g-32. In this propemptikon to Corinna these
lines (twenty-four out of fifty-six) are devoted solely to the topos of
attempted deterrence of the traveller by mention of the dangers of
travel by sea.

Syntomia (brachylogia). The macrologia mentioned above in Amores
2 11 is made more prominent and its function is partly explained by the
pronounced brachylogia of the rest of that poem. Lines g-32 are pre-

ceded by:

ecce fugit notumgque torum sociosque Penates
fallacisque uias ire Corinna parat.
7-8
Into these two lines several other schetliastic topoi are compressed ~ the
love/ friendship between speaker and traveller, their common ex-
periences, the broken oaths of the traveller (fallacis), the traveller's
departure from home and the anticipated dangers of the journey (the
other meaning of fallacis). Brachylogia is again displayed in:
at si uana ferunt uolucres mea dicta procellae,
aequa tamen puppi sit Galatea tuae.
uestrum crimen erit talis iactura puellae,
Nereidesque deae Nereidumque pater.
vade memor nostri, vento reditura secundo;
33-7
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These lines represent the commonplace change of mind on the part of
the propemptic speaker. Compare

émedav 8¢ éiri 70 Aevmrdpevov pépos ENOps Tis AaMds, oxerhdoeas
wdAw s PovAnleis meioar, elra dmoTvxdv, kal éndfes Aéywv:
odkodv émedr) 8éBorTar kal veviknpar, dépe 84 xal rfj BovAfoer
owdpdpwpev.
Menander 597 12-16

‘When you come to the remaining section of the speech, you will
complain as if you had actually wanted to persuade him and failed,
and { subsequently ) go on in your speech: ‘‘so, since you are resolved

and I am defeated, come let us go along with your wish .’

In addition, 33 is the complaint of the would-be persuader who has
failed, and 34 the good wishes for the traveller (cp. Propertius 1 8 17-18).
Lines 34-6 are prayers for the traveller;?’ 34 and 36 introduce the sea-
gods who are to favour the traveller;?* 35 alludes covertly to the topos
that the traveller is ‘owed 23 (here by the sea-gods); and 37 contains the
formal injunction to go,2¢ the ‘remember me’ topos,3” and a hint at the
‘ good wind’ topos (seep. 161 ).2 Two reasons can be given for this com-
bination of macrologia and brachylogia in .4mores 2 11. First, Ovid is
writing a fairly cynical and depersonalized propemptikon. He therefore
compresses those schetliastic topoi which would normally carry the main
weight of personalized material and expands the impersonal ‘dangers
of the sea’ and ‘attack on seafaring’ topoi. Second, Ovid may have felt
that a greater emphasis on personal schetliastic or good wish elements
for Corinna’s journey and stay abroad in the propemptikon proper was
inappropriate since he was going on to anticipate Corinna’s return and
to describe the enjoyment he hoped for when this event took place (37-
54, see. p. 161).

Such brachylogia, which like macrologia covers a whole group of the
developed ‘figures of thought’, is just as important as macrologia as a
means of originality in the use of topoi. Through it, and various *figures
of thought’ which fall under it, topoi are reduced to mere hints and
allusions. Just as in the case of macrologia the audience’s pleasure lies in
recognizing the same topoi in diverse forms and appreciating the author’s
skill in elaborating without causing tedium, so in brachylogia the
audience derives its pleasure from recognizing entire topoi from hints
and allusions.

Brachylogia is often, as in Ovid Amores 2 11, a technique used in
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concert with macrologia to emphasize certain topoi of a poem while
minimizing others. Another example of this combined useis Catullus g,
a prosphonetikon to Veranius:

Verani, omnibus e meis amicis
antistans mihi milibus trecentis,
uenistine domum ad tuos Penates
fratresque unanimos anumque matrem?
5 uenisti. 0 mihi nuntii beati!

uisam te incolumem audiamque Hiberum
narrantem loca, facta, nationes,
ut mos est tuus, applicansque collum
iucundum os oculosque suauiabor.

10 0 quantum est hominum beatiorum,
quid me laetius est beatiusue?

The skeleton of this lyric consists of three expressions of affection for
Veranius and of joy at his return (83), expressions which form the
poem’s beginning (1-2), middle (5), and end (10-11), and so occupy
all its emphatic points. Five lines thus contain macrologic versions
of a single topos, or at most two topoi, if 1-2 are also a discrect
variant of the ‘preferred status of the welcomer’ topos (B12), ex-
pressed indirectly out of consideration for Veranius’ family. In the
remaining six lines Catullus employs brachylogia to communicate a
string of other topoi of the genre. These are the repeated verb of
‘coming’ (B1, 5 and 5), the fact that Veranius has come home (85, 5),
the welcoming family group besides the speaker (B17, 4), the dangers
through which Veranius has come (B8, 7 ), unscathed (87, 6), the place
where he has been (B2, 6-7), the traveller’s tales and a humerous
hit at them (B15*, 7-8), Catullus and Veranius hugging and kissing
(B4, 8-9). The effect of this artful brachylogia sandwiched between the
three outbursts of affection is to produce an impression of complete
spontaneity., The illusion is created that the poet is emotionally out
of control and is simply blurting out his feelings for Veranius. In fact,
under cover of this illusion, Catullus is supplying all the information
the reader needs to understand the situation. In this way he has com-
posed a highly sophisticated example of one of the more common ancient
genres.

These two examples have shown brachylogia operating in concert
with macrologia. Brachylogia can, however, occur in contexts where no
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macrologia is apparent. A good example of this, already treated on pp.
44-5, is Catullus 46 (syntaktikon).
Innovation. Between them, macrologia and brachylogia, which are
easily comprehensible and exemplifiable, cover a large proportion of the
alterations to individual topoi made by ancient writers in search of
originality. The third category of Gorgian figures — innovation upon
old subject-matter, or alternatively introduction of new subject-matter
under old guises, is easy to understand but hard to define. In crude terms
it amounts to altering the standard forms of topoi in such a way that the
new forms remain recognizable as variants of the old. Two simple
examples will speak here more clearly than pages of definition. Other
examples occur throughout the book.

In the komos one topos is that the lover kisses his beloved’s door or
door-post, for example:

eNwv 8 odk éBdnoa, Tis 3 Tivos, AN’ épinoa

79v Ay €k Todr’ €07’ ddikny’, ddikd.
A.P. 12 118 5-6 (Callimachus)?®

In the komastic scene at the beginning of Plautus’ Curculio, the lover
Phaedromus is enthusing about the silent functioning of the hinge on
his beloved’s door. His cynical slave Palinurus immediately quips ‘quin
das sauium?’ (g4) - ‘why don’t you give it a kiss?’ The joke depends
on the audience recognizing the substitution of the hinge for the door

or door-post. .
In Propertius 1 6 3-4, one of the examples of the ‘assertion of friend-j

ship’ topos mentioned previously on p. g9, much of the topos is per-
fectly normal — a statement of willingness to accompany the friend, and
twoends of the earth, the Rhipaean mountains in the north and Ethiopia
in the south. But one aspect of it is abnormal: usually the man pro-
claiming friendship says ‘I would accompany you fo the ends of the
earth’. This is what Propertius says in connexion with the Rhipaean
mountains: over the Rhipaean mountains lies the Ocean so that, once
they are passed, the traveller has come to the end of the earth.? In this
case Propertius is therefore preserving the normal relationship between
the components of subject-matter in the topos. But with the second
end of the earth, Ethiopia, Propertius employs a further sophistication:
he says that he will go with Tullus not to it, but beyond it. Propertius
has therefore altered the logical relationship between himself and
the ends of the earth. Propertius’ alteration of the topos makes it
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deliberately paradoxical, and the oddity of the language of 4 (ulterius
with accusative domos which, because it is unparalleled, has troubled
commentators) is simply another illustration of the usefulness of a
general principle for the interpretation of Propertius, namely that
when Propertius is tortuous, involved or odd linguistically, this reflects
a similar tortuousness and involution in his thought process.!
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Inversion

Menander’s dictum that there are many kinds of propemptikon has
already been mentioned on p. 7. When Menander says this, he is not
referring to differences caused by topical alterations of the sorts dis-
cussed in Chapter 4. As his explanation shows, he is talking about major
differences which affect whole generic examples, and which are caused
by alterations of the primary elements of the genre. The propemptikon
is not the only genre to have several variants in this sense; they are
found in most if not all genres. Although little is said in antiquity about
the subject, the most esteemed ancient writers constantly alter the
primary elements of genres in order to create such variants. Ye can
therefore conclude that this activity was regarded as important and
meritorious. Moreover, because it affects whole generic examples and
not merely single topoi or groups of topoi, we may reasonably believe
that the practice was considered to demonstrate an author’s originality
and ingenuity even more than did his variations of topoi.

But although alterations of the primary elements are part of artistic
originality, some such alterations tend to recur in different examples of
the same and different genres. It is convenient, therefore, for critical
purposes, to recognize these recurrences and to collect them into groups.
This categorization does not of course imply that authors necessarily
had a similar set of clear and rigid categories consciously in mind when
they composed ; but the recurrence of standard types of innovation does
imply knowledge of these compositional techniques on the part of the
ancient authors employing them.

Some alterations of primary elements will be dealt with at length in
Chapters 5-9. But before we begin to consider these, it is convenient to
set aside two kinds of alteration to primary elements which will not be
given lengthy treatment in this work. The first kind involves changes
in the ‘form’ of generic examples. We have already seen examples of
this: on p. 12 the reported, third person, past tense schetliasmos of
Cynthia to Propertius (1 6 5-12) and the anticipated future schetliastic
activity of Cynthia (1 6 15-18) were both said to be the equivalent
of a present tense, direct first person schetliasmos; on p. 54, Sappho'’s

127




The Constructive Principles of Genre

propemyptikon (Fr. g4 (LP)) was seen to be a narration of a past utter-
ance in direct speech rather than a direct speech in the present; in
addition, Sappho introduced a dialogue into the propemptikon instead
of producing the normal monologue; we saw on p. 82 that various ex-
amples of the renuntiatio amoris are conditional and future rather than
unconditional and present, and on p. g4 that Catullus 12 is a flagitatio
in the form of a threat of flagitatio,

We shall see more similar examples: at 131-5 an epic propemptikon
will be treated, which is split in two, a syntaktikon being inserted be-
tween the two halves (Virgil Aeneid 4 305-30, 365-89); on pp. 152-3.
I shall point out the narrative frame in which Ovid's minor kletikon
(Amores 1 1%) is set; on pp. 155-7. I shall discuss major formal sophisti-
cations in three soteria (Propertius 2 28; [Tibullus] 3 10 = 4 4; Ovid
Amores 2 13 ); we shall see, pp. 160-4 that in three cases (Ovid 4mores
2 11 57-56, Statius Stluae 3 2 127-43 and Theocritus Idyll 7 63-72) a
narrative of the traveller’s anticipated arrival, rather than a present-
tense speech, functions as a prosphonetikon; similarly, in Horace Odes
1 7, a future-tense epibateric speech replaces the normal present-tense
speech (pp. 212-16), and in Sappho Fr. 5 (LP) a future prosphonetic
speech does likewise (pp. 229-30).

Formal alterations such as these affect the meaning of whole generic
examples. Sometimes they can usefully be distinguished from similar
alterations which concern only single topoi. Of this latter category we
have seen some cases: on pp. 27-30 we noted that in Theocritus Idyl!
7 52-6 and Idyll 12 27-37 statement was substituted for wish, and in
Idyll 12 10-21 wish for statement ; similarly, Catullus 46 1-3 was recog-
nized as containing statement where wish would have been normal
(p. 44). In addition, on pp. 180-1, some topical formal sophistications in
Horace Odes 3 14 will be treated. It would be idle to pretend, however,
that a clear distinction can always be made between formal alterations
of a generic and of a topical nature, although it is often useful to make it
when possible. Formal alterations of the kind we have been discussing
allinvolve changes in case, person, voice, tense or mood; they can be put
in asingle category because they are so describable in grammatical terms.
Where they affect whole generic examples they are important generic
sophistications.

Thesecondsortofalterationin primary elements which will not betreat-
ed at length here is the omission of one, or more, of them. This is found
when one, or more, of the primary elements occurs neither explicitly
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nor implicitly in a generic example. Cases of such omission were seen on
P- 12, where we noted that Cynthia’s propemptikon to Propertius ( Pro-
pertius 1 6 5-18) consisted of a schetliasmos alone, and on p. 89, where
it was suggested that Horace Odes 1 25 was a komosin which the komas-
ticscene was not set but left tothe reader’s imagination; other such alter-
ations of the primary elements by omission will be hypothesized, on
p-157 in Ovid Amores 2 13, and in Horace Odes 3 7 on p. 210. It will be
apparent that alterations of the primary elements by omission are much
more elusive and much more difficult to describe than formal alterations.

I'hope totreat these two kinds of alterations at greater length and more
systematically in a later work. In the remaining chapters of this book I
shall discuss some of the alterations of the primary elements of generic
examples which come about by addition to or transformation of part of
the primary elements. Such ‘constructive’ alterations come about in
many different ways. They can, however, be discussed for convenience
under the heading of the five ‘constructive principles’ of genre to which
the remaining chapters are devoted.

These ‘constructive principles’ do not cover all alterations of the
primary elements of genres by addition or transformation. Some of
these alterations are confined to single genres or groups of genres: for
example, the alterations to travel genres produced when home or abroad
is the traveller’s destination or point of arrival. Such variations do not
fall within the scope of the ‘constructive principles of genre’ even though
they are of great interest. The ‘constructive principles’ are confined to
variations which potentially could occur in any genre where their appli-
cation would not be logically absurd. It must be re-emphasized at this
point that the discussion of artistic originality under such headings is not
an attempt to impugn the writers concerned; rather, it is an attempt to
comprehend how these writers added to the expressive capacity of the
genres by expanding the common ground between themselves and
their readers in ways which the readers could continue to understand.

The constructive principles will be treated in order of ascending com-
plexity. In these terms, the first constructive principle is ‘inversion’.
Every genre has a ‘function’, which is often to convey a communication
of a certain character. For example, a propemptikon has the function of
bidding an affectionate and encomiastic farewell, the prosphonetikon of
bidding an affectionate and encomiastic welcome. Inversion takes place
when, in an example of a genre, the normal function of the genre is
replaced by a diametrically opposite function, while at the same time the
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generic identity of that example remains clear. This clarity is achieved
by the continued presence of some of the primary elements ( for example,
speaker, addressee,! and generic situation in normal form), and of at
least some altered but recognizable secondary elements. Some of the
cases already noted of the first constructive principle in action will
clarify this definition.

Chapter 2 exemplified inversion in operation in three epideictic
genres: syntaktikon, propemptikon, and epibaterion. In these cases the
normal function of epideictic genres, namely to praise the addressee
(object), was replaced by disparagement of the addressee. In Juvenal 3
(syntaktikon ), Umbricius attacks Rome when he is leaving it instead
of praising it. In Archilochus Fr. 79a(p)/Hipponax Fr. 115 (Masson),
and in its derivative, Horace Epode 10, both propemptika, the departing
travellers are treated with open hostility and derision rather than with
the friendship and praise which it is the genre’s normal function to
display. Horace Epode 10 carries its inversion down to the level of
individual topoi. The friendly propemptic speaker may emphasize the
good omens which attend the departing traveller? and will probably
wish for him good winds,? good stars,* a calm and safe voyage® and the
help of the gods.¢ A friend of a traveller may promise a sacrifice to the
gods in thanksgiving for his safety.” Horace inverts each of these ideas.
His traveller Maevius departs with evil omens (1), Horace wishes for
him bad winds (3-8), no good stars (g-10), rough seas (11ff.), heaven
to be deaf to his prayers (18), shipwreck (1gff.), and finally promises the
deified storm-winds a thank-offering if Maevius is wrecked (21-4).

Alsoin Chapter 2, a whole group of inversions of the genre epibaterion
was treated in which the speakers, instead of expressing pleasure at
their arrival and praise of the places at which they had arrived, took the
opposite point of view. Therefore, in these epibateria, as in all epideictic
genres, inversion amounted in general terms to a substitution of vitu-
peration of the addressee (object) for encomium.

Inversion of the kind defined and exemplified above is built into the
foundations of ancient rhetorical theory. Each of the three divisions of
oratory is further divided into two parts: dicanic into accusation and
defence, symbouleutic into protreptic and apotreptic, epideictic into
encomium and vituperation; and each of these subdivisions is the ‘in-
version’ of the other. Similarly, to take an example from the progymnas-
mata, the pair anaskeue-kataskeue are inversions of each other. In these
cases the two ‘inversions of the other’ both have generic names in
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antiquity. In them the ancient generic nomenclature will be preserved
throughout this book, and in discussing them the principle of inversion
will not be invoked. The principle is simply a recognition that this basic
rhetorical division applies throughout the whole generic field. Ancient
rhetoricians gave names only where they were of practical use. It was
convenient for them to have a name for the inversion of protreptic, but
not for theinversion of the propemptikon, because apotrepticwas a genre
useful for a practising orator, while the inverse propemptikon was not.
It is for this reason that Menander calls vituperation ‘indivisible’ (331
18). The result may be momentarily confusing, but it simply exemplifies
the cardinal rule of ancient rhetorical theory, namely that distinctions
are made not for logical but for practical reasons.

The remainder of this chapter will examine further examples of
inversion. The first is a propemptikon:

305 dissimulare etiam sperasti, perfide, tantum
posse nefas tacitusque mea decedere terra?
nec te noster amor nec te data dextera quondam
nec moritura tenet crudeli funere Dido?
quin etiam hiberno moliris sidere classem
310 et mediis properas Aquilonibus ire per altum,
crudelis? quid, si non arua aliena domosque
ignotas peteres, et Troia antiqua maneret,
Troia per undosum peteretur classibus aequor?
mene fugis? per ego has lacrimas dextramque tuam te
315 (quando aliud mihi iam miserae nihil ipsa reliqui),
per conubia nostra, per inceptos hymenaeos,
si bene quid de te merui, fuit aut tibi quicquam
dulce meum, miserere domus labentis et istam,
oro, si quis adhuc precibus locus, exue mentem.
320 te propter Libycae gentes Nomadumque tyranni
odere, infensi Tyrii; te propter eundem
exstinctus pudor et, qua sola sidera adibam,
fama prior. cui me moribundam deseris hospes
(hoc solum nomen quoniam de coniuge restat)?
325 quid moror? an mea Pygmalion dum moenia frater
destruat aut captam ducat Gaetulus Iarbas?
saltem si qua mihi de te suscepta fuisset
ante fugam suboles, si quis mihi paruulus aula
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luderet Aeneas, qui te tamen ore referret,

350 non equidem omnino capta ac deserta uiderer.

265 nec tibi dina parens generis nec Dardanus auctor,
perfide, sed duris genuit te cautibus horrens
Caucasus Hyrcanaeque admorunt ubera tigres.
nam quid dissimulo aut quae me ad maiora reseruo?
num fletu ingemuit nostro? num lumina flexit?

370 num lacrimas uictus dedit aut miseratus amantem est?
quae quibus anteferam? iam iam nec maxima Juno
nec Saturnius haec oculis pater aspicit acquis.
nusquam tuta fides. eiectum litore, egentem
excepi et regni demens in parte locaui.

%75 amissam classem, socios a morte reduxi
(heu furiis incensa feror!): nunc augur Apollo,
nunc Lyciae sortes, nunc et Ioue missus ab ipso
interpres diuum fert horrida iussa per auras.
scilicet is superis labor est, ea cura quietos

380 sollicitat. neque te teneo neque dicta refello:

i, sequere Italiam uentis, pete regna per undas.
spero, equidem mediis, si quid pia numina possunt,
supplicia hausurum scopulis et nomine Dido

saepe uocaturum. sequar atris ignibus absens

385 et, cum frigida mors anima seduxerit artus,
omnibus umbra locis adero. dabis, improbe, poenas.
audiam et haec Manis ueniet mihi fama sub imos.

Virgil Aeneid 4 %05-30, 565-87

This is a fuller inverse propemptikon than the two examples discussed
above and it is spread over two separate speeches of Dido. The division
into two separate speeches and the reiteration, at the beginning of the
second, of the schetliasmos which occupies the whole of the first speech,
are less strange than they might seem at first sight. Menander recom-
mends a double schetliasmos: first the long schetliasmos of the first part
of the propemptikon (396 3ff.), and then a second schetliasmos, that of
the propemptic speaker who has wished to persuade and failed to do
so. This second schetliasmos immediately precedes the change of mind
and thebeginning of thesecond non-schetliastic section of the propempti-
kon (397 12ff.). Menander’s prescription is mirrored in Dido’s words,
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except that Virgil has shown his originality by spreading her propempti-
kon over two speeches. Moreover, in its fullness Dido’s inverse propemp-
tikon exploits the intrinsic ambiguity of the schetliasmos of the standard
deprecatory propemptikon. It will be remembered that the schetliasmos
is a highly charged and emotional attempt to dissuade the addressee
from departing. Although motivated by strong affection for the addres-
see, it may paradoxically show the speaker’s extreme concern in the form
of hostile-sounding accusations of perfidy and cruelty. Therefore, in the
standard schetliastic propemptikon, when the schetliasmos is succeeded
by the section containing good wishes and so forth, a change of mind on
the part of the speaker and a new compliance with the wishes of the
addressee are needed. Virgil exploits this apparent contradiction between
schetliasmos and good wishes in the normal propemptikon in order to
compose an inverse propemptikon which consists of three parts: first, a
schetliasmos of normal type (305-30); then a second schetliasmos (365-
380), whichis much more bitter and much lessinformed by affection than
thefirst, and whichis probably longer than that envisaged by the generic
formula; and finally, not the good wishes of the normal propemptikon
but instead a set of evil wishes. These are linked to the two schetliasmoi,
but not by an adversative relationship. Instead, they are fully consonant
with the second, harsher schetliasmos, which has subtly prepared the
way for the inverted, and therefore evil wishes of 381-7. In dramatic
terms, the tone of the second schetliasmos is justified by its immediate
precursor, the interposed speech of Aeneas (333-61), which attempts,
in rejecting Dido’s pleas, to answer points made by her in her first
schetliasmos. Aeneas’ speech only enrages Dido the more, and thus
stimulates the second, harsher scheth’asmos, which leads naturally into
the evil wishes of the final lines of the propemptikon.

Some more detailed remarks about Dido’s propemptikon may be in
order. Dido’s first speech, like her second, places itself firmly in the
mainstream of the genre by announcing breach of faith as the principal
topos of the schetliasmos® (perfide 505 cp. 366 ). Thisis amplified (506-8)
and is alluded to again in 514{f. and 523-4. The rest of the speech, with
the exception of 309-13, dwells on the other main Menandrian schet-
liastic topic, the solitary and miserable state in which the addressee will
be leaving the speaker.?

Lines 309-13 are especially interesting in that generic considerations
clarify a difficulty of interpretation. Aeneas is leaving in winter — the
season of storms. This is a sign of extreme eagerness to leave, and thus
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nec dare tura libet nil exorantia diuos,
in tantis subeunt nec bona uerba malis.
25 si tamen est aliquid nobis hac luce petendum,
in loca ne redeas amplius ista, precor,
dum me terrarum pars paene nouissima, Pontus,
Euxinus falso nomine dictus, habet.

Normally the coming of a birthday was a very pleasant occasion in
antiquity. The general shortness of life made the achievement of yet
another year a subject of greater rejoicing for adults than a birthday
would be today. The normal function of the genethliakon is to welcome
the birthday in a manner which compliments the person whose birthday
it is. Ovid, in exile at Tomis, expresses the unpleasantness of his situa-
tion and way of life by a conspicuous failure to show welcoming pleasure
at the coming of his own birthday. In 1-12 he innovates upon the well-
known saying ‘better never to have been born, or to have died at birth’,!
by declaring in macrologic terms ‘better had I never been born, or that
I'had died on leaving Italy’. At 13if. he begins to negate all the common-
place components of birthday celebrations, descriptions of which form
the topoi of the normal genethliakon.!s He will not wear fine clothes
(13-14), wreath the altar with flowers (15), offer incense and honey-
cakes to the Genius (16-17), or pray to the Genius while avoiding ill-
omened words (18). Ovid then repeats the death motif of the beginning
of the elegy and introduces material of a conspicuously ill-omened
nature; more suitable for my situation, he says, is the funeral pyre with
its cypress-wreath and with the torch standing by (21-2 ). A further re-
fusal to conform with the normal birthday customs of offering incense
and uttering words of good omen ( 23-4 ) leads to an apparent concession:
he will make the customary birthday wish (25). But the concession is
not real: it is only a device to introduce a wish for an end to his exile,
which in view of the pessimistic tone of the whole poem amounts to yet
another wish for death. Such wishes were totally opposed to the whole
tenor of ancient thought about birthdays, which saw them as festivals of
life to which death, even the death of a sacrificial animal, was utterly
inappropriate.!?

The effect of inverting the genethliakon in this manner is almost
blasphemous. The inversion amounts to a complete assault on the reli-
gious concepts and ceremonies underlying ancient birthdays, particu-
larly in as much as it involves the repeated introduction of death into the
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birthday. Ovid’s bold use of inversion in Tristia 3 15is one of those many
features which make his later work, for all its lack of surface attraction,
even more powerful and just as ingenious as his earlier work. In cate-
gorizing T'ristia 3 13 generically, it is not possible for us to speak of
disparagement of the addressee, as we can do in most inversions of
epideictic genres. This is principally because, in this genethliakon,
speaker and addressee are one person (see p. 221). But, in the genre
genethliakon, the due and proper performance of the birthday rites is so
linked with encomium of the person whose birthday it is that the rejec-
tion of this makes Tristia 3 13 unmistakably an inverse genethliakon.
Inversion can also be found in the minor genres, which in antiquity
may have been thought of as poor relations of the rhetorical genres (see
P- 74). There is a specialized minor kletikon addressed to the dawn or
to the morning star.!® The normal form of this genre (normal in the
generic sense, that it is not inverted, rather than in the sense of most
frequently occurring ) is an encomiastic invitation to dawn or the morn-
ing star to come. It is well exemplified in Martial 8 21 : in this epigram a
set of reproaches, pleas and mythologized appeals are made to the dawn,
asking it to come because the Emperor will then appear. Inversions of this
genre are found at A4.P. 5 172 (Meleager), 5 173 (Meleager), 5 223
(Macedonius), and in a fuller form at Ovid 4mores 1 13. In these poems
dawn or the morning star is addressed and the poet’s wish is that day
shall not come. The Ovidian example, an elaborate yeu d’esprit packed
with ingenious argumentation and use of mythological material, com-
pounds its humorous effect by adopting loosely and in parody the form
of akletic hymn (inverted ), a form justified by the divinity of Aurora.
Completely non-rhetorical genres, in the sense defined in Chapter 3,
can also be inverted. A kind of ‘ threat-prophecy’ akin to the type treated
there is the warning that the beloved, by breaking her oaths to the
lover, that is by rejecting or neglecting him, will attract the vengeance
of the gods upon her perjury (e.g. Propertius 1 15). The inversion of the
‘gloating over fulfilment’ of this kind of ‘threat-prophecy’ can be
found, for example, at Horace Odes 2 8 and Ovid Amores 3 3. The latter
poem includes a witty section (13-22) in which Ovid explains that,
although the gods have not punished his mistress for her perjuries, they
have punished him by giving him ophthalmia because she broke an
oath she had sworn by his eyes,
Other examples of inversion treated later are: Tibullus 1 6 15-42
(p. 174); Propertius 2 16 (pp. 206-8 ); Horace Odes 3 7 (pp. 209-11).
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Reaction

The subject-matter of the genres consists of reproductions of events
from real or imaginary human lives. The boundaries of the genres are
natural in that they accord with the divisions human beings make of
their experience. But life is a continuum and these divisions are, in a
sense, arbitrary; and generic divisions too are, in the same sense, arbit-
rary. In epic and drama this is not noticeable. These forms of literature
imitate large sections of life; and the generic examples which are part of
an epic or play are integrated by temporal and causal links to a context
imitating a life background. But, outside epic and drama, generic ex-
amples lack this background.

The principle of reaction describes one way in which the material of
a particular example of a genre can be enlarged so as to give the impres-
sion that the example is set against an imaginary life background. When
reaction occurs, new material is introduced and the primary elements
of the genre are accordingly altered. To allow the new material to be
introduced, the writer makes the speaker or addressee of the genre
‘react’ to the generic situation or speech. Such a reaction creates a
‘dramatic’ temporal and causal sequence not found in the generic
formula and so appears to link the generic example to its imaginary
life context.!

Reaction is not foreign to rhetorical theory. In his account of the
schetliastic propemptikon Menander prescribes just such a reaction.
The propemptic speaker utters a schetliasmos which has as its main
sentiment ‘do not go’ and then proceeds to a final section, the burden of
which is ‘ good luck with your journey’. In this final section he is re-
acting to the failure of his schetliasmos, and this reaction is dramatic,
involving time sequence and cause-effect sequence. Reaction then, like
inversion, is recognized by rhetorical theory. But just as the principle of
inversion was invoked only when its applications went beyond rhetorical
theory, so the principle of reaction will not be invoked when reactions
are prescribed in generic formulae, but only when they are innovations
upon a generic formula.

A reaction by the speaker always involves to some extent a change of
raf
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mind on his part. The example of the genre in which this occurs begins
like any other example of that genre. Then, at some point within the
example, the feelings of the speaker change and take a different, although
not necessarily completely contrary turn. This change can be caused
by an internal conflict of mind, or by some action or, more usually, by
some failure to act on the part of the addressee. Change of mind
caused by internal conflict occurs six times among those examples of
renuntiatio amoris mentioned on p. 80; in Theocritus Idyll 30;
A.P. 5 184 (Meleager); Horace Odes 3 26; Propertius 2 5; Ovid
Amores 3 115 A.P. 12 201 (Strato). From a psychological point of
view, it is natural that changes of mind should occur frequently in this
genre; a person renouncing love or a beloved is, both in real life and
in literary renuntiationes (see p. 82), liable to be in a state of mental
conflict.

Scholars’ failure to understand the commonness of the phenomenon
in classical literature in general, and in this genre in particular, has
sometimes led to the printing of Ovid 4mores 3 11 as two separate
poems.? The unity of the poem, assured by generic considerations, is
even further strengthened by the verbal and conceptual correspondences
between the two sections (distinguished below as A and B) into which it
has erroneously been divided. These correspondences are:

i. The change of mind is not unheralded in A. There Ovid is not

single-minded: he admits dolor (7); he also alludes to Catullus 8 11

in ‘perfer et obdura’ (7), a quotation which anticipates and rein-

forces B’s

luctantur pectusque leue in contraria tendunt
hac amor, hac odium
33-4
— another Catullan allusion (to Catullus 85).
2. A. multa diuque tuli; uitiis patientia uicta est (1)
B. me miserum, uitiis plus ualet illa suis (44)
5. A. turpia quid referam uanae mendacia linguae
et periuratos in mea damna deos (21-2)
B. parce per o lecti socialia iura, per omnes
qui dant fallendos se tibi saepe deos (45-6)
4. A. iam mea uotiua puppis redimita corona (29)
B. et uideor uoti nescius esse mei (40)
5. A. iam mea uotiua puppis redimita corona
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lenta tumescentes aequoris audit aquas (29-30)

(where Ovid imagines that his ship is coming

into harbour)

B. lintea dem potius uentisque ferentibus utar

et quam, si nolim, cogar amare, uelim (51-2)

(where in contrast Ovid imagines his ship as setting

sail from harbour)
A similar change of mind caused by internal conflict, but occurring at a
different point within the generic pattern and in a much more sophisti-
cated way, can be seen in Horace's first Epode:

Ibis Liburnis inter alta nauium,
amice, propugnacula,
paratus omne Caesaris periculum
subire, Maecenas, tuo.
5 quid nos, quibus te uita si superstite
iucunda, si contra, grauis?
utrumne iussi persequemur otium,
non dulce, ni tecum simul,
an hunc laborem, mente laturi decet
10 qua ferre non mollis uiros?
feremus et te uel per Alpium iuga
inhospitalem et Caucasum
uel Occidentis usque ad ultimum sinum
forti sequemur pectore.
15 roges, tuum labore quid iunem meo,
imbellis ac firmus parum?
comes minore sum futurus in metu,
qui maior absentis habet;
ut adsidens implumibus pullis auis
20  serpentium allapsus timet
magis relictis, non, ut adsit, auxili
latura plus praesentibus.
libenter hoc et omne militabitur
bellum in tuae spem gratiae,
25 non ut inuencis illigata pluribus
aratra nitantur mea,
pecusue Calabris ante sidus feruidum
Lucana mutet pascuis,
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neque ut superni uilla candens Tusculi
50  Circaea tangat moenia.
satis superque me benignitas tua
ditauit: haud parauero,
quod aut auarus ut Chremes terra premam,
discinctus aut perdam nepos.

This epode begins as though it is going to be a standard excusatory
propemptikon. Maecenas is a governor in the broad sense and is intend-
ing to depart with Octavianus’ fleet (1-4). Horace stresses his own
friendly feelings towards Maecenas: he addresses him as amice (2); if
Maecenas lives, life is sweet for Horace, if Maecenas dies, it is not (5-6 ) —
the same sentiment as is often expressed by the ‘half-soul’ topos in
propemptika.? So far the propemptikon has declared its generic identity
from the very first word, ibis,* and has kept within the normal run of
propemptic topoi. Then Horace produces a complication of great interest.
He could have produced in this non-schetliastic propemptikon a change
of mind on the part of the propemptic speaker (himself) parallel to the
regular change of mind which occurs in a schetliastic propemptikon.
Just as the schetliastic speaker changes his mind from opposition to
concurrence with the traveller’s departure, so Horace could have
changed his mind from excusatory unwillingness to accompany Mae-
cenas to willingness. But, in order to enhance the encomiastic effect of
his propemptikon, Horace does not even put up the straw image of a
self-excusing refusal to accompany Maecenas so as to knock it down with
a change of mind. He merely hints at the possibility of his remaining
behind (7 ), and at what his excuse would have been had he decided to do
so (tusst, 7, another compliment ), before going straight into the reaction.
The reaction has thus been transformed from a reversal of a previous
decision into astraight answer to a question putting forward two alterna-
tive possible decisions: to stay behind or to accompany Maecenas.

The rest of the epode consists in a working out of this decision. It
begins with the topos on friendship (11-14), but the topos is used in an
original and striking way. Normally it is in hypothetical form: ‘I am
your friend and therefore would accompany you anywhere'. But
Horace uses it in a factual form: ‘I will accompany you anywhere’; and
this makes the topos relevant to the situation in hand, where Horace is
stating that he will in fact accompany Maecenas. What follows next is
an interesting example of how, when a writer uses a sophisticated and
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45 évri dddvar Tyvel, évri padwal xumrdpiooor,
éori pédas kwoads, éor’ dumedos & yAuxikapmos,
éare Juxpdv Udwp, 76 pot d moAvdévBpeos Airva
Aevkds éx xiévos morov duBpdaiov mpointe.
Tis ka rdvde Odraooav Exew kal kipald’ élocro ;
50 al 8¢ Toi adrds éydw Soxéw AagudTepos Huev,
évri Spuds Eula pov kal ¥mo omodd drdparov wip:
kaudpevos 8’ Yo Tebs xal Tdv Yuyxdv dvexoipav
kat 7ov &’ dfadudv, 7 pot yAukepdTepov ovdév.
wpot 87" odk Erexév i’ d pdryp Bpdyxs’ éxovra,
55 ws kaTéduv moti Tiv kal Tav xépa Tebs éplAnoa,
al py 78 ordpa Ajjs, épepov 8¢ o %) kplva Aevkd
7 pdxwv’ dmaddv épvfpd mAaTaydw’ éxoioav:
dMa Ta uév Oépeos, T 8¢ yiverar év xeudwe,
&ot’ of kd Tou Tadra Ppépew dua wdvr’ duvdinyy.
60 viv pdv, & Kdpiov, viv adrika veiv ve palfedpar,
al kd 7is oow val mAéwv Eévos OO’ ddirnras,
ws €6& 7{ oy’ d8) xatoixelv Tov Pubov Jppw.
ééévlors, I'addrera, kal éfevloiaa Adforo,
Gomep éyw viv dde kabifjpevos, oikald’ dmevleiv:
65 mowpalvew 8 é0éos avv éuiv dua xal ydA’ dpélyew
kal Tupdv mafat vdpioov Spipeiav éveioa.
d pdrnp ddicel pe pdva, xal péudopar adrd
o08&v mijmoy’ SAws morl Tlv Pidov elmev vmép pev,
kai Tadr’ dpap én’ dpap dpedod pe Aemrivovra.
70 $aocd Tav kepaldv kal Tds mddas dudorépws pev
advodew, s dviabfj émel kywy dnidpac.
& Kvkdwy Kokdwyp, nd rds dpévas éxmendraoar ;
ai 1’ évbwv Taldpws Te wAéxots kal Balrdv dpdoas
Tais dpveoot pépois, Tdya ra moAd pdMov éxois vav.
75 Tav mapeotoav duelye: Ti Tov pevyovra Sdkes ;
edpnoeis Iaddrerav iows kai kaliov' dMav.
moMal ovpmaiodev pe kdpar Tdv vixra rélovrar,
kixAilovre 8¢ mioar, émel K’ avrals dmaxovow.
8hAov 67’ é&v 73 y@ k)ydv Tis paivopar Huev.
Theocritus Idyll 11 19-79

That the song of Polyphemus is a komos is not at once obvious but
requires demonstration. A characteristic literary practice of Theocritus
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is to entertain his sophisticated urban audience by transferring the habits
of townspeople to a rustic environment; he writes idylls in which his
rustic characters act out countrified variants of town situations. An
accepted example of this practice is /dy!l 5, another Theocritean komos
andrecognized assuch by scholars. In Idyll 3 the goatherd approaches the
cave in which his rustic mistress Amaryllis lives, and there goes through
a country equivalent of the rigmarole of threats and pleas characteristic
of the urban komos. Another adaptation of urban behaviour to the
country occurs in Idyll 10, which has been treated in this respect else-
where.!?

In the passage under discussion, the song of Polyphemus in Idyll 11,
the samo urban practice is being adapted as in Idy!l 3 ~ the komos. In
Idyll 3 the new location of the komos was the bucolic countryside of
Theocritus’ ‘contemporary’ poetic imagination and the speaker was a
mortal goatherd ; but in Idyll 11 the new location is the ancient Homeric
landscape of Sicily where the komast, the Cyclops Polyphemus, is a
monstrous primitive shepherd. The degree of adaptation required is
consequently greater. In Idyll 3 the goatherd could approach his mis-
tress’s cave just as the urban komast approached the house of the courte-
san. In Idyll 11 the scene must be a different one. Galatea, the sea-
nymph beloved of Polyphemus, lived in, and took refuge in the sea; so
Polyphemus, when he comes to sing his song to her, comes to the sea-
shore and sings there (14). The sea-shore therefore is his mistress’s
threshold. The urban komast went to his mistress’ door in the evening
or at night (cp. Idyll 2 118). Polyphemus sleeps at night (22-3) and
sings from dawn (15) to dusk (12). Interestingly enough, the goatherd
komast in Idyll 3 also comes to his mistress by day. This is perhaps a
realistic touch in both cases, differentiating the late reveller of the city
from the busier countryman. The normal komast wants to be admitted
to his mistress’s house ; Polyphemus cannot ask this. He wishes he could
enter the sea and so come to her; but he knows that, having no gills, he
could not survive under water; so his wish is not a real one. Instead,
he asks Galatea to come out ( 42, 63 ). But this may be only a minor adap-
tation; other komasts ask their mistresses to come out;" this may there-
fore be almost as normal as asking for admission.

Two possible inconsistencies in Jdyll 11 might show Theocritus slip-
ping from country to urban patterns of thought. First, Polyphemus is
represented as piping and singing of Galatea in the dead of night (38-g),
although his singing time was, at an earlier point in the song, linked with
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the daytime (see above). Second, Galatea is asked (42fF.) to come out of
the sea during the day and spend the night with Polyphemus in his cave,
because his cave is pleasanter than the sea. But we have already been
told (22-3) that Galatea comes to Polyphemus as soon as he falls asleep
and leaves as soon as he wakes. But (pace Gow ) Polyphemus is probably
referring to his dreams; and in any case such small points are too elusive
to form the basis for any conclusions.

As well as the general circumstances of Polyphemus’ song outlined
above, many correspondences in theme between Idyll 3 and Idyll 11
argue for the identification of Polyphemus’ song as a komos:

. The komast's remarks on his own appearance:

ﬁ pa yé To O'Ly.os karadaivopar éyyvlev Juev,
vopda, kai wpoyéveos ;
Idyll 3 8-g (cp. Idyll 11 30-3)

2. The gifts the komast is keeping for his mistress:

Wvide Toi Séxa pdda Pépw* Tvabe xalbeidov
& p' éxédev kabedeiv TV, kal adpiov dAa Tot olod.

%) pdv ot Aevxdv Sidvpardrov alya dvddoow
Idyll 3 10-11, 34 (cp. Idyll 11 40-1)

3. The komast wishes he was another living thing so as to reach his
mistress:
‘ aife yevoipav
d BopPetioa pélioaa kal és redv dvrpov ixolpav
Idyll 3 12-15 (cp. Idyll 11 54-5)

4. The intensity of the komast's love and the girl’s cruelty:

viv évwy Tov *Epwra- ﬁapus Oeds* ﬁa Aealvas
palov e@nha{ev, 8pva -re nw erpa¢e pa'n)p,
Os pe kaTaopvxwy xal €s doriov dypis ldmret.
Idyll 3 15-17, see 18 (cp. Idyll 11 25ff., §2-3, 10-11, 15-16)

5. The komast’s wish for kisses:

& 70 xaddv mobopedioa, 16 wdv AMbos, & xvdvodpu
vipde, mpdorrvfal pe Tov almddov &s Tv dhjow.
éari xal év xeveoiow dpuljpacw adéa Tépyus.
Idyll 3 18-20 (cp. Idyll 11 55-6)
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6. The komast brings flowers:

70v orédavov Tidal pe kar’ adrika Aemwrd moyaeis,
7dv 1ot eydw, *ApapvAl dida, xioooio dvidoow,
dunAéfas kalvkeoar kai eddSpoiar aelivors.

Idyll 5 21-5 (cp. Idyll 11 56-7)

7. The komast’s aches and pains:

dAyéw rav kedaldy, Tiv 8’ od uéle.
Idyll 5 52 (cp. Idyll 11 70-1)

I have quoted extensively from Idyll 3 because the best evidence that
one idyll of Theocritus is a komos is provided by another idyll which
certainly is. That reaction occurs in Polyphemus’ song is easier to show.
Polyphemus, like the goatherd of Idyll 3, tries every appeal he knows
and then desists from appeals. But the goatherd, having abandoned
verbal attempts to gain his end, resorts to a variant of the ‘lying down
to sleep at the door’.!2 This is a further non-verbal attempt to win the
sympathy of his mistress and so to gain his end after all. Polyphemus,
however, abruptly abandons the whole project. He decides that he has
been foolish, and that common sense requires him to go back to work,
and to enjoy the favours of one of the girls who invite him to do so,
rather than continue to pursue the unwilling Galatea. The sea-nymph
may not want him, but he is a great man on the land (72-9).

If Idyll 11 consisted simply of the song of Polyphemus without
introduction or tail-piece we might well think that this final section of
the song was another and subtler effort to win Galatea’s favours,!* But
the story and song of Polyphemus are introduced by Theocritus (7ff.) to
illustrate to Nicias the dictum that the Muses alone can cure love (1ff. ).
Polyphemus was mad with love for Galatea; everything else was no-
thing in comparison ; but he found the cure: the song which he was sing-
ing on the rock and which Theocritus records (17-18). At theend of the
song (80-1) we are told again that by singing it Polyphemus cured him-
self. Theocritus must therefore show the cure occurring within the song.
Had Polyphemus behaved like a normal komast Nicias might well have
been unable to see how the Cyclops was helped by singing. The change
of mind is therefore both required and guaranteed by the use to which
Theocritus puts the song of Polyphemus. The second Theocritean komos
displaying a change of mind (Idyll 7 g6-127) will be discussed in this
and other respects on pp. 202-4.
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A final example of a change of mind on the part of the speaker caused
by the lack of response of the addressee may be treated here briefly,
since the poem in which it is found has already been mentioned (p. 93).
Catullus 42 (flagitatio) proceeds in normal fashion up to 20. Then with
deadly humour the poem continues:

sed nil proficimus, nihil mouetur.

mutanda est ratio modusque uobis,

siquid proficere amplius potestis:

‘pudica et proba, redde codicillos’.

21-4

The speaker changes his mind, since he or rather his proxies (p. 217)
have had no effect on the addressee; and the flagitatio alters course and
attempts to obtain the return of the notebooks by honorific addresses.

It may be that reaction on the part of the.addressee is found less often
than reaction on the part of the speaker. If so, the reason will be that
reaction on the part of the speaker can easily be shown in non-dramatic
and non-narrative poetry without the need tointroduceintoita dramatic
or narrative form. On the other hand it is very much harder, although
not impossible, to show reaction on the part of the addressee in non-
dramatic poetry without introducing into it a dramatic or narrative
form. When reaction on the part of the addressee does occur, it may well
be less likely to consist of a change of mind than does a reaction on the
part of the speaker. In the case of the speaker some kind of change of
mind is almost the only possible indication that a reaction has taken
place. For the addressee a wider choice of reaction is open without obscur-
ing the fact that a reaction has taken place.

Reaction on the part of the addressee occurs both as a change of mind
and without the introduction of a dramatic element in Propertius 1 8
(propemptikon): :

Tune igitur demens, nec te mea cura moratur?
an tibi sum gelida uilior Illyria?

et tibi iam tanti, quicumquo est, iste uidetur,
ut sine me uento quolibet ire uelis?

5 tune audire potes uesani murmura ponti

fortis, et in dura naue iacere potes?

tu pedibus teneris positas fulcire pruinas,
tu potes insolitas, Cynthia, ferre niues?

148

10

15

20

25

30

35

40

45

o utinam hibernae duplicentur tempora brumae,

et sit iners tardis nauita Vergiliis,

nec tibi Tyrrhena soluatur funis harena,
neue inimica meas eleuet aura preces!

atque ego non uideam talis subsidere uentos,
cum tibi prouectas auferat unda ratis,

et me defixum uacua patiatur in ora
crudelem infesta saepe uocare manu!

sed quocumque modo de me, periura, mereris,
sit Galatea tuae non aliena uiae:

ut te, felici praeuecta Ceraunia remo,
accipiat placidis Oricos aequoribus.

nam me non ullae poterunt corrumpere, de te
quin ego, uita, tuo limine uerba querar;

nec me deficiet nautas rogitare citatos
‘ Dicite, quo portu clausa puella mea est?’,

et dicam ‘ Licet Atraciis considat in oris,
et licet Hylleis, illa futura mea est.’

hic erat! hic iurata manet! rumpantur iniqui!
uicimus: assiduas non tulit illa preces.

falsa licet cupidus deponat gaudia livor:
destitit ire nouas Cynthia nostra uias.

illi carus ego et per me carissima Roma
dicitur, et sine me dulcia regna negat.

illa uel angusto mecum requiescere lecto
et quocumque modo maluit esse mea,

quam sibi dotatae regnum uetus Hippodamiae,
et quas Elis opes ante pararat equis.

quamuis magna daret, quamuis maiora daturus,
non tamen illa meos fugit auara sinus.

hanc ego non auro, non Indis flectere conchis,
sed potui blandi carminis obsequio.

sunt igitur Musae, neque amanti tardus Apollo,
quis ego fretus amo: Cynthia rara mea est!

nunc mihi summa licet contingere sidera plantis:

siue dies seu nox uenerit, illa mea est!
nec mihi riualis certos subducit amores:
ista meam norit gloria canitiem.

Reaction
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This elegy, like Ovid .4mores 3 11, has sometimes been bisected by
scholars who did not take into account the reaction which occurs in it.
Propertius contrives to introduce a reaction on the part of the addressee
without dramatizing the elegy. He does so by making the speaker react
in his turn to achange of mind on the part of the addressee: the speaker’s
reaction is to describe and praise this change of mind. Propertius 1 8
begins as a standard schetliastic propemptikon. Propertius, as propemptic
speaker, urges Cynthia not to depart in a schetliasmos of sixteen lines,
in which he rings the changes on the usual topoi: the love between them
(1);"her destination (2 ) ;'S her motive for departure, arival (3-4);the
dangers and discomforts of the voyage and of the place Cynthia is going
to (5-8);'” may Cynthia not be able to sail because of the adverse season,
winds, etc. (11-14);'* Propertius abandoned and alone (15) ;' Cynthia’s
cruelty (16 ).29 Propertius then produces the normal second schetliasmos
and change of mind (17-18) found in the Menandrian model and dis-
cussed above (pp. 132-5), emphasizing in the second schetliasmos (17)
the ‘oaths-perjury’ topos.3! In 17-26 good wishes for Cynthia’s journey2
are followed by encomiastic declarations of Propertius’ abiding love
for her.?? The sea-goddess Galatea, relevant to this voyage not only as a
sea-goddess and as Galaneia the goddess of calm, but also as the mother
of Ilyrios,2* is to protect Cynthia (18).2¢ Cynthia is to escape the dangers
of Acroceraunia; she is to be brought to harbour safely at Oricos (20).3¢
Propertius in the meantime will keep her constantly in mind (21-6), the
other side of the ‘remember me’ topos and itself a propemptic common-
place.?” Propertius will keep hoping for her return to his love (26 ).2

It is after 26 that some editors have divided the poem. No such divi-
sion is needed: all that is happening is that a further change of mind, not
part of the standard formula for the schetliastic propemptikon, takes
place. What makes this second change of mind so interesting is that it is
primarily a change of mind not on the part of the speaker (as in Horace
Epode 1) but on the part of the addressee, although the sentiments of
the speaker are naturally changed in their turn (see p. 151). Cynthia’s
change of mind is perfectly natural. The purpose of the schetliasmos of
the propemptikon is to persuade the departing traveller not to go. In
this propemptikon we are shown a case where the schetliasmos is suc-
cessful. Cynthia, won over by the propemptikon of Propertius (28),
changes her mind: she decides not to go. The effectiveness of a propemp-
tikon in persuading someone not to go is paralleled within Propertius’
own work by the effectiveness of Cynthia’s schetliastic propemptikon to
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Propertius himself in 1 6 5-18 (see p. 15). As a result of Cynthia’s
change of mind between 26 and 27 of 1 8, Propertius himself alters his
sentiments at 27. He turns from schetliasmos followed by resigned good
wishes, and so forth, to exultation (27-30). The word uicimus (28) is
probably used consciously by Propertius as the active form of the same
verb as is used passively (vevixnpar) by Menander (397 15) to signal
the final abandonment of schetliasmos. This exultation is taken up
again in 41 and continues to the end of the elegy. It mingles Propertius’
claims to literary and to erotic distinction in a way which is characteristic
of elegiac poets, but which is especially relevant in this place because it
is Propertius’ poetic schetliasmos (1-17) which has succeeded in dis-
suading Cynthia. This fact gives substance to Propertius’ commonplace
claims that the gods of poetry, the Muses and Apollo, are efficacious in
his case (39-42). Between these two outbursts of joy, 51-40 treat for
the second time within the poem that standard propemptic topos, the
motivations of the departing traveller.

Propertius differentiates his two treatments of this topos in a witty
manner. In the schetliasmos Propertius suppressed Cynthia’s real mot-
ives for departure. In 1-8 he propounded the choice open to Cynthia
in narrow terms: he tried to convey to her that staying at home meant
safety and his own love, and that going away meant icy Illyria, a danger-
ous voyage and another man, who is passed over in a contemptuous
allusion. This brief and derogatory mention of the attractions available
to Cynthia if she is willing to abandon Propertius, and the concomitant
suppression of her real motives for wanting to go, are of course very much
in place from a practical point of view. The schetliasmos seeks to persuade
the departing traveller not to go; naturally, therefore, the attractions
of going are minimized and the dangers maximized. Naturally, too, the
propempticspeaker does not in these circumstances insult thetraveller by
suggesting that she is motivated by meretricious greed in wanting to go.

However, once Cynthia has made up her mind to stay, Propertius
can deliberately, and with equal aptness, answer his first treatment of
her motives and the attractions of travel with a second much more
explicit and contrasting treatment. Cynthia had been offered wealth in
abundance to induce her to depart and had been paid heavily already
(37). We know from Propertius 2 16 that the rival who wanted to take
Cynthia away was a magistrate going out to govern a province and,
although this is not specifically stated in 1 8, it is made clear that Cynthia
would have occupied a privileged position had she gone abroad (35-7).
: 151




The Constructive Principles of Genre

Finally, although her destination is stated within the schetliasmos to
be Illyria (2 ), the second treatment of her motives suggests that she was
really being asked to go to Greece (35-6). It is impossible to say whether
the two physically contiguous provinces were also politically connected
at this time, or whether it is simply that Cynthia, as mistress of the
governor of Illyria, would have been able to spend most of her time in
Greece. At all events Cynthia’s real motives for thinking of departing
can be brought into the open by Propertius now that Cynthia has decided
not to go, since at this point they constitute not a censure of Cynthia for
greed but an encomium of her for not yielding to greed. Bisection of the
elegy not only does little justice to the constructive principle which
allows temporal progress and causality within a single poem through
reaction, but also destroys the value of 31-40 as a further commentary
on 1ff. and so as an example of true Propertian irony.

A case where dramatization occurs, and where the reaction of the
addressee is other than a change of mind, is Theocritus Idyil 6 6-41,
which will be treated at greater length on pp. 193-5. Lines 6-19 — the
song of Daphnis — are in content a normal komastic speech. In Damoitas’
song (21-40) Theocritus brings about something always inherently
possible in the komastic situation. This possibility is that the addressee of
the komos, the reluctant beloved, will answer the lover’s pleas by making
explicit and verbal that rejection of the lover which is usually implicit
and non-verbal — the non-opening of the door and non-appearance of the
beloved. The same reaction also occurs in the genre komos at Aristaene-
tus Epistles 2 20.

Similar to this is the reaction introduced along with a narrative
element by Ovid into 4mores 1 13. In this inverse kletikon (see p.137),
Ovid, employing a formal sophistication, gives his speech a narrative
frame, He prefaces his address to Aurora with two lines of narrative
scene-setting:

Iam super oceanum uenit a seniore marito
flaua pruinoso quae uehit axe diem
1-2
He then launches into forty-four lines of appeals to dawn not to come.
At 47 he returns to narrative:
iurgia finieram. scires audisse; rubebat,
nec tamen adsueto tardius orta dies.

47-8
I53
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In these he uses narrative to tell us in a witty way something always
and obviously implicit in the situation, namely that dawn did not
respond to his appeals.

We must now distinguish between reaction and a formal sophistication
which resembles it in effect. This is the rearrangement of the topoi of a
normally static, unitemporal genre so as to create an internal time
sequence and causal sequence without alteration of any kind to the
primary elements. Because the primary elements are unaffected, no
constructive principle is involved. The phenomenon can be found in
Propertius 2 28 (soteria). Scholars who have not understood what is
involved have cut up this elegy and transposed 53-4.. No such expedients
are necessary. The elegy begins with a long prayer made by Propertius
to Jupiter (1-46 ). Within this prayer, which is imagined as being made
while Cynthia lies seriously ill, information is given about the illness
and its possible causes. In it also, in characteristic Propertian fashion,
Cynthia, who is of course the logical addressee of the elegy (see p. 178)
is directly addressed (9-32). It is this address to Cynthia which has
brought about the transpositions of 33-4. Even if it were true that at 33
Propertius, who has been addressing Cynthia for over twenty lines,
without warning suddenly turns back to Jupiter and addresses him not
by name but by the second person pronoun only, this would still not be
a good reason for transposing the lines. Such sudden transitions are part
and parcel of Propertius’ style,?” and in this very elegy a less striking but
similar transition occursin 11-14. Lines 11-12 are an address to Cynthia,
while 13 addresses the whole class of formosae, and 14 goes back to
Cynthia, named only by second person pronoun. But the truth of the
matter is that the reappearance of Jupiter in 33 is not unheralded. The
line before his supposed sudden reappearance is ‘ et dews et durus uertitur
tpse dies’. The deus cannot be any other than Jupiter, particularly in
view of Propertius’ etymological allusion in dies to the archaic Diespiter
= Jupiter.

This prayer to Jupiter continues to 46. At 35-40 a brief touch of
despair leads Propertius to declare that he will live and die with Cynthia,
before he makes a final petition to Jupiter (41), followed by a vow of
thank-offerings (soteria) tobe performed by himself and Cynthia (45-6 ).

At 47 Propertius begins a second prayer, this time to Persephone and
Pluto. After this second prayer ends at 58 the phenomenon under
discussion occurs: within the poem a lapse of time and a cause-effect
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sequence are found. From the time of Cynthia’s illness and the prayers
for her recovery, Propertius transports himself to the time of her re-
covery: in 59-60 Cynthia is cured. She must make offerings to Diana
and to Isis and - a light touch — pay the ten nights of love vowed to
Propertius (see p. 156). :

Appreciation of the unusual nature of this soteria is not obscured by
our lack of a rhetorical formula for the genre soteria. The fact that the
soteria is eucharistic and presupposes a cure implies that the illness and
cure will normally be narrated in examples of the genre as past occur-
rences. Thus the logic of the soteria guarantees that the dramatic rep-
resentation of illness, praver and recovery found in Propertius 2 28 is
an abnormal and sophisticated mode of handling the generic material.
Further confirmation of this derives from the fact that other eucharistic
genres usually function in similar fashion. Additionally, our lack of a
rhetorical prescription for the soteria is partly compensated for by the
survival of the long Statian soteria for Rutilius Gallicus (Siluae 1 4).
Statius certainly introduces into this soteria a species of ring-composi-
tion not likely to have been found in the rhetorical prescription:

A! (1-37) Rejoicing and thanksgiving over Gallicus’ cure, with an

invocation of Gallicus to inspire Statius’ own thanksgiving.

B! (38-57) General concern, prayers, etc. over Gallicus’ illness.

¢! (58-68) Apollo urges Aesculapius to join him in curing Gallicus.

D (69-93) Encomium of Gallicus. :

c* (94-114) Apollo and Aesculapius cure Gallicus. :

B? (115-32) Statius’ own concern, prayers over Gallicus’ illness

amidst the general concern.

A? (123-31) Rejoicing and thanksgiving over Gallicus’ cure, includ-

ing Statius’ own thanksgiving.

Doubtless, Statius is also making other innovations: such elegant devices
as the request for inspiration to his addressee Gallicus, instead of to a
Muse, and the placing of the encomium of Gallicus in Apollo’s mouth
rather than in his own.’® However, the general relationship between
other Statian examples of genres and their known rhetorical prescrip-
tions suggests that at least the material of Siluae 1 4, if not its treatment,
is close to the material of the rhetorical prescription for soteria.

In his unusual and dramatic soteria (2 28) Propertius is not unique.
Another soteria, [ Tibullus] 5 10 = 4 4, has the same structure and
something of the same emotional flavour. Like Propertius 2 28 it has
sometimes suffered an unnecessary transposition (of 21-2):
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Huc ades et tenerae morbos expelle puellae,
huc ades, intonsa Phoebe superbe coma,
crede mihi, propera: nec te iam, Phoebe, pigebit
formosae medicas applicuisse manus.
5 effice ne macies pallentes occupet artus,
neu notet informis candida membra color,
et quodcumque mali est et quidquid triste timemus,
in pelagus rapidis euehat amnis aquis.
sancte, ueni, tecumque feras, quicumque sapores,
10 quicumque et cantus corpora fessa leuant :
neu iuuenem torque, metuit qui fata puellae
uotaque pro domina uix numeranda facit.
interdum uouet, interdum, quod langueat illa,
dicit in aeternos aspera uerba deos.
15 pone metum, Cerinthe; deus non laedit amantes.
tu modo semper ama: salua puella tibi est.
at nunc tota tua est, te solum candida secum
cogitat, et frustra credula turba sedet. -
Phoebe, faue: laus magna tibi tribuetur in uno
20  corpore seruato restituisse duos.
nil opus est fletu: lacrimis erit aptius uti,
si quando fuerit tristior illa tibi.
iam celeber, iam laetus eris, cum debita reddet
certatim sanctis laetus uterque focis.
25 tunc te felicem dicet pia turba deorum,
optabunt artes et sibi quisque tuas.

When this soteria begins, Sulpicia is ill and a prayer is made for help
from Phoebus ( 1-14, cp. Propertius praying to Jupiter for Cynthia). The
prayer contains a description of Sulpicia’s illness, as does Propertius’
prayer of Cynthia’s illness. In the last four lines of the prayer we are
told of Sulpicia’s lover Cerinthus, his concern for her and his vows for
her recovery, as well as his reproaches to the gods when her illness takes
a turn for the worse. At 15 the same dramatic lapse of time and cause-
effect sequence can be detected as in Propertius 2 28. The prayer for
Sulpicia has been heard, she is cured (16), and in 15-18 Cerinthus is
told this joyful news. In 19-20 Phoebus is again invoked and is asked
to favour the lovers, since by curing Sulpicia he has restored both to life.
Compare ‘uiuam st uiuet; si cadet illa cadam’ (Propertius 2 28 42).
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As the speaker has turned suddenly from Cerinthus to Phoebus and
back again, so he now once more addresses Cerinthus at 21. Just as at
15 Cerinthus has been told not to worry about Sulpicia’s illness, so at 21
" heis told not to weep but to save his tears for any future occasion when
Sulpicia will reject his advances. His immediate prospects are joyful
(23-6): the pair will pay their soteria to the gods and Cerinthus will be
envied for lis fortune in love3! by the crowds at the temples. This soteria
is lighter than that of Propertius, but both are shot through with love-
motifs and both end on an erotic note, the ending of the soteria for Sul-
picia being an excellent argument for retaining the ez mihi of the Mss at
Propertius 2 28 62, with its erotic implications.

Sulpicia’s thank-offerings are paid to the god who has saved her,
Phoebus, and this is as it should be. But the end of Propertius 2 28 is
puzzling in this respect. Propertius has prayed to Jupiter, Persephone
and Pluto for Cynthia’s recovery. Cynthia is now to pay her thank-
offerings to Diana, Isis and Propertius. To identify Diana (Hecate) with
Persephone would be possible; it would also be possible to identify Isis
with Persephone.3? But although identifications of this sort would have
been plausible if they had yielded different equivalents for Diana and
Isis, the fact that they yield the same equivalent is their condemnation.
It appears that something is happening here similar to what occurs in
Tibullus 1 3 23ff. There, Delia, we are told, had prayed toIsis for Tibul-
lus’ safety abroad. Tibullus, now in danger abroad, himself prays to
Isis; but Delia, not Tibullus, will pay the vows made by Tibullus to
Isis (29-32). Tibullus immediately goes on to mention his Roman
Penates and Lar. The implication is that Romans, although in danger
they may pray to foreign deities, like to have as little to do with them as
possible. However, they recognize that foreigners, such as elegiac mis-
tresses, will have recourse to these deities.

In these terms Propertius 2 28 can be interpreted as follows, Pro-
pertius prays to Jupiter, Persephone and Pluto, all good Roman
gods; he even imagines Cynthia as making thank-offerings to Jupiter.
Cynthia, we presume, prays to Diana and Isis. When settlement be-
comes due, Propertius forgets that Cynthia was supposed to sacrifice
to Jupiter, represents her as repaying only the deities to whom she
has prayed, and so as sacrificing to Isis (a goddess favoured by cour-
tesans and also a goddess of health, see p. 157), and to Diana, another
goddess of women and of healing. Cynthia is to give Propertius ten
nights as a reward for his prayers to Jupiter and the other Roman
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gods, and possibly to compensate himn for his payment of vows to these
gods. :

On this interpretation the prayers to the two goddesses are perfectly
explicable. It is interesting, however, that in 4mores 2 13, a poem in
which Ovid prays for the recovery of his mistress from sickness following
an abortion, Ovid addresses Isis and Ilithyia ( Diana as goddess of child-
birth ). This elegy is an account of Corinna’s sickness ( 1-6 ), with prayers
for her recovery to the two goddesses (7-22); it ends with promises of
soteria (23-6), and an erotic note comparable to that of Propertius and
Pseudo-Tibullus — a request to Corinna to be more amenable to Ovid in
the future (27-8). Moreover, it contains the ‘two lives’ topos (cp.
Propertius and Pseudo-Tibullus above):

huc adhibe uultus et in una parce duobus;
nam uitam dominae tu dabis, illa mihi.

15-16 :

It is more than possible that Ovid meant this elegy to be understood as
a dramatized soteria of the same sort as those of Propertius and Pseudo-
Tibullus, the concluding cure being omitted in accordance with the
principle of omission discussed on pp. 128-g. The similar material and
structure of Propertius 2 28 and Ovid Amores 2 13 suggest a further
possibility about Isis and Dianain Propertius 2 28. Unwanted pregnancies
and abortions are an occupational hazard of prostitutes. YWhen Ovid
prays on Corinna’s behalf to Isis as a goddess of women, childbirth, and
healing,3 and to Diana as Ilithyia, his prayers may be the traditional
responses of lovers to this plight of their mistresses.>* And although
Cynthia’s illness is not due to an abortion, Propertius may have been
partly influenced to select Isis and Diana as the recipients of Cynthia’s
thanks because they were the usual deities addressed on behalf of
prostitutes ill after an abortion.

I have found the formal sophistication described above only in
examples of the soteria. This may be so for several reasons: some
generic formulae already contain dramatic sequences of time and cause-
effect; in other genres they would be inappropriate; moreover, the con-
structive principles of genre, especially reaction and inclusion (as well
as the absorption of other generic examples, see p. 8g), produce drama-
tic effects. The formal sophistication analysed may not, therefore, be
required in most genres, although there may well be examples of it in
genres other than the soteria.
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The greatest obstacle to the formulation of a framework within which
generic composition can be examined has always been the fact that
material from different genres can be found within the boundaries of
single poems which are not epics or dramas. This has produced the belief
that in many cases the assignment of poems to single genres is impos-
sible, or even that ancient authors were not clear about generic distinc-
tions. The phenomenon has sometimes been described as the ‘ mixing of
genres’.

I'should prefer to avoid this term, since it could carry two false implica-
tions: when material from different genres is found in one poem, it is
inextricably and arbitrarily intermingled; and no one genre has primacy
of place within the ‘mixture’. In fact, when material from different
genres occurs in the same poem, the topoi from the different genres are
not intermingled, but kept separate; and material from one of the genres
seems to be of greater importance than that from the other(s). The
material of greater importance may, but need not necessarily, occupy
more space than that of the other genre(s). It will, in terms of the total
impact, function, and significance of the poem, show itself to be para-
mount in importance, and so make it clear that the genre to which it
belongs is the ‘overall’ genre. We might anticipate that cases would
often arise where it was difficult to discern the overall genre; but in
practice this is rarely difficult.

There are several ways in which material from one genre can be
found in a poem where the predominant material belongs to another
genre or - a different but analogous case — to another example of the
same genre. It may be that within an example of one genre there occurs
a fleeting reference or allusion to another genre or to another example
of the same genre. In Roman elegy, for example, it is a common practice
for poets to allude in many genres to the komos.! Such fleeting allusions
are usually, but not always, of little generic significance, although they
may be innovations on the topical level.

Another circumstance in which material of one genre may be found
within an example of another is when progymnasmata are absorbed
re8
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within an example of another genre. As we saw on pp. 88-go, it appears
that some minor genres which are not rhetorical progymnasmata never-
theless behave like them. WWhen progymnasmata and other minor genres
are absorbed, their function is subordinated to that of the genre absorbing
them, but they may still form adistinct and noticeable section of the poem.

The final mode whereby material from one genre can be found within
an example of another is ‘inclusion’. Inclusion like absorption occurs
when, in addition to the overall generic example, another example of the
same or of another genre is found within a single poem or speech. The
difference is that, in inclusion, the included generic example is not
treated like a progymnasma, but fully retains its own generic identity
and function, which are related to those of the including genre. As was
pointed out in Chapter 3, it is impossible to make a clear distinction
in all cases between the absorption of progymnasmata and inclusion.
But the value of the distinction, where it can be made, was upheld,
because two different levels of originality are involved and because the
primary elements are altered by inclusion though not by absorption.

We begin with some cases where the included example belongs to a
different genre from the overall genre. Ovid Amores 2 11 and Statius
Siluae 3 2 are both propemptika; at the end of each a prosphonetikon is
included. The propemptic examples in the two poems are first-person,
present-tense speeches; the prosphonetic examples are narrated antici-
pations of future returns. These ‘formal’, grammatically describable
differences do not affect generic assignments; they are common and
have already been treated in Chapter §.

The inclusion of prosphonetika within propemptika has an interesting
connexion with the Menandrian propemptic prescriptions. In Menan-
der’s account of the propemptika addressed to men, there is no hint of
any anticipation or description of the return of the departing traveller;
moreover, most examples of the genre do not touch on this subject.
However, in his treatise on hymns, Menander discusses what he calls
the ‘apopemptic hymn’. This is & propemptic hymn addressed to one of
the migratory gods of Greek religion. At the end of his description of the
apopemptic (propemptic) hymn, Menander prescribes the following
topos: '

dvdykr 8¢ yiveabar kai Ty ey éml dravddw kal dmidnula
Sevrdpq.
%36 21-2
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‘It is also necessary that a prayer should be made ( to the god) asking
him to come back and stay again in your country.’

The propemptic hymn is just as much a propemptikon as any other
kind. So we can say that this is a rhetorical prescription of a topos antici-
pating or wishing for the return of the addressee of a propemptikon. The
departure of a god was part of an automatic cycle of departures and
returns connected with recurrent festivals. The mechanical certainty
of the god’s return may have meant that an anticipation of return was
standard in the hymnic propemptikon.

But although Menander does not prescribe this topos for propemptika
to men, whose return was not so certain, it is likely to have been used
fairly frequently. It occurs in a secular propemptikon at Aristophanes
Equites 500ff., and there may be a hint of it at Propertius 1 8 26. More-
over, the frequency of inclusions of prosphonetika within propemptika
itself argues for the presence of a topical anticipation of return in the
formula for the secular propemptikon. It may be then thattheinclusion
of a prosphonetikon within propemptikon is a substitute for a topical
allusion to the return in the propemptic formula.

Ovid Amores 2 11 begins as an orthodox schetliastic propemptikon.
The schetliasmos ends at 33 to be followed by good wishes at 54. In the
middle of 37 Ovid transforms the good wishes into a prayerful anticipa-
tion of Corinna’s return, which constitutes an included prosphonetikon:

uade memor nostri, uento reditura secundo;
impleat illa tuos fortior aura sinus.
tum mare in haec magnus proclinet litora Nereus,
40 huc uenti spectent, huc agat aestus aquas.
ipsa roges, Zephyri ueniant in lintea soli,
ipsa tua moueas turgida uela manu.
primus ego aspiciam notam de litore puppim
et dicam ‘nostros aduehit illa deos!’
45 excipiamque umeris et multa sine ordine carpam
oscula; pro reditu uictima uota cadet,
inque tori formam molles sternentur harenae
et cumulus mensae quilibet esse potest.
illic adposito narrabis multa Lyaeo,
50  paene sit ut mediis obruta nauis aquis,
dumque ad me properas, neque iniquae tempora noctis
nec te praecipites extimuisse Notos,
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omnia pro ueris credam, sint ficta licebit:
cur ego non uotis blandiar ipse meis?
55 haec mihi quam primum caelo nitidissimus alto
Lucifer admisso tempora portet equo.
Ovid Amores 2 11 37-56

Lines 37-42 are a link-passage of a kind sometimes found connecting
overall and included genres, and by its nature difficult to explain as part
of either generic pattern. The concept of the favourable but strong winds
and sea which are to direct Corinna’s ship is introduced, as the word
JSortior (38) makes clear, to allude to the theme of 33-4 (procellae,
aequa Galatea, puppi), just as Nereus (39) echoes Nereidesque deae
Nereldumque pater (36). But it is also a device to fill the gap between
Corinna’s departure and her arrival home by applying to her return
voyage topoi normally applied to the outward voyage of the departing
traveller addressed in the propemptikon. Such material is not usually
found in the prosphonetikon because the prosphonetic addressee is
generally, though not always, safely arrived, making it unnecessary
for the welcomer to pray for his safe journey home. On the other hand
prayer for the safe return of the prosphonetic addressee, in a prosphone-
tikon also set in the future, can be found at Sappho Fr. 5 (LP) (see p.
229). It would appear that Ovid is arriving at a similar device in a similar
anticipated future prosphonetikon independently of the direct influence
of Sappho, and is thinking of his procedure in terms of grafting altered
propemptic topoi on to the beginning of his prosphonetikon. This is per-
haps a common procedure (see below ). The explicitness of his device is
almost an open boast of his generic skill; ipsa roges, etc. (41), an ampli-
fication which transfers the wish to the addressee, is the final touch.
At 43 the familiar prosphonetic topoi begin: Ovid will be first to
welcome Corinna — the topos of the priority of the welcomer (B12, 43,
cp. 51 Corinna’s hurrying back to Ovid); Ovid will embrace and kiss
Corinna (B4, 45-6); a votive (B15) sacrificial offering will be made
(B16) for her safe return (B1, 46); there will be a cena aduenticia
(welcoming banquet ) on the sand to celebrate her return (818, 47-8);
wine will be drunk (49); Corinna will tell her traveller’s tales (49-52),
and Ovid will believe them even if they are untrue (B13*, 53) — the
topos of the humorous hit at the traveller’s tales; there is a hint of love-
making (B19, §4); finally, 55-6 reiterate the prayer already made by
the subjunctives of 38ff. Line 44, as well as being complimentary to
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Corinna, may also possibly show a consciousness on Ovid's part that what
he is doing, namely praying for and anticipating the return of the pro-
pemptic addressee, was something very often done when the addressee
was divine (see above).

Statius Stluae 3 8 is an excusatory not a schetliastic propemptikon;
but like some other non-schetliastic propemptika it also contrives to
hint at schetliasmos without making it explicit.2 After good wishes,
implicit schetliasmos, and excuses, Siluae 3 2 goes on at 101 with a prayer
to Isis, lasting until 126. In this prayer Statius does something charac-
teristic of his poetic technique: he combines the description of the
places the propemptic addressee Celer will visit’ with a prayer for
Celer’s safety additional to the prayers of 1ff.* At 127 afour-line passage
introducing the included prosphonetikon begins:

ergo erit illa dies qua te maiora daturus
Caesar ab emerito iubeat decedere bello.
at nos hoc iterum stantes in litore uastos

130 cernemus fluctus aliasque rogabimus auras.
o tum quantus ego aut quanta uotiua movebo
plectra lyra! cum me magna ceruice ligatum
attolles umeris atque in mea pectora primum
incumbes e puppe nouus, seruataque reddes

135 colloquia inque uicem medios narrabimus annos;
tu rapidum Euphraten et regia Bactra sacrasque
antiquae Babylonis opes et Zeugma, Latinae
pacis iter; quam dulce nemus florentis Idymes,
quo pretiosa Tyros rubeat, quo purpura fuco

140 Sidoniis iterata cadis, ubi germine primum
candida felices sudent opobalsama uirgae:
ast ego, deuictis dederim quae busta Pelasgis
quaeue laboratas claudat mihi pagina Thebas.

Statius Siluae 3 2 127-43

In this prosphonetikon, it is Statius alone, the welcomer, who prays for
winds to bring Celer home (1350) and not also, as in Ovid, the returning
traveller. But Statius is just as self-conscious as Ovid about the unusual
use to which the wind topos is being put (alias auras 130 ). Statius will
pay his vows for Celer’s safe return (815, 16) but his payment will be
not a sacrificial victim: it will be — good Statian touch - a song, some-
thing more fitting for a poet (131-2).5 Statius and Celer will embrace
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(B 4) and Statius will be the first to receive this mark of Celer’s affection
(B12, 152-4); Celer will tell his traveller’s tales (B15) and Statius will
also narrate his stay-at-home doings (B 14, 135ff.). There is no humour
at the expense of Celer’s traveller’s tales: Celer was an important man
and Stluae 3 2 is a formal poem, so that humour at Celer’s expense would
be out of place. Instead, the adventures of Celer are treated with respect
(Bg). Encomiastic details are piled one on another — pacts iter (138) and
the precious substances of 138fI. fulfil the same function as Propertius
1 6 51ff., that of suggesting the addressee’s strength and power. Finally
Statius introduces a variation on the topos of a humorous remark about
the traveller's tales in such a way as further to enhance his encomium
of Celer. The humorous remarks are made not about Celer’s tales but
about Statius's narrative of his own doings in the years Celer has been
away. Celer the man of war has been described, like Tullus in Propertius
1 6, as being in peace abroad. This home-peace/abroad-warfare paradox
is now intensified by a description of Statius the man of peace as being
at war at home. The convention that an author can describe himself as
doing what he is writing about is invoked by Statius to allow him to
laugh at his own doings. These he describes in 142 in grandiose and
bellicose terms, not as writing but as fighting heroic wars, before going
on to explain the joke and advertise his epic poem, the Thebaid, in the
fiml line of the poem (143). Thus the humorous topos is worked in a
novel fashion into the prosphonetikon and Celer’s repute is further
increased by it.

A third example of the inclusion in a properptikon of a prosphoneti-
kon occurs in Theocritus Idyll 7:

xjyds Tijvo katr’ dpap dnfrwov 3 poddevra
% xai Aevkotwv orédavov mepl xpari gvAdoocwy

65 Tov IIredearicdv olvov dmd xparijpos dduvfd
map mupl xexAwpévos, xvauov 8¢€ Tis év mupl Ppufei.
xa orifas éaoetrar memvkaopuéva €or’ émi maxvy
kvila v° dogodédp Te modvyvdumre Te oedive.
xal mlopar palaxds pepvapévos *Ayedvarros

70 adrals év kulikeao xal és TpUya xeilos épeidewv.
adAnoeivre 8¢é pow 8vo mowpéves, els pév *Axapveds,
els 8¢ Avxwmiras: ¢ 8¢ Tirvpos éyyvlfev goet.

Theocritus Idyll 7 63-72 "

Here, however, the included prosphonetikon has to do not, as was the
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case in Ovid Amores 2 11 and Statius Siluae 3 2, with the return of the
departing traveller but with the safe arrival of the departing traveller at
his destination. In normal propemptika the speaker escorts the traveller
in his imagination all the way to his destination and safe arrival in
harbour.” In Theocritus Jdyll 7 s2ff. the speaker Lycidas does much
inore. He enhances the topical description of safe arrival at harbour by
declaring that when the traveller Ageanax arrives at his destination he
(Lycidas), who will still be at the place where he is delivering the pro-
pemptikon, will celebrate that arrival with a banquet. It was a normal
part of the prosphonetic process among Greeks as well as Romans to
hold a banquet to celebrate the arrival of a returning traveller (818).3
Usually, the returning traveller was the guest of honour at this banquet,
although it was not strictly necessary that he be present at all.? But
Theocritus’ concept is unique — a ‘ welcoming banquet’, held at the place
the traveller has left, to celebrate not his return but his arrival at his
destination. Moreover, the concept involves an impossibility: in anti-
quity communications were such that Lycidas on Cos could not know of
the safe arrival of Ageanax at Mytilene on the very same day (63) as
Ageanax arrived there,

This impossibility, as well as the oddity of the included prosphoneti-
kon, is part of a deliberate design of Thencritus to convey a state of mind
of the propemptic speaker Lycidas, which is not altogether dissimilar to
that of the lover of Idyll 12 (sce p. 30). Theocritus begins his presenta-
tion of the unusual psychological state of the lover at 52, where Lycidas’
propemptikon starts not with the normal unconditional propemptic
good wishes, but with conditional good wishes amounting to mild
intimidation.!® At 53, as an antidote to this suggestion of intimidation,
the good wishes are extended to include wishes for a good voyage at a
bad sailing time. This is not only an implied schetliasmos, hinting at the
unhappiness at the speaker of the prospective departure of the addressee,
but also a clumsy and ill-omened way for a propemptic well-wisher to
speak. The tension seen here between Lycidas’ desire, on the one hand
to press his advantege and on the other not to seem a poor and mercenary
lovor, is increased by his suppressed unhappiness and produces the
further oddity of the unusual and impossible ‘ welcoming banquet .

These are some examples of the inclusion of prosphonetika within
propemptika. A further suchcaseis treated on pp. 198ff. (Propertiuss 12,
cp. the treatment of Propertius 3 4 in the same chapter). The propemp-
tikon can include examples of genres other than the prosphonetikon:
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for example, Horace Odes 3 27 includes an inverse epibaterion (34-75)
(see p. 67), and Sappho Fr. 94 (LP) includes a syntaktikon (see P- 54 )
The propemptikon, since it is a frequently exemplified travel genre,
will for this reason, and because sophisticated writers wished to enliven
its familiar material, provide a good many cases of inclusion, But other
travel genres have a similar capacity to include: Tibullus 1 3, treated
previously in Chapters 1 and 2, begins with the propemptikon of Tibul-
lus to Messalla, when ‘T'ibullus, owing to illness, has had to stay behind
at Corcyra and cannot accompany Messalla further (1-3). But the elegy
as a whole is an inverse epibaterion expressing Tibullus’ lack of pleasure
at finding himself in Corcyra, the initial propemptikon to Messalla
being included. Similarly, Juvenal 3 is an inverse syntaktikon, including
at its beginning a propemptikon (see. p. 47). So too on a different scale
the hodoiporikon of Rutilius Namatianus begins with an included
syntaktikon (see p. 48).

Inclusions of kindred genres are found outside the travel genres.

Hunc cecinere diem Parcae fatalia nentes
stamina, non ulli dissoluenda deo:
hunc fore, Aquitanas posset qui fundere gentes,
quem tremeret forti milite uictus Atax.
5 euenere: nouos pubes Romana triumphos
uidit et euinctos bracchia capta duces:
at te uictrices lauros, Messalla, gerentem
portabat nitidis currus eburnus equis.
non sine me est tibi partus honos: Tarbella Pyrene
10  testis et Oceani litora Santonici,
testis Arar Rhodanusque celer magnusque Garunna,
Carnutis et flaui caerula lympha Liger.
an te, Cydne, canam, tacitis qui leniter undis
caeruleus placidis per uada serpis aquis,
15 quantus et aetherio contingens uertice nubes
frigidus intonsos Taurus alat Cilicas?
quid referam ut uolitet crebras intacta per urbes
alba Palaestino sancta columba Syro,
utque maris uastum prospectet turribus aequor
20  prima ratem uentis credere docta Tyros,
qualis et, arentes cum findit Sirius agros,
fertilis aestiua Nilus abundet aqua?
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Nile pater, quanam possim te dicere causa
aut quibus in terris occuluisse caput?

te propter nullos tellus tua postulat imbres,
arida nec pluuio supplicat herba Ioui.

te canit atque suum pubes miratur Osirim
barbara, Memphiten plangere docta bouem.

primus aratra manu sollerti fecit Osiris
et teneram ferro sollicitauit humum,

primus inexpertae commisit semina terrae
pomaque non notis legit ab arboribus.

hic docuit teneram palis adiungere uitem,
hic uiridem dura caedere falce comam:

illi incundos primum matura sapores
expressa incultis uua dedit pedibus.

ille liquor docuit uoces inflectere cantu,
mouit et ad certos nescia membra modos:

Bacchus et agricolae magno confecta labore
pectora tristitiae dissoluenda dedit:

Bacchus et adflictis requiem niortalibus adfert,
crura licet dura compede pulsa sonent.

non tibi sunt tristes curae nec luctus, Osiri,
sed chorus et cantus et leuis aptus amor,

sed uarii flores et frons redimita corymbis,
fusa sed ad teneros lutea palla pedes

et Tyriae uestes et dulcis tibia cantu
et leuis occultis conscia cista sacris.

huc ades et Genium ludis centumque choreis
concelebra et multo tempora funde mero:

illius et nitido stillent unguenta capillo,
et capite et collo mollia serta gerat.

sic uenias hodierne: tibi dem turis honores,
liba et Mopsopio dulcia melle feram.

at tibi succrescat proles quae facta parentis

- augeat et circa stet ueneranda senem.

nec taceat monumenta uiae, quem Tuscula tellus
candidaque antiquo detinet Alba Lare.

namque opibus congesta tuis hic glarea dura
sternitur, hic apta iungitur arte silex.

te canet agricola, a magna cum uenerit urbe
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serus, inoffensum rettuleritque pedem.

at tu, Natalis multos celebrande per annos,
candidior semper candidiorque ueni.
Tibullus 1 7

Tibullus 1 7 is a genethliakon which includes a triumph-poem. The two
genres are akin in that both celebrate a happy event of a semi-religious
nature concerned with a single individual and occurring on a single day.
The generic description of Tibullus 1 7 may contribute towards the
understanding of its unity and meaning, since it is one of those Tibullan
elegies scholars have sometimes thought rambling, digressive and un-
organised.

The first couplet identifies the overall genre genethliakon. The dies
prophesied by the Parcae at Messalla’s birth must be the birthday
which is now being celebrated, since the threads they weave are prim-
arily the threads of time allotted to Messalla. That the dies is Messalla’s
birthday and not the day of his triumph is confirmed at 6, where it is
revealed that Messalla’s triumph has already taken place in the past,
whereas the birthday is in the present.

Tibullus uses the prophecy of the Parcae to identify in 3-4 the addres-
see of the poem, Messalla, as the person whose birthday it is. The Parcae
also ease the transposition from the genethliakon to the included
triumph-poem in the second couplet, since both the birthday and the
feats which won Messalla his triumph are prophesied by the Parcae.!t
The triumph-poem continues from these conquests of Messalla with a
brief description of the actual triumphal procession (5-8). At g-10 a
notable sophistication allows Tibullus to reintroduce the theme of
Messalla’s conquests. It is a commonplace in several genres that the
speaker should state how he stands in relation to the addressee;!2 one
of these genres is the triumph-poem. The purpose of this topos is en-
comiastic. The normal form of the topos in the triumph-poem seems to
be to dissociate the poet from the triumphing general by stating that the
former has been living at home in security and peace while the latter
has been ensuring this security and peace by winning his triumph
abroad at the wars.

praeda sit haec illis, quorum meruere labores:
me sit erit Sacra plaudere posse Via.
Propertius 3 4 21-2 (cp. 15ff. )13
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This is a device whereby the poet displays personal modesty and praises
the general by a contrast with himself — a mere applauding spectator.
Tibullus, however, treats the topos in the opposite way: he stresses his
association with Messalla* by stating that he was a soldier in Messalla's
army (g). The implication of this statement is that Tibullus has been a
witness of Messalla's great deeds and is therefore a reliable source. We
may compare the proverb Pluris est oculatus testis unus quam auriti
decem (Plautus Truculentus 490).'3 The encomiastic implication of g
also allows Tibullus to reintroduce a more detailed account of the con-
quests which have won Messalla a triumph, a piece of commendable
structural invention. Messalla’s warfare has covered terrain from
Aquitania to Egypt and is described in g-22. His arrival in Egypt calls
forth a hymn to the Nile, which is identified with Osiris, who is in turn
identified with Bacchus (23-50).

Perhaps it is not useful to ask whether this hymn is part of the
triumph-poem or of the genethliakon, since the hymn may be partly or
wholly a link-passage (see above). On the other hand the hymn is long
and structurally important. We can therefore conjecture that it reflects
the associations between Bacchus, triumphs, and dithyrambs discussed
on pp. 95-7, and thus forms part of the triumph-poem. Indeed, if
Tibullus was trying to equate his triumph-poem with a dithyramb, he
could not have done so more clearly than by invoking Bacchus at such
length at this important point in the elegy. But at the same time, what-
ever the hymn is or is part of, it forms an excellent transitional passage
between triumph-poem and genethliakon. Both triumphs and birth-
days were religious occasions. The identifications Nile-Osiris-Bacchus
not only demonstrate Tibullus’ Alexandrian learning and allow him to
move from Egypt back to Messalla’s birthday celebrations; they also
allow the centre of this elegy to be occupied by a deity equally important
in triumph-poems and genethliaka. In genethliaka Bacchus is the god
of wine and so of social enjoyment; he is also the actual wine whose
pouring to the Genius is the central feature of birthday celebrations.

Lines 50-6 briefly treat several genethliac topoi:!¢ wine is offered to
the Genius (50), perfumes are poured over him (51), garlands are
placed on his head and neck (52); he is invoked (53 ) and given incense
and honey-cakes (53-4); and his role as a begetting force is emphasized
(55-6). At 57 Tibullus unifies the two themes of the poem further by
exploiting this topos of generation. Messalla’s progeny will augere facta
parentis. The mention of Messalla’s great deeds allows Tibullus to
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insert easily into the genethliakon six lines (57-62) dealing with the
beneficial results of the victoriés for which Messalla triumphed: the
road built by him out of the spoils of victory, in accordance with the
custom that a triumphing general used part of his spoils to perform
public works. The insertion of a vignette, in which a farmer praises
Messalla’s road, allows Tibullus to allude to the triumph-poem before
closing with a final genethliac topos — the wish for many years of life for
Messalla (63-4).17

Another kind of inclusion occurs when one example of a genre includes
another example of the same genre. The included example is usually,
though not necessarily, a member of a different variant of the genre.
This kind of inclusion occurs in Theocritus Idyll 14.
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probably intending Aeschinas’ own attacks on Cynisca within the in-
cluded generic example to take the place of the topos of an attack on the
beloved in the overall example, an interesting reversal of role for the
lover in this genre (see also below ). But on the other hand Thyonichus
agrees with the suggestion Aeschinas makes in the overall generic ex-
ample about how he can stop loving Cynisca. This indicates that he
agrees with Aeschinas’ strictures on Cynisca.

In the included example (12-42 ) the roles of questioner and lover are
switched. Whereas in the overall example Aeschinas was the lover who
answered the questions and Cynisca was the beloved about whom the
questions were asked, in the included example Aeschinas is the ques-
tioner, Cynisca the lover, and the beloved another man called Lykos.
The tension and variation involved in this role-switching is intentional
on the part of Theocritus. Naturally Aeschinas cannot function as an
outright ‘mocker of love’ in the included example, since he is also the
lover in the overall example; but in it he does have some hard things to
say about Cynisca, the lover (36-8), as well as punching her on the head
(34-5) and resolving to give up love (53-5). Moreover, when talking
afterwards to Thyonichus, he does make a vicious attack on Cynisca’s
beloved, Lykos. Lykos is soft and he is thought by many people to be
good-looking, a sarcastic remark, as the confirmatory sarcasm of the
next line shows.?® Thus the questioner in the overall example acts, albeit
in a muted and subtle fashion, as a * mocker of love’, but does not attack
the beloved; while on the other hand the questioner in the included
example attacks the beloved and the lover, although he is not a ‘ mocker
of love’ at all but is himself the lover in the overall example. The inter-
play between overall and included examples in this respect is a notable
demonstration of Theocritus’ generic skill. Theocritus exploits the fact
that there are two different standard interrogators within the genre, a
non-lover irrisor amoris and a fellow-lover, and he presents both in the
one idyll in a paradoxical and contrasted way.

The included example of the genre ‘symptoms of love’ also has
another generic function. It confirms the generic identity of the overall
example and indicates the original setting of the genre, the symposium.2!
As in Idyll 10, another example of the genre (see below), and as in
some other Theocritean komoi, the setting of the included example of
Idyll 14 has been transferred from town to country, and again, as in
Idyll 10, the transference is emphasized in small equivalences. In Idyll
14, the symposium is deliberately characterized as a country symposium.
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The simple country food (14-17) is meant to contrast implicitly with
finer town fare. Country boorishness is further contrasted with town
refinement in the singing of a Thessalian song (30-1), and in the violent
behaviour of Aeschinas (34-5). But whereas in Idyll 10 the transference
is from town symposium to country hayfield, in Idy!l 1 4 the transference
is from town symposium to country symposium and so to a much closer
approximation to the original context of the genre. Moreover, the people
at the country symposium are represented as toasting their beloveds by
name. Such toasting was one of the two symposiastic practices (the other
being the playing of cottabus to the accompaniment of the beloved’s
name) which may have constituted the origin or original occasion of the
genre. Whichever of the two practices did in fact produce the genre, it
appears that Theocritus is implying that it was toasting.

The purpose of this close approximation of setting between the in-
cluded example of the genre and the urban generic origin is fairly clear.
The overall example of Idyll 14, like Idyll 10, occurs in a context far
removed from the original urban symposiastic context of the genre. In
Idyll 10 Theocritus trusts to detailed country correspondences with the
original urban symposiastic context, and also to repetition (see below), to
identify for his readers the genre within which he was working. Here in
Idyll 14 he uses a different device. He includes in the overall generic
example, which lacks any setting reminiscent of the urban symposium,
another example of the same genre that is much closer to the original -
context of the genre than the overall example. Thus he signifies in-
directly the generic identity of the overall example.

The same kind of inclusion can be found in Tibullus 1 6, although
here the genre involved is erotodidaxis. A.L.Wheeler noted that the
same and different erotic teachers can give different kinds of erotic
instruction.?? There are of course overlaps between the difforent kinds
of instruction and the stock figures are not consistent in what they teach;
but the following kinds of erotic teaching and teachers are worth dis-
tinguishing:

1. Instruction .aimed at promoting a non-mercenary successful

mutual love between a pair of lovers and given by a love-god, courte-

san, experienced lover, or poet in the role of ‘teacher of love’.

2. Instruction aimed at enabling the mistress to deceive her husband,

or the man keeping her, or the poet’s rivals, an.i confer her

favours on the poet, and given by a poet as ‘ teacher of love’.

3. Instruction directed towards influencing the beloved to extract
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money and presents from as many lovers as possible simultaneously

to the detriment of impoverished, sincere, lovers of single beloveds

like the elegiac poet. This instruction is given by a bawd or courtesan.
In Tibullus 1 6 complex use is made of the different kinds of erotic
teachers and teaching. The main body of the poem ( 15-86 ) is made up of
four sets of erotic precepts together with, in some cases, the circumstances
of their delivery:
(i) 15-42. Tibullus instructs the man keeping Delia to guard her from
Tibullus’ rivals or to give her to Tibullus to guard(!) This is an inversion
of type 2 which amounts to type 1.
(ii) 43-56. The priestess of Bellona? prescribes fidelity for Delia and
warns off Tibullus’ rivals (type 1).
(iii) 57-72. Delia’s mother is to instruct Delia in fidelity to Tibullus
(type1).
(iv) 73-86. Tibullus himself instructs Delia in fidelity to him and
warns her of the penalties of infidelity (type 1).
It will be seen that these four sets of precepts are all basically of the same
kind and that together they constitute a single body of erotodidaxis
(see below ). Their fourfold division is brought about partially by a sub-
stitution of addressee, that is where Tibullus instructs the man keeping
Delia (i), and partially by the substitution of speakers in the parts where
the priestess of Bellona and Delia’s mother act for, and are substituted

“for Tibullus ({ii) and (iii)). Such substitutions of spcaker and addressee

will be treated in Chapters 8 and g.

Preceding this example of erotodidaxis and following on the scene-
setting of 1-4 is an included example of another type of erotodidaxis
(5-14) in which Tibullus remembers how he gave Delia erotic instruc-
tions of a different sort to enable her to deceive the man keeping her
(type 2). Delia is now following these instructions in order to deceive
Tibullus himself. This inclusion is of course a piece of deadly irony,
since it explains Tibullus' present plight and his need to give Delia quite
different erotic instructions, this time instructions to be faithful to him-
self (type 1). Because the elegy begins with an included example of
type 2 erotodidaxis, in consequence the first set of the erotic precepts
which make up the type 1 erotodidaxis of the overall generic example
consists of type 2 erotodidaxis, inverted so as to amount to type 1 eroto-
didaxis. This juxtaposition has considerable humorous effect (esp. 4. ).
The elegy as a whole exemplifies a peculiarly Tibullan mode of generic
composition.
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A further case of the inclusion within one example of a genre of a
different variant of the same geure has already been mentioned on pp.
12-13. This is Propertius 1 6, where the overall example is Propertius’
excusatory propemptikon to Tullus and the included example is
Cynthia’s schetliastic propemptikon to Propertius (5-18). The nature of
5-18 seems to be specified in 11 where querelae, like questus in Statius
Siluae 3 2 go (cf. 78), probably represents schetliasmos. Another such
inclusion occurring in Horace Odes 3 7 is treated on pp. 209-11. As was
noted above, it appears that an included example of the same genre as the
overall genre is generally an example of a different variant of the same
genre. But cases in which the same variant is found in both overall and
included examples do seem to occur. Propertius 3 g, which exemplifies
this situation, will be treated on p. 224. Another case is Horace Odes 1 25,
already discussed on pp.88-g, where an overall komos includes another
komos of the same variant.

It is convenient to end this chapter by mentioning two phenomena
which might appear to be cases of inclusion but are not so. The first is
exemplified in Theocritus Idyll 10 (‘symptoms of love’), where the
same generic material is worked through twice. There, 21-58 repeat
the same themes as occurred in 1-20.2* This cannot be classified as
inclusion: speaker, addressee, and situation are all identical, and neither
treatment of the generic material is more important than the other.
Neither then can be said to include the other; one is simply a continua-
tion of the other. The phenomenon is therefore nothing more than a
highly stylized form of macrologia; it does not involve a constructive
principle of genre since it does not alter or enlarge upon the primary
elements. This is not to say that it is unimportant from a literary point
of view, It allows Theocritus to obtain a thematic symmetry in Idyl 10,
and it also helps Theocritus’ readers to identify the genre of the poem.
Just as in Idyll 14 Theocritus helped the reader to understand that the
overall example belonged to the genre ‘symptoms of love’ by including
a variant of this genre in a context much closer to the original generic
situation, so in Idyll 10, as well as providing equivalent details in the
country context to those normally found in the symposium, Theocritus
has also assisted his readers by going through the same generic pattern
twice.

A similar example, not of a twofold but of a fourfold repetition of the
generic material, has already been seen in this chapter in Tibullus 1 6
(erotodidaxis). Here the poet’s motive is not to ease identification of the
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genre, which is obvious, but to represent a psychological state in which
Tibullus is so desperately eager to make Delia faithful to him that he
will approach in turn the man keeping her, the goddess Bellona and her
priestess, Delia’s mother and Delia herself, hoping that the cumulative
effect of these appeals and intercessions will achieve his purpose.

The second phenomenon (or phenomena) is when two or more
themes, speakers, addressees, or speaker and addressee, are treated in
combination or, in the case of speakers or addressees, have interests that
are identified. Such occurrences, whether they involve a treatment of
the different themes, speakers or addressees, in different sections of a
poem, or whether the different themes are treated together, do not in
themselves necessarily involve inclusion. Where inclusion is not other-
wise demonstrable, such occurrences will fall under the constructive
principles to be discussed in Chapters 8 and g.
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Up to this point, constructive principles dealing with subject-matter
have been introduced; now two further principles will be put forward
which concern the speaker and the addressee. By dividing the construc-
tive principles in this way, we are following a division made by Aristotle

in a different context:
olykeTar pév yap €k Tpidv 6 Adyos, €k Te€ Tob Adyovros kal
mept oD Aéyer kal mpds v, kai 16 Tédos mpds ToDTIV oTi, Aéyw
8¢ Tov drpoaTiy.
Aristotle Rhetoric 1558A-B

Similar remarks occur in a discussion of proems in the same work (1415
A7), and they exemplify an ancient way of thinking about a speech or
part of a speech.!

In this and the following chapter we shall be studying cases where
there is some variation in the speaker/subject or addressee/ object of
a generic example. From now on speaker will be understood to include
subject, and addressee to include object. To help us arrive at generic
distinctions in these matters, variation will be judged with reference to
artificial norms - common denominators of the speakers and addressees
of examples of all genres. We will now define the standard (common
denominator ) speaker in such a way that examples of speaker-variation
can be treated systematically in this chapter as divergences from the
various characteristics of the standard speaker.

The standard speaker is a human being as opposed to a god or an
animal; he is distinct from the addressee; he is not a substitute speaker
but is himself the generic protagonist. In the public sphere, being the
generic protagonist means not speaking wholly or partly on behalf of,
or instead of, or with reference to the state; to do so would mean that
the state was the real generic protagonist. The standard speaker is not,
in other words, a public orator, or a speaker in some other public role,
or a chorus. In the private sphere, being the generic protagonist means
not speaking wholly or partly on behalf of, or with reference to, or in
place of another human being; for then that human being would be the
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Caesar Hispana repetit penatis
uictor ab ora.
5 unico gaudens mulier marito
prodeat iustis operata diuis,
et soror clari ducis et decorae
supplice uitta
uirginum matres iuuenumque nuper

10 sospitum. uos, o pueri et puellae

non uirum expertae, male nominatis
parcite uerbis.

hic dies uere mihi festus atras

eximet curas; ego nec tumultum

15 nec mori per uim metudm tenente

Caesare terras.
i pete unguentum, puer, et coronas’
et cadum Marsi memorem duelli,
Spartacum si qua potuit uagantem

20 fallere testa.
dic et argutae properet Neaerae
murreum nodo cohibere crinem
si per inuisum mora ianitorem

fiet, abito.

25 lenit albescens animos capillus
litium et rixae cupidos proteruae;
non ego hoc ferrem calidus iuuenta

consule Planco.
Horace Odes 5 14

Horace’s role as public orator is not entailed by Augustus’ public office —
a man in public life could perfectly well be celebrated by a poet speaking
in his own private capacity.’ What makes Horace’s position clear right
at the beginning of the ode is his apostrophe of the Roman people (1 )
They, like the girls and boys of the welcoming chorus (10-11), are not
substitute or joint addressees. It is Augustus who is the sole addressee of
the ode; he is the generic protagonist whose return the prosphonetikon
treats. The Roman people and the boys’ and girls’ chorus are apostro-
phized in the first section of the poem, much of which consists of mandata
(5-12). The apostrophe and the mandata are balanced later in the ode
by other mandata to a slave (17-24). The address to the slave is also
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apostrophe and the slave is no more an addressee of the prosphonetikon
than are the Roman people or the boys and girls. Horace, by introducing
his own personal slave, is indicating that he is withdrawing from his
public role. In the same way, the initial apostrophe showed that the
prosphonetikon was imagined as publicly delivered by Horace in a
public capacity.

By describing Augustus rather than addressing him directly, Horace
displays reverence and so enhances the status of the Emperor.# He
further demonstrates his own public capacity by describing the welcom-
ing group (B17) under the guise of giving them instructions on the parts
they are to play in the official welcome. The boldness of his commands to
the wife of the Emperor (5-6 ), to his sister (7), to the married women of
Rome (7f.), and to the chorus (10ff.), can only be explained on the
hypothesis that Horace is a public orator. Within the highly public
utterance of the first three stanzas Horace includes in brachylogia many
standard prosphonetic topoi: the statement of return (B1, repetit 3);
the place where the returning traveller has been, namely Spain (B2, 5);
the emphasis on home (Bj5, penatis 5); the danger the traveller has
experienced (B8, morte 2); and his achievements (Bg, laurum 2).

The saviour god of prosphonetika (B6) is at first sight absent; but
instead of this topical and so anticipated saviour-god, Augustus himself
is compared to the celebrated saviour-god Hercules. Hercules was also
a demigod promoted to full deity after his good work on earth, Spain and
the West included. In underlining the parallel between Augustus’
and Hercules’ activities in Spain, Horace is alluding to Augustus’ pre-
determined, posthumous deification. Any possible tinge of blasphemy is
counterbalanced in 6ff., where Livia and the rest sacrifice to the gods
(B16) who have earned this honour by bringing Augustus home safe
(B6). The expanded treatment of these topoi in stanzas two and three
contrasts with the brachylogia of stanza one. But it should be said that
Horace also introduces into stanzas two and three another topos of the
genre, a welcoming group (B17) representing both Augustus’ family
and the state; the macrologia there is accordingly not over-pronounced.

Naturally, as befits both the importance of the persons involved in the
welcome scene and also the public role of Horace, there are no tears,
embraces (B4 ), or explicit priorities of affection (B12) in stanzas one to
three;* in stanza two, however, Horace states Livia's affection for Augus-
tus in a dignified way, and her appearance at the head of the welcoming
group implies priority of affection (812).
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Scholars have often remarked on the difference between the tone of
the first three stanzas of this ode and the last three. The transitional
stanza four gives a clue to Horace’s intentions. One group of topoi of the
prosphonetikon to a governor expresses the joy and security of the city
to which the governor has come (B11):%stanza fourbeginsto expressthe
sentiments of Rome at the return of Augustus. Horace exploits his role
as a public spokesman by conveying the joy and security of Rome in the
form of a personal statemnent. He knows that this will be accepted as an
expression of general feeling, since the public orator has feelings repre-
sentative of the city as a whole.

In this transitional fourth stanza, the sentiments Horace expresses
can easily be imagined to be general — freedom from care and from fear
of violent death because of the security provided by Caesar’s rule. But
in the final three stanzas kHorace allows personal statement to become
even more personal: we have instructions to Horace’s slave to prepare
a banquet, orders to fetch the courtesan Neaera, and a Horatian reminis-
cence of Philippi. Nevertheless, the banquet of these stanzas reflects the
topical ‘welcoming banquet’ of the genre (B18), and the erotic hint
about Neaera echoes the erotic element sometimes found in prosphone-
tika (B19). Naturally Horace could not associate such activities with
Augustus: this would have been unseemly; but he can introduce them
in this indirect fashion in connexion with himself. In this way he intro-
duces into the ode the generic topoi invelving personal feeling which
public considerations have suppressed in stanzas one to three.

The device Horace employs in this ode — apparent retreat from public
matters to private considerations — is one which may well have been
taught in the rhetorical schools and which is employed by public speakers
in symbouleutic and epideictic speeches. It can be found, for example,
at the end of Demosthenes Orationes 4, 10, and 16, and of Cicero’s
Second Philippic, and very prominently at the close of Libanius Ora-
tiones 14, 15, and 17. In each of these cases the public orator concludes
by referring to something connected with his private life. In doing so he
is not diminishing his public role; he is attempting to demonstrate the
sincerity of his speeches in the public field by showing that he is also
involved in what he is saying as a private individual. Here, then, Horace
is showing that his welcome to Augustus is really heartfelt because he is
celebrating it not only in his public capacity but also in his private life.

However, those parts of stanzas four to seven which refer to public
matters should not be forgotten, since they continue to remind the
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reader that even in these stanzas Horace is still the public orator, repre-
sentative and typical of the citizenry. The security he feels in stanza
four alludes back to the concept of Hercules the saviour (1) and the
young men sospitum (10). In the same way the tumultus and uss of
stanza four look forward to those very public experiences, the Social
War (18), the uprising of Spartacus (19-20), and the battle of Philippi
(27-8). These latter public reminiscences about law, order and peace
are not out of place in the last three stanzas: they come in the midst of
sober preparations for an orderly, not a drunken celebratory banquet;
and the courtesan is to be summoned quietly and peacefully, not in a
riotous komastic manner. The enjoyments are those of ordinary, decent
citizens, who, as long as Augustus is alive, can go about them without
fear. Horace is not alone in having learnt the lesson of Philippi.?

The encomiastic method adopted by Horace in Odes 3 14 is at once
the antithesis of the ‘small voice in the crowd’ topos and a synthesis of
this and its opposite attitude. Here Horace does not do what he did at
Odes 4 2 45ff., where he characterized himself as a small voice in the
crowd and followed this characterization with his own humble sacrifice
of thanks. Nor, like Propertius at 5 4 15ff., does he depict himself as a
humble love-poet in the crowd, girl on arm, secure through the valour
of his opposite — the soldier. Horace here steps first into the limelight and
speaks for the whole of Rome; then, without ever actually abandoning
his public role, he gradually retires from it, so that the partial guise of
a private personality can give more potency to his public welcome.

It is sometimes easier for a poet to make it clear that he is imagining
himself to be a public orator speaking for the state if he takes upon him-
self not the general role of public orator, but another more specific role
associated with public speech. A poem employing this device is Horace
Epode 16 (protreptic). Scholars have realized that in this long poem
Horace has a public role and is addressing a political assembly; but there
isnoagreement on the precise nature either of the role or of the assembly.?
In fact, Horace tells us what the role is in fairly clear terms: he refers to
himself as me uatein the last line. Fates means both * poet’ and * prophet’,
and the ambiguity of the term is doubtless deliberate. If Fraenkel was
correct in thinking that Horace was obliged to take steps to avoid the
social censure that a freedman’s son might incur by appearing to make
a public proposal to a Roman assembly, the meaning ‘ poet’ would relieve
him of this stricture,

But the other meaning ( prophet) is paramount. The role of prophet
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is of great importance throughout, and me uate is no afterthought: the
whole epode is full of sacral material suited to such a speaker. The situa-
tion unfolded in 1-8 is interpreted in g in a way characteristic of such
personages, that is, in terms of the moral degeneracy and religious
accursedness of the Roman peuple. The uates proceeds in 10-14 to
prophesy the destruction of Rome; he proposes emigration (17f.); he
states that the omens for sailing are good (23-4); he not only suggests
that an oath be taken never to return to Rome but actually dictates the
terms of the oath (25ff.). These specifically sacral actions which the
uates performs explain how he comes to be making the proposal, since
public policy in antiquity was directed only by priests and prophets when
important religious considerations were involved.

The role Horace has chosen in Epode 16 has much to do with one
notable feature of the poem: although some of his language suggests
the technical terminology of public assemblies, the body he is addressing
cannot be identified with any particular Roman assembly. What seems
to be happening is this: Horace, perhaps faithful to the spirit of his
Archilochan model, is thinking about a long tradition of emigrations,
both total and partial, in the Greek and Roman world. Epode 16 presents
concepts found in many ancient accounts of migrations: a disaster,
interpretation of it as a sign of divine anger, and an oracle or other sacral
advice proposing emigration as a solution.? Not all emigrations involved
all these factors; but they are all well attested, together and apart. One
of the most interesting emigrations which did involve a prophet is the
colonization of Thurii as a Panhellenic colony under the auspices of
Athensin 443 BC. The prophet Lampon was not only one of the founders
of Thurii but also made proposals in the Athenian assembly about the
project.’® We can see that within the whole tradition of emigrations,
both Greek and Italian, Horace wasthinking more about Greek examples:
in 17-18 he refers by name to the Phocaeans, who emigrated in a body
from Phocaea, ¢. 545 BC, rather than submit to Persian conquest. More-
over, the oath Horace proposes for the Romans (25-6) is an amplified
version of the oath recorded by Herodotus as having been sworn by the
emigrating Phocaeans.!! In these circumstances it is hardly surprising
that Horace should have deliberately left the nature of the assembly he
is addressing unclear; he wanted his audience to think not of any
particular Roman body but rather of a body non-existent at Rome — an
imaginary equivalent of the whole citizen body which would normally
have decided questions of emigration in Greek cities.
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In Epode 16, a public protreptic, Horace felt it necessary to assume the
role of prophet in order to make his position clear. This fact may highlight
a difference between Greek and Roman political life: in Greece a man
could address assemblies and be appointed a public orator on grounds of
oratorical merit or of common sense as well as of political importance;
in Rome political importance was the one qualification. This may explain
why Horace, the as yet little-known poet, felt it necessary to adopt
a specific role in Epode 16: he was trying not so much to escape social
censure as to represent himself adequately as a public speaker.

Perhaps Propertius, whose normal image was very far from a public
orator, felt it even more necessary to adopt another sacral role, that of
augur, when addressing a propemptikon to the Roman army (and per-
haps also to Augustus) in a public capacity.

Arma deus Caesar dites meditatur ad Indos,
et freta gemmiferi findere classe maris.
magna, uiri, merces: parat ultima terra triumphos;
Tigris et Euphrates sub tua iura fluent;
5 sera, sed Ausoniis ueniet prouincia uirgis;
assuescent Latio Partha tropaea Ioui.
ite agite, expertae bello date lintea prorae
et solitum armigeri ducite munus equi!
omina fausta cano. Crassos clademque piate!
10 ite et Romanae consulite historiae!
Mars pater, et sacrae fatalia lumina Vestae,
ante meos obitus sit precor illa dies,
qua uideam spoliis oneratos Caesaris axis,
ad uulgi plausus saepe resistere equos,
15 inque sinu carae nixus spectare puellae
incipiam et titulis oppida capta legam,
tela fugacis equi et bracati militis arcus,
et subter captos arma sedere duces!
ipsa tuam serua prolem, Venus: hoc sit in aeuum,
20  cernis ab Aenea quod superesse caput.
praeda sit haec illis, quorum meruere labores:
me sat erit Sacra plaudere posse Via.
Propertius 3 4

In addition to the difficulty of his own normal personal image, Proper-
tius faced a further problem caused by the epideictic character of the
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propemptikon. This prevented Propertius from adopting the guise of a
Greek symbouleutic speaker, a guise easier to adopt than that of a public
epideictic orator, because the former was self-appointed, the latter
appointed by the state.

The role of augur is a natural one for a propemptic speaker. In the
early Republic a great variety of actions were preceded at Rome by the
taking of auspices.!? Even in the Augustan age private journeys could
be preceded by consideration of omens;!3 and for public departures the
taking of auspices and the procural of good omens was considered of
great importance. No one had forgotten Crassus’ ill-omened departure
for the East in 55 BC and the disaster which followed.!* Indeed, Propertius
3 4 9 contrasts Crassus’ ill-omened departure with the well-omened
departure of the army of Augustus.

Propertius 3 4 naturally contains no schetliasmos. The Roman army
is going abroad on public duty and so is in the same category as a
governor. The propemptikon is therefore addressed by an inferior to a
superior and so is characterized by encomium (see Chapters 1 and g ). The
Roman motives for departure!$ — wealth, military glory and territorial
expansion — are stated with unabashed admiration (1-6). The tone of
the propemptikon is totally and directly encomiastic: the gaining of
wealth and deus Caesar are placed in asingle line (1) ; the idea of Roman
conquest is linked with Jupiter (3-6 ), and it is cast in the sacral form of
prophecy. This, as well as being appropriate to Propertius’ augural role,
consecrates Roman aggression as the will of destiny.

The remainder of the propemptic material is also subtly adapted to
Propertius’ theme and his character as augur. The command or injunc-
tion to go,!¢ typical of the propemptikon, is repeated in 7 and 10, and in
7-10 the Roman army is commanded simultaneously to be successful
and to perform the sacred task of expiating Crassus’ defeat. In these
lines, too, Propertius declares that the omens are good - the specific task
of the augur (g). The prayers for the army which follow are not to the
gods of journeys but — a much more apt touch - to the Roman war-
god Mars and to the flame of Vesta, the heart and symbol of Rome on
whose behalf the expedition is being mounted.

Atline 12 Propertius does something well paralleled in the propempti-
kon.!” He begins an included anticipation of the return of the propemptic
addressee, in this case the Roman army. The way in which the in-
cluded genre is introduced is typical: prayers turn out to be for the re-
turn,!® instead of for the outward journey. But it should be noted that

186

Speaker-vartation

——

Propertius’ prayers contrive to unite the two functions, since they are
prayers for a triumph, which implies success abroad as well as a safe
return. What is outstanding is that the included example is not a pros-
phonetikon but a triumph-poem. In this, Propertius is innovating
further upon the common habit of writing examples of travel genres
which include examples of other travel genres: his propemptikon in-
cludes a member of a non-travel genre. At the same time Propertius is
enhancing his propemptic good wishes for the army by anticipating the
form of return relevant to a successful army, namely the triumph. He
seeks to relate the triumph-poem to the propemptikon by stressing those
aspects of the former which are contiguous to elements of the public
prosphonetikon (cp. Horace Odes 3 14); in this way he attempts to make
the substitution of the one for the other appear natural.

We cannot, of course, argue from this inclusion that Propertius
believed the triumph-poem to be a specialized form of prosphonetikon,
and not a dithyramb. Such a hypothesis would conflict with the dithy-
rambic evidence discussed in Chapter 3; and in any case most Roman
triumph-poems are quite unlike prosphonetika. Furthermore, Proper-
tius in 3 4 1-2 appears to be urging the dithyrambic connexions of the
triumph-poem by beginning his propemptikon with an unmistakable
allusion to Bacchus. The link Propertius makes between deus Caesar
and the Indians would inevitably have suggested Bacchus to an ancient
audience. This fact also explains what otherwise might have seemed
over obvious flattery of Augustus; for to suggest a connexion between
Augustus and Bacchus, who like Hercules (cp. Horace Odes 5 14) was
a great beuefactor of man and like him had won god-head for his bene-
factions, was to link deification of Augustus with a concept respectable
in philosophic circles. At 19-20 Propertius seems once more to be hand-
ling propemptic material when he makes a prayer to Venus like that
made to Mars and Vesta at 11ff.; and we might feel that a genuine
intermingling of the topoi of two genres is occurring here rather than
an inclusion. But the prayers to all three gods are simply hinges on
which the triumph material is introduced and it is impossible to attach
such hinges to either genre exclusively.!®

Two problems remain concerning this elegy: first the place of
Augustus in it, and second the apparent return of Propertius to a private
role in the latter part of the elegy (15ff.). Augustus occupies the three
places of honour in Propertius 5 4: the beginning (1), the middle (13)
and the end (19-20); and yet it is never clear whether Augustus is
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setting out with the army. The reason for this obscurity is, I believe,
that Augustus was already in the East awaiting the arrival of the army
Propertius describes as leaving Rome. The date of 3 4 is uncertain, but
Book 3 as a whole appears to have been written within the years 25 to
20 BC and probably within the years 24 to 21 BC.2® Augustus was in Asia
from 23 to 19 BC. If Augustus was abroad when 3 4 was written, as seems
likely, Propertius was in a delicate position: he could not represent
Augustus as leading his army from Rome since this would have been
manifestly untrue; on the other hand he would not wish to stress
Augustus’ absence. So he probably obfuscated the matter by representing
Augustus as leading his army eastwards, although not specifically from
Rome (1).

The address to the army (3 ), like the apostrophe o plebs in Horace
Odes 3 14 1, mnakes it clear that Propertiusis speaking in a public capacity.
It is of course different from the Horatian apostrophe: the Roman people
there were not true addressees ; but the army hereis the logical and actual
addressee, since it is leaving for the East. As well as showing Propertius
to be a public speaker, the address to the Roman army also helps to cover
up the deliberate silence about Augustus’ whereabouts. In the second
half of the poem Propertius concentrates on Augustus’ triumphal return,
because in this context he can represent Augustus as leading the army.
In all these ways the encomiastic significance of the propemptikon is
extended to Augustus, although he is not a joint addressee of the pro-
pemptikon but only of the included triumph-poem.

The second problem — the apparent inconsistency between the augur
of the first part of 3 4 and the elegiac lover-poet of the second — can be
treated partly in the same terms as the parallel Horatian problem in
Odes 3 14. The sincerity of Propertius’ rejoicing at Augustus’ triumph
is displayed by his private celebratory behaviour, and he can introduce
this material without infringing the rules for making public speeches.
In the case of both Horace and Propertius a poetic motive is also visible.
The poets, although adopting the roles of public speakers, intend their
readers to remain fully aware that a lyric poem and elegy are being
composed. There is no attempt to hoodwink the reader into thinking
that they are listening to a real public orator. The return to a more
characteristic pose at the end of both poems, with the lyric poet at a
banquet and the elegiac poet with his girl-friend, is partly an acknow-
ledgement that the works are lyric and elegiac poems imagined as public
speeches and not mimicries of public speeches. In addition, in the case of
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Propertius, thie augur role is found only in the propemptic section and the
elegiac lover : ole only in the triumph-poem. In antiquity sacral person-
ages were only clerical when performing their sacred functions. The
augur going through a solemn ritual at one moment would uormally be
behaving like everyone else the next. If he were a member of the college
of augurs, the | “mer body to supply an official for a public event like
the departure ¢/ - army, he would not be a full-time professional but
someone who ha. uother profession and also practised public augury.
So there is no real inconsistency. The augur functions in propemptic
circumstances but not at triumphs. If he is also an elegiac love-poet, he
may be in the streets at a triumph with his girl in tow, contrasting
implicitly and encomiastically his own erotic idleness with the valour of
men of war?! — and perhaps even making the contrast explicit, as does
Propertius in 21-2.

It should not be assumed that the role of augur always gives the poet
adopting it the status of a public orator. In Odes 3 27 Horace delivers a
propemptikon in this role (auspex) but retains the persona of a private
citizen. It is worth quoting and discussing the propemptic section here
because other aspects of Odes 3 27 have already been treated in chapter

2 (see pp. 67fL.).

Impios parrae recinentis omen
ducat et praegnas canis aut ab agro
raua decurrens lupa Lanuuino
fetaque uulpes: o
5 rumpat et serpens iter institutum
si per obliquum similis sagittae
terruit mannos: ego cui timebo
prouidus auspex,
antequam stantis repetat paludes
10 imbrium diuina auis imminentum,
oscinem coruum prece suscitabo
solis ab ortu.
sis licet felix ubicumque mauis,
et memor nostri, Galatea, uiuas,
15 teque nec laeuus uetet ire picus
nec uaga cornix.
sed uides quanto trepidet tumultu
pronus Orion. ego quid sit ater
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Hadriae noui sinus et quid albus

20  peccet lapyx.
hostium uxores puerique caecos
sentiant motus orientis Austri et
aequoris nigri fremitum et trementis

uerbere ripas.

25 sic et Europe niueum doloso
credidit tauro latus et scatentem
beluis pontum mediasque fraudes

palluit andax.
nuper in pratis studiosa florum et
30 debitae Nymphis opifex coronae,
nocte sublustri nihil astra praeter
uidit et undas.
quae simul centum tetigit potentem
oppidis Creten . . .
Horace Odes 5 27 1-34

Besides the interest of the augur (auspez) role adopted by Horace, Odes
3 27 is also generically interesting in another way. It is one of those
propemptika where no explicit schetliasmos occurs but where one is
indirectly implied.2?

Horace can adopt the augural role for two reasons: private citizens
setting off on a journey could have auspices taken on their behalf just as
could public men; and a private citizen who felt a calling to augury
could set up as a private augur without public appointment.?3 Horace
does not become a public orator by adopting the role; but he does become
consciously more self-important. This contrasts amusingly with the
matter on hand ~ the departure of Galatea with another lover (see
below), a situation parallel to that of Propertius 1 8, where the poet is
being abandoned by his mistress for a preferred rival. Horace keeps his
dignity partly through his role and its concomitants, pompous augural
language and the apparatus of omen-mongering. The augural content
of the first four stanzas is an amplification of the good wishes for a fair
voyage normally directed towards the propemptic addressee.2¢ In this
ode the departing traveller is called Galatea. This is a joking allusion to
the fact that Galatea is sometimes one of the sea-gods asked to protect
the travellerin a propemptikon.2* It is also a warning that the propempti-
kon is not completely serious. In 13-14, Horace adds general good wishes
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and the ‘remember me’ topos.>® The continued augural pronounce-
ments terminate in the sixth stanza in a second apopompe (banishment
of evil ) parallel to that of the first two stanzas.

It is in stanzas five and six that the significance of Horace’s oddly
negative way of making good vwishes becomes clcar. There it becomes
apparent that the seemingly non-schetliastic good wishes cloak an
implicit schetliasmos to which Horace’s role as augur adds authority.
The good wishes are for the most part negations of the deterrent topoi
of schetliasmoi — bad weather, a bad time of year, storms?? - rather than
simple wishes for good weather, and so forth. Horace’s real disapproval
of Galatea's journey is all the more effectively expressed by his pretence
at suppressing it: the bad omens which Horace speaks of, however much
they are discounted, are all the more menacing in the mouth of an augur,
the recognized authority on such matters.

The implicit schetliasmos is continued in the myth of Europa: stanza
eight, in glancing back at Europa’s activities at home, employs the topos
of picking flowers in a peaceful land setting; with this may be compared
the topos of gathering stones and shells on the shore used at Ovid .4mores
2 11 13-14 in a propemptic schetliasmos. Europa’s sufferings on her sea-
trip are described (stanza seven): she has the topical pallor of the storm-
tossed and has visions of sea-monsters.2® Her lamentations for her lost
native land are long and vivid (54-66). All this is indirectly applicable
as a prophecy to Galatea, and it strengthens the implicit schetliasmos
previously addressed to her, since Europa has been introduced as a
parallel to Galatea (25). At 66 Venus enters the ode: she consoles
Europa with the information that Europa is the wife of Jupiter, that all
is well, and that Europa will give her name to a continent. On one level
these words of Venus are intended to be relevant to Galatea, and to
convey the same explicit sentiments as the first section of the ode. Just
as Horace explicitly wished Galatea well at the beginning of the ode, so
her analogue Europa has a happy outcome to her voyage at the end of the
ode, Horace also intends by the Europa-Galatea equation to inform the
reader that Galatea too is going abroad with a lover, and that Horace
himself is her rejected ex-lover. But the comparison falters, as Horace
must have intended it to falter: neither part of Venus’ consolation to
Europa applies in substance to Galatea; she will not name a continent
nor is she the wife of Jupiter. We must be meant to reflect that the
device which Horace uses to provide a happy ending for Europa cannot
apply at all to Galatea. So Horace's use of the Europa myth is intended
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to suggest that same blend of explicit good-willed acceptance of Galatea’s
departure and implicit doubts and non-acceptance which manifested
itself in the first six stanzas. Odes 3 27 is therefore Horace’s characteristic-
ally subtle treatment of that favourite contemporary subject, the pro-
pemptikon to the departing mistress. Both in generic and thematic
terms, it shows a poetic mastery of a different and higher order from that
of Propertius and Ovid.

A chorus acting on behalf of the community is often the speaker of
hymns of various kinds. Sappho Fr. 2 (LP) is such a kletic hymn, sum-
moning Aphrodite to a cult-epiphany in her temple on a public religious
occasion.?® With this we may contrast Sappho Fr. 1 (LP), likewise a
kletic hymn to Aphrodite, but one spoken by Sappho, in a purely private
capacity. I believe that many choric poems have not been recognized
as such because of failure to understand the ancient convention that
choruses can give themselves instructions and that these instructions
are in many cases self-fulfilling. Examples of unrecognized choric poems
are Callimachus’ Hymns (especially 2, 5, and 6 ), Catullus 61, and Horace
Odes 4 6. I have argued elsewhere that the last of these and also Horace
Odes 1 21 are choric hymns, and that Horace Odes 1 2 is a paean im-
agined as being uttered by a chorus.® '

A vicarious or substitute speaker can sometimes speak on behalf of
another human being who is the real protagonist of the generic example.
Two short kletic hymns show this in its simplest form :

‘A Kinpov, d r¢ KvOnpa, xai & Midyrov émoyveis,
Kkai kadov Zvpins immokpdrov ddmedov,

é\ots iAaos Kalorie, 1) Tov épaotyy
008¢ 7o’ oikelwv doev dmd mpolvpwy.
A.P. 12 131 (Posidippus)

O Venus, regina Cnidi Paphique,

sperne dilectam Cypron et uocantis

ture te multo Glycerae decoram
transfer in aedem.

5 feruidus tecum puer et solutis
Gratiae zonis properentque Nymphae
et parum comis sine te Iuuentas

Mercuriusque.
Horace Odes 1 30
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In each case the poet summons Aphrodite ( Venus ) to come to a courte-
san. In Posidippus’ epigram the summoning of Aphrodite to help Kal-
listion is followed by a statement that Kallistion has never refused a
lover. This juxtaposition carries the implication that Posidippus himself
has benefited from Kallistion’s generosity and so provides a reason —
gratitude — for Posidippus’ action in making the vicarious summons.
Horace has a different purpose discussed elsewhere.?!

A vicarious speaker in a more complex poem occurs in Theocritus
Idyll 6 6-40.

A4ADPNIY
BdMe: Tot, ITodvpape, 76 moiuviov d I'addreia
pdlotow, duaépwra kai aimélov dvlpa xaleboa
xai 70 vw od mobdpnaba, Tddav rdAav, dAAG kdlnoat
ddéa ovplodwv. mdAw d8’, ide, Tav xdva BdMAer,
o -~ 2 34 o ’ a \ A
10 & 7ot Tdv dlwy émerat oxonds' d 8¢ Badode
els da Sepropéva, Td 8¢ vw kadd kipata gailver
o ’ ? b4 -~ ’
dovya xaxAdlovros én’ alyadoto Géoigav.
$pdleo py rds maidos émi kvdpaiow Spovey
€€ dAos épyopévas, kara 8¢ xpda kadov audéy.
) b} \ 3 7 04 [A 3 3 3 4 B
15 & 8¢ Kal adrdfe Toi dralpimrerar s dn’ axdvlas
ral kamupal yairar, 76 kadov 8épos dvika $pvyer,
Kai pevyer préovra kai ob dhéovra Suuket,
kal Tov dmd ypappds xwet Alfov: 7 yap épwre
moMdrs, & IToAdYpape, Td p1) kadd xaAa wédavrar.
20 —T$ & énl dapoiras dvefdAero kai 7d8’ dewdev.
AAMOITAXY
eldov, val 7ov ITdva, 76 oipviov avik’ éBalle,

L4 ’ 'A Y k] ] ? AJ ) |4 A ’ * 0 -
kot p’ €Aal’, ol Tov éudv Tov éva yAvrvy, @ mobop@due
b4 4 9 A L] 4 ¢ / L4 ’ ’
és Tédos (adrdp o pdvris 6 TriAepos éxbfp’ dyopevwr
? A} 4 M - ’ A ’
éxBpo. dépor moti oliov Smws Texéeaar Puddogor):

25 dAAG Kal adrds éyw kvilwy mdAw ov mofdpnue,
AN’ dMav Twa dapl yvvaix® éxev: & & diowa
Ladot ', & Haidy, xai Tdkerar, éx 8¢ fardooas
olarpel mamrraivoloa mor’ dvrpa Te kai moTi Toipvas.
olfa 8 Vlakreiv v kal Td kvl Kkai yap 6k’ fpwy,
50 adrds éxvvleiro mor loyla pUyxos éxoioa.
raira 8 lows éoopeboa moedvrd pe moAAdwi mepfhet
» LI ) \ ~ ’ v ’» 3 4
dyyedov. avrap ey kAaéd Bipas éore K’ oudooy
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adrd pot aropeceiv kala déuvia Tdod’ énl vdow:
4 4 RN » 1 L4 A 14
kai ydp Onv ovd’ eldos éxw rakov ws pe Aéyovre.
35 1) ydp mpdv és movrov éoéBAemov, fis 8¢ yaddva,
kal kadd pév T¢ yévewa, kald 8¢ pev d pia kuypa,
s wap’ éulv kéxpirar, karedaivero, Twv 8¢ v 8dvTwy
Aevkorépay adydv Tlapias vmépawe Aibloto.
L4 A ~ 1 \ 9 Y 1 » 'A
ws p1) PBaokavld 8¢ Tpis els éuov érTvoa koAmoy:
40 Tabra yap d ypala pe Korvrrapls éfedidafe.

The latter half of this komos (21-40, the song of Damoitas) has already
been mentioned in Chapter 6 as an example of reaction. In this second
song Polyphemus, who is the beloved and the komastic addressce, is
allowed to make explicit the normal and usually implicit rejection by the
beloved of the komast’s pleas. One might have expected that, just as
Damoitas’ song is the direct speech of Polyphemus the beloved,
Daphnis’ song (6-19) would be the direct speech of the komast Galatea;
but this is not the case. Instead, Daphnis acts as actual speaker on behalf
of Galatea, the logical speaker, and narrates her komastic actions to
Polyphemus. A clear and uncontrovertible indication that a komos is in
progress is not given until 32, but hints are already provided by the
setting of 6ff. — another town to country transference — and by various
komastic topoi: Galatea’s reproaches of Polyphemus,3? Galatea’s apple-
throwing (6ff.),’* and the comparison of her to a parched thistledown
(15-16).3¢ Finally, the dog which tries to prevent Galatea coming on
land (13-14) may be meant to conjure up the idea of a house watchdog —
compare Idyll 11 19-79 (komos), where the shore is the threshold
separating Polyphemus and Galatea.

Besides the pleasure of generic ingenuity in itself for author and
reader, two other reasons can be surmised for Theocritus’ use of reaction
and speaker-variation in Idyll 6 6-40. The first is mythological. In Idyll
11, where Theocritus showed Polyphemus, as komast, finally reversing
his attitude and abandoning Galatea, he was probably inventing a myth
to suit the real situation of his dedicatee Nicias. But in Idyll 6 Theocritus
appears to have been thinking in terms of the common myth, according
to which Polyphemus eventually won the love of Galatea and had child-
ren by her.% In order to show that this is what he is thinking of, and in
order to make the unsuccessful komos of Galatea consonant with the
eventual fruition of their love, Theocritus sets the komos of Galatea not
in her mouth but in that of Daphnis. He thereby softens the effect of
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Polyphemus’ refusal, since it is not a direct one. Moreover, Theocritus
employs reaction : he makes Polyphemus refuse Galatea’s suit explicitly.
But, at the same time, the refusal is qualified so as to imply the ultimate
success of Galatea’s komos: Polyphemus stipulates complete surrender
on Galatea's part before he will love her (32-3); because he has the
upper hand, this qualification implies that she will surrender to him
completely.

The second reason for these sophistications is that the typical Theo-
critean tension created by them echoes the agonistic situation in which
the two cowherds Daphnis and Damoitas sing their two songs (1-5 and
42-6). They sing in competition; but their competition is friendly, the
songs are evenly matched (46 ), and the two competitors end with kisses
and exchange of gifts (42-5). Theocritus makes it clear that this echo
is intentional when he gives the specific information that of the two
cowherds Damoitas is the older (3 ) and the lover — it is he who kisses in
42 —-and Daphnis the younger (3 ) and the beloved (42 ); for the idyll is
being paradoxical in showing Galatea as lover pursuing Polyphemus
the beloved. That Polyphemus is really the lover playing the part of the
beloved for tactical reasons, and that his love for Galatea is still strong
and will come to fruition, is not concealed (esp. 32-3 ). The true situation
of Polyphemus and Galatea, and its anticipated happy ending, are
hinted at by the allotment and nature of the two songs and by what
follows them. Daphnis the beloved delivers the komos on behalf of
Galatea, and Damoitas the lover sings the qualified refusal of Poly-
phemus. The two songs are judged equal, and are the prelude to the
love-making of the bucolic singers.

A simpler yet no less subtle example of a vicarious speaker can be found
in Horace Odes 1 36. In its topical content this is a fairly standard pros-
phonetikon: Numida has returned safe (B7, 4 ); the gods responsible for
his safe return (86, 3) must be rewarded by the sacrifice (B16, 1-2)
previously vowed to them (B 15, debito 2 ) ; Numida has come from Spain
(B2, 4); heis now distributing kisses (B4 ) to the welcoming group (B17,
5-6 ) and Lamia has the preferred place among the welcomers(B12,6-7);
the day is a lucky one (10) — a declaration which is an expression of joy
(B 11); the sacrifice will be part of a welcoming banquet, accompanied
by drinking (B18) and by erotic activity centring on Numida, the
returned traveller (B 19, 18ff.). All this is so simple and normal that the
one unusual feature of the ode might easily go unnoticed: Horace, the
actual speaker, does not appear in the welcoming group. The logical
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speaker is LLamia and the emphasis which the welcomer usually puts on
himself, and the primacy he gives himself, have therefore been trans-
ferred to Lamia. Similarly the account of the previous shared experiences
of speaker and traveller — a topos of travel genres — deals with those of
Larnia and Numida:

actae non alio rege puertiae
mutataeque simul togae.
8-9

Horace, then, is purely a vicarious speaker acting on behalf of Lamia.
‘The purpose of this sophistication, besides its intrinsic literary ingenuity,
is to enable the poet to confer praise on two people simultaneously, since
the direct encomiastic effect of Odes 1 36 extends not only to Numida the
returning traveller, which is normal, but also to Lamia the welcomer.

It may be objected that Theocritus Idy!l 6 6-40 and Horace Odes 1 36
are quite different from A4.P. 12 131 (Posidippus ) and Horace Odes 1 30.
The two kletic hymns, it might be argued, are genuine tripersonal
examples, But in Theocritus Idyil 6 6-40 and Horace Odes 1 36 we have
normal bipersonal examples, which are narrated rather than composed in
the form of speeches. Thesophistication would thusbe formal rather than
constructive. This objection can be rebutted for Idyll 6 6-40 and-Odes 1
36 by the consideration that in them the actual speakers are not lay-
figures but genuinely impinge on the generic examples. Inthe succeed-
ing song of Damoitas in Idyil 6, Polyphemus speaks directly to his
komastic lover, Galatea, without interposition of another person. This
forces us to be aware that, in the speech of Daphnis, Galatea has not
spoken directly as actual speaker, although she is the logical speaker,
but that another speaker has taken her part. Daphnis is not merely
narrator: the reader is meant to appreciate the interplay between the
loves of Galatea-Polyphemus and Daphnis-Damoitas, and Daphnis’
taking of Galatea’s part is an important indication of this interplay with
a real effect on the meaning of the idyll as a whole. Theocritus alludes
at %2 to his own sophistication in 6-19. He makes Polyphemus speak not
of Galatea herself coming in person to him to capitulate, but of her send-
ing a messenger, The notion of such a vicarious speaker is found else-
where in komastic circumstances and may be due to the commonness of
go-betweens (often slaves) in ancient society.

In Horace Odes 1 36 the situation must also be considered genuinely
tripersonal. Lyric poems are always the utterance of a strong ego-figure
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speaker and never of a lay-figure. This ego-figure may be the poet in his
lyric persona, or a chorus, or the chorus-leader, or an amalgam.’ Odes
1 36 is tripersonal because, although Horace explicitly refrains from
exposing himself or his own personal interest, as lyric poet he remains
implicitly prominent as the ego-figure speaker. He welcomes Numida
on behalf of Lamia rather than simply telling us how Lamia welcomed
Numida; while at the same time he does this in a studiedly impersonal
way. Itistheintentional contrast between the readers’ expectation about
the prosphonetic speaker and Horace’s deliberate non-fulfilment of it
which stresses Lamia the logical speaker so heavily. As in Theocritus
Idyll 6 6-40, the meaning of Odes 1 36, in terms of the persons in-
volved, is altered by Horace’s device, so that a constructive and not a
formal sophistication is present.

Another example of a vicarious speaker, in a situation which is tri-
personal in the same way as the kletic hymns discussed above, is to be
found in Propertius 3 12 (propemptikon):

Postume, plorantem potuisti linquere Gallam,
miles et Augusti fortia signa sequi?
tantine ulla fuit spoliati gloria Parthi,
ne faceres Galla multa rogante tua?
5 si fas est, omnes pariter pereatis auari,
et quisquis fido praetulit arma toro!
tu tamen iniecta tectus, uesane, lacerna
potabis galea fessus Araxis aquam.
illa quidem interea fama tabescet inani,
10 haec tna ne uirtus fiat amara tibi,
neue tua Medae laetentur caede sagittae,
ferreus aurato neu cataphractus equo,
neue aliquid de te flendum referatur in urna:
sic redeunt, illis qui cecidere locis.
15 ter quater in casta felix, o Postume, Galla!
moribus his alia coniuge dignus eras.
quid faciet nullo munita puella timore,
cum sit lJuxuriae Roma magistra suae?
sed securus eas: Gallam non munera uincent,
20  duritiasque tuae non erit illa memor.
nam quocumque die saluum te fata remittent,
pendebit collo Galla pudica tuo.
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Postumus alter erit miranda coniuge Vlixes:
non illi longae tot nocuere morae,
23 castra decem annorum, et Ciconum mons Ismara, Calpe,
exustaeque tuae mox, Polypheme, genae,
et Circae fraudes, lotosque herbaeque tenaces,
Scyllaque et alternas scissa Charybdis aquas,
Lampeties Ithacis ueribus mugisse iuuencos
30  (pauerat hos Phoebo filia Lampetie),
et thalamum Aeaeae flentis fugisse puellae,
totque hiemis noctes totque natasse dics,
nigrantisque domos animarum intrasse silentumni,
Sirenum surdo remige adisse lacus,
35 et ueteres arcus leto renouasse procorum,
errorisque suli sic statuisse modum.
nec frustra, quia casta domi persederat uxor.
uincit Penelopes Aelia Galla fidem.
Propertius 5 12

In this propemptikon, which like Sappho Fr. g4 (L) and Horace Odes
1 3 is delivered after the departure of the addressee, Propertius addressos
Postumus on behalf of Postumus’ wife Galla. Propertius was probably a
relative of Postumus, a fact which explains on one level why Propertius
felt he had a right to utter a propemptikon to Postumus on behalf of
Galla. On another level the justification and effect of the sophistication
involve literary considerations. First, this is a schetliastic propemptikon
to a person who has already departed, a deliberate illogicality justifiable
. perhaps if the person on whose behalf the schetliasmos is being delivered

is the traveller’s wife. Second, Postumus is a soldier going off to the wars,
and therefore is in the same class as a governor (cp. Propertius 1 6) or
the Roman army (cp. Propertius 5 4). In normal circumstances Pro-
pertius would have been unable to deliver an explicitly schetliastic
propemptikon to a superior addressee like this man. However, by speak-
ing not on his own behalf but on behalf of Postumus’ wife, Propertius
is able to contrast Postumus’ aims and reasons for departure, not with
any hurt feelings of his own but with the softer and more justifiable
emotions of Galla. In this way Propertius obtains a standpoint from
which he is able to utter a schetliastic propemptikon to a person of

Postumus’ status.
The device is an imnortant generic sophistication: it allows the en-
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comiastic ethos of the non-schetliastic propemptikon to a superior to be
maintained. This is because the feminine appeals and sufferings of Galla,
which constitute the schetliasmos, highlight Postumus’ ability to resist
them and so emphasize his manly virtue —emphasize which complements
other encomia of his valour in this elegy. Similarly the fears of Galla
(9-14) for Postumus’ safety are an indirect way of complimenting the
fearlessness of Postumus in the midst of his dangers. Propertius’ function
as vicarious speaker is also to eulogize Postumus by implicitly comparing
Postumus with himself, an unwarlike and unmanly elegiac poet. Pro-
pertius’ skill as an eulogist extends to such subtle concealments of the
encomiastic purpose as the attacks on Postumus at 5, where the tradi-
tional hostile association of war and avarice is trotted out in febrile and
deliberately unconvincing tones. Because he is a third party, Propertius
is able to combine indirect praise of Postumus, through expression of
his own and Galla’s anti-war sentiments, with open praise of military
life, of Augustus and of Postumus as a man of war (1-2, 10).
Therefore, in technical terms, lines 1-14, although subtly encomiastic,
constitute the schetliasmos of this propemptikon: they deal with the
tears, fears and pleas of Galla, attack Postumus’ motives for going,’” and
mention travails and dangers®® (with a brief hint of anitinerary, 7-12).%
It is not apparent at first sight whether 15-18 form part of the schetlias-
mos or not. But the conventional verbal signals that the schetliasmos is
at an end, and that the encomiastic good-wish section is beginning, occur
at 19 — the combination of adversative conjunction, injunction to go,%®
and good-wish,*! namely sed, securus, eas; therefore 15-18 belong to the
schetliasmos. They are apparently a macrologic variant of the schetliastic
oaths-fidelity topos.*> Galla has been and will be faithful to Postumus;
Postumus, because of his infidelity — which in this case means his de-
parture — deserves not the faithful Galla but a different sort of wife.
But the element of open encomium may already have begun to intrude
itself at 15 to provide a transition to the good-wish encomium section
proper. '
At 19 schetliasmos has ended and the good-wish section of the pro-
pemptikon begins. Lines 19-20, as well as signalling and reiterating
Galla’s fidelity, exemplify a variant of the ‘remember me’ topos so
characteristic of this post-schetliastic section of the propemptikon as to
be a propeinptic topos in its own right.*? It is not the addressce Postumus
whoistold to keep Galla in mind; instead, Propertius declares that Galla,
on whose behalf the propemptikon is being uttered, will not keep in
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mind Postumus’ cruelty (duritia) — a word which may represent the
Menandrian second schetliasmos; she will rather, one presumes, keep
Postumus himself in mind. This topos emphasizes the function of the
second half of this propemptikon. In the schetliasmos Propertius was
eager to imply, in contrast to what he says explicitly, nothing but praise
of Postumus; he may then have felt that, in the elegy as a whole, Galla
was in some danger of appearing to be a whining and unrealistic girl,
no fit wife for a soldier of Augustus. In order to counteract this tendency
Propertius first restates Galla’s chastity in 19-22; he then goes on to
devote the whole of the second half of the propemptikon to a macrologic
treatment of this same theme, by means of a long comparison of Postu-
mus to Ulysses and hence of Galla to Penelope.

This comparison has the advantage of justifying Galla entirely: it
shows, by comparing her to the paragon of wives, that her feelings for
Postumus are the natural feelings of a good wife rather than, as they
might otherwise have seemed, mere emotional outpourings. In addition,
although it concentrates on the theme of Galla’s chastity, it nevertheless
appears to keep Postumus in the foreground. This appearance is main-
tained by alist of the doings of Odysseus (Postumus) rather than those of
Penelope (Galla). Thus, the theme of the first half of the propemptikon
is in fact the virtues of Postumus, and of the second half the chastity of
Galla. But Propertius has so modulated these themes that the propempti-
kon can paradoxically retain a normal appearance: it gives the impres-
sion that the first half, the schetliasmos, is concentrating on the grief of
Galla and the second half on the virtues of Postumus.

In spite of the utility of the Postumus-Odysseus comparison, it is not
immediately clear why Propertius should want to devote twelve lines
out of thirty-eight in this propemptikon to a summary of the Odyssey.
A generic approach provides some assistance: at 21 Propertius begins to
envisage Postumus’ return, and this subject continues until the end of
the elegy; thus, in this as in other propemptika, a prosphonetikon is
included. Only a few prosphonetic topoi occur in simple form — Postu-
mus’ return (B1, 21), in safety (B7, 21), through divine assistance (86,

Jfata 21), and the embraces of Galla (B4, 22). But these are enough to
indicate the function of the Odyssey summary: it replaces the normal
traveller’s tales of the prosphonetikon (B13); since Postumus equals
Odysseus, he will, it is implied, have many exciting and brave deeds to
tell. We could further surmise that this prosphonetic material is a partial
substitute for the absent itinerary of the good-wish section of the
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propemptikon; another partial substitute is 7-12, where the propemptic
schetliasmos contains allusions to Postumus’ journeys.

The fact that the summary of the Odyssey can be interpreted in these
ways explains its presence in the elegy in one sense. In another sense we
can still ask why Propertius did not simply describe Postumus' route,
achievements, and so forth. In spite of the convention of humorous
hits at the traveller’s tales, the Odyssey summary is not meant to have
a humorous effect. Although the comparison of the pair to Penelope
and Odysseus might appear odd to us, the generic substructure of the
elegy and the commonness of such heroic comparisons guarantee Pro-
pertius’ seriousness. It is possible that Postumus was not of high military
rank at this period;* in this case Propertius may have preferred the
certain encomiastic effect of a vague, heroic comparison to the dangers of
a truthful but anticlimactic, prophetic description of Postumus at war,
or of an exaggerated description liable to meet with disbelief. Alterna-
tively this propemptikon may have been written after Postumus’
return from a peaceful tour of duty abroad or from an unsuccessful
expedition. But this is simply guesswork. ‘

What can, however, be noted relevantly and with certainty is this:
in the most important of the Homeric passages from which the generic
material of the prosphonetikon was originally drawn, the homecoming
of Odysseus ( Odyssey 23 205-350 ), Odysseus himself, when he tells his
traveller’s tales, does so in the formn of a summary of the Odyssey. The
Propertian Odyssey summary is part therefore of the identification of
Postumus with Odysseus in that Odysseus’ traveller’s tales, as told by
him on his return home, are set downin place of those Posturnus will tell
on his return home. Moreover, the summary also functions as a reference
to the generic identity of the included prosphonetikon.

We have seen in Theocritus Idyll 6 6-40 a substitute actual speaker in
a komos which contains a reaction on the part of the addressee. We shall
now examine another Theocritean komos in which a reaction, in the
form of a change of mind, is urged upon, or even assumed on behalf of the
logical speaker by the actual, substitute speaker.
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That this song is a komos is not completely clear until 122-4;% but the
komastic references in these lines are clear beyond doubt. The watch at
the door* of Philinus by Aratus and also, as one presumes from the
plural verbs of 122-3, by his friend and companion Simichidas, their
walking up and down,*” dawn coming upon them with its bird-cries
while they are still at the door*® — these are unmistakable, and reveal
the genre of the whole song to be a komos. Lines 122-4 allow identifica-
tion of other komastic topoi in the rest of the song: the topical threat to
the beloved that his beauty is fading,* put partly and cleverly into the
mouth not of the komast but of women, the natural competitors of a
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beautiful boy (120-1); the resort to a witch by the lover in the hope of
getting rid of his love by magical means (126-7);% the attack on the
lover’s rival (125);% and the pitilessness of the beloved (119).52 The
prayers to Pan and the Cupids to bring Aratus’ beloved to him are also
topical in that they are substitutes for the normal pleas of the lover tothe
beloved.

What is unusual about this komos is that, as in Theocritus Idyll 6 6ff.,
the komast himself does not speak; the speaker is someone else, Simi-
chidas, who speaks vicariously on behalf of the komast. This sophistica-
tion is more easily comprehensible here than in Zdyll 6 ; komasts were
often accompanied by friends or slaves, and it is not unnatural that one
of these attendants should speak on the komast’s behalf; but the reason
why the bucolic character Daphnis speaks on behalf of Galatea is at first
more difficult to understand.

As well as having a substitute speaker, the komos also exemplifies
reaction. This takes the form of change of mind on the part of the vica-
rious speaker which leads him to an exhortation that both vicarious
speaker and logical speaker should together abandon the komos. Speaker-
variation is employed so that the change of mind can be putin the mouth
of Simichidas in order to imply that Aratus himself has not necessarily
abandoned his love of Philinus. The substitution of prayers to the gods
for pleas to Philinus is also connected with the change of mind in the
komos. Although Philinus is the logical addressee of the komos, he is not
theactual addressee. The godsareactual addressees(see p. 226 ) ;therefore
Philinus does not reject direct pleas; the gods reject them or at most Phil-
inus rejects indirect pleas. The fact that Philinus does not reject direct
pleas further hints that Aratus is not necessarily involved in the change
of mind. At the same time the pleas to the gods imply that the change
of mind is sensible as far as Simichidas is concerned, because the highest
powers operative in the matter ~ Pan the bucolic god and patron of coun-
trymen and therefore patron of the characters of Idyll7, and also the gods
of love themselves — have been invoked by Simichidas sithout result.

The result of these generic sophistications is a literary artefact whose
subtlety is increased by the withholding of the information that the song
is a komos until near its end — in fact up to the change of mind. It is also
a clear delineation of a psychological contrast between Aratus, unable to
commit himself to the abandonment of his love for Philinus, and his
friend Simichidas, able and willing to make such a decision for Aratus,
but at the same time paradoxically himself hopelessly in love with
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someone else Myrto (g6-7 ). Moreover, the pathos of the situation is
enhanced by the fact that Simichidas, in advising Aratus to abandon an
unsuccessful and harmful love, is doing what in antiquity was considered
to be the duty of a friend in such circumstances,* while at the same time
he is in need of such advice himself. Two more small but clever touches
in the prayers (103-19) may be mentioned: the rough threats to Pan
not only produce bucolic credibility, but also contrast with the more
humble and pleasing attitude of Simichidas towards the Cupids, a
difference of approach which shows a realistic view of which gods have
power to affect the issue. Moreover, the threats to Pan, should he not act
on behalf of Aratus the lover, reflect in exaggeratedly humorous terms
and so amplify the commonplace sufferings of unsuccessful komastic
lovers. Pan is threatened with stripes (106ff.), biting and scratching
(109-10), sleeping rough on nettles, that s, sleeplessness (110 ), excessive
cold (111-12), and excessive heat (113-14). These are fit punishments
for a god who neglects the komastic sufferings of Aratus — the heat of
love (102), his rough nights at the door and weary feet (122-3), the
chill of dawn (124).

In Propertius 2 16 we have yet another kind of substitute speaker:

Praetor ab Illyricis uenit modo, Cynthia, terris,
maxima praeda tibi, maxima cura mihi.
non potuit saxo uitam posuisse Cerauno?
a, Neptune, tibi qualia dona darem!
& nunc sine me plena fiunt conuinia mensa,
nunc sine me tota ianua nocte patet.
quare, si sapis, oblatas ne desere messis
et stolidum pleno uellere carpe pecus;
deinde, ubi consumpto restabit munere pauper,
10 dic alias iterum nauiget Illyrias!
Cynthia non sequitur fascis nec curat honores,
semper amatorum ponderat una sinus.
at tu nunc nostro, Venus, o succurre dolori,
rumpat ut assiduis membra libidinibus!
15 ergo muneribus quiuis mercatur amorem?
TIuppiter, indigna merce puella perit.
semper in Oceanum mittit me quaerere gemmas,
et iubet ex ipsa tollere dona Tyro.
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atque utinam Romae nemo esset diues, et ipse
straminea posset dux habitare casa!

numquam uenales essent ad munus amicae,
atque una fieret cana puella domo;

numgquam septenas noctes seiuncta cubares,
candida tam foedo bracchia fusa uiro;

non quia peccarim (testor te), sed quia uulgo
formosis leuitas semper amica fuit.

barbarus exclusis agitat uestigia lumbis —
et subito felix nunc mea regna tenet!

aspice quid donis Eriphyla inuenit amaris,
arserit et quantis nupta Creusa malis.

nullane sedabit nostros iniuria fletus?
an dolor hic uitiis nescit abesse tuis?

tot iam abiere dies, cum me nec cura theatri
nec tetigit Campi, nec mea mensa iuuat.

at pudeat certe, pudeat! — nisi forte, quod aiunt,
turpis amor surdis auribus esse solet.

cerne ducem, modo fremitu compleuit inani
Actia damnatis aequora militibus:

hunc infamis amor uersis dare terga carinis
iussit et extremo quaerere in orbe fugam.

Caesaris haec uirtus et gloria Caesaris haec est:
illa, qua uicit, condidit arma manu.

sed quascumque tibi uestis, quoscumque smaragdos,
quosue dedit flauo lumine chrysolithos,

haec uideam rapidas in nanum ferre procellas:
quae tibi terra, uelim, quae tibi fiat aqua.

non semper placidus periuros ridet amantis
Iuppiter et surda neglegit aure preces.

uidistis toto sonitus percurrere caelo,
fulminaque aetheria desiluisse domo:

non haec Pleiades faciunt neque aquosus Orion,
nec sic de nihilo fulminis ira cadit;

periuras tunc ille solet punire puellas,
deceptus quoniam fleuit et ipse deus.

quare ne tibi sit tanti Sidonia uestis,
ut timeas, quotiens nubilus Auster erit.
Propertius 2 16
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This elegy is an inverse prosphonetikon. Its logical addressee is that same
praetor who in 1 8 was inviting Cynthia to accompany him abroad. He
has now returned to Rome and is once more trying, apparently with
success, to oust Propertius from Cynthia’s affections. The prosphonetikon
Propertius addresses to him expresses an inversion of the normal pros-
phonetic sentiments. But Propertius is not uttering the elegy from an
independent standpoint: he is speaking with reference to Cynthia. His
position is very like that of Simichidas in the latter part of his song in
Theocritus Idyll 7. After the reaction has occurred in that komos,
Simichidas is simultaneously trying to act for Aratus by abandoning the
komos and trying to influence him to share his own viewpoint with, as is
implied, dubious prospects of success. So in 2 16 Propertius is at once
trying to speak for Cynthia in offering the praetor a non-welcome and
trying to influence her not to welcome the praetor. Propertius’ effort is
both pathetic and paradoxical, since it is too late: Cynthia has already
received the praetor (5ff., 25ff. ). The result is that, although Propertius
can besaid to be a substitute speaker and to be acting on behalf of Cynthia,
he cannot simply be said to be acting in her interests. Rather, he is
acting in what he and not necessarily she cousiders to be Cynthia’s
interests and against the generic function of the prosphonetikon, so as
to produce an inversion of that genre.

It will be seen that many degrees and types of implicationin the func-
tion and subject-matter of the genres can be found in the substitute
speakers in the examples so far treated. This ranges from (apparently)
very little in the case of Horace Odes 1 36, to a little in Theocritus Idyll
6 6- 40, to a fair amount in the case of the two kletic hymns, in Propertius
5 12 and Theocritus Idyll 7 g6ff., to a great deal here in Propertius
216.

In the first few lines of 2 16 Propertius briefly handles many of the
standard prosphonetic topoi, inverting them where this is suitable. Line
1 announces the return of the praetor (B1, uenit), states where he has
come from (B2), and introduces as an interested party, Cynthia, who
should be regarded as the logical speaker of the poem. Line 2 specifies
the diverse nature of the concerns of the poet and Cynthia in what turns
out to be both a forewarning of the more specific inversions to come and
a programmatic anticipation of the two major themes of the elegy (see
below). In 3-6 the inversion becomes open and apparent. Normally the
prosphonetic speaker announces the safety of the returried traveller
(B7), in spite of the dangers the traveller has experienced (88), and
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rejoices in this safety (B11). Propertius announces the praetor’s safety
by implication in 3, but at the same time, instead of rejoicing init, wishes
that the praetor had perished at Acroceraunia, the most dangerous part of
the voyage from Epirus to Italy. Similarly, where most prosphonetika
describe the paying vows to the gods for the safe return of the person
being welcomed (86, 16), Propertius ( 4 ) says that he would be making
great sacrifices to the sea-god Neptune if the praetor had perished. At5a
‘welcoming banquet’ for the praetor (818 ) is being held. A ‘welcoming
banquet’ did not have to be held immediately on the traveller’s return
(see Plutarch Moralia 678c); in this case the praetor has been back for
seven days (23 ). Propertius is no joyful participant at this celebration;
instead he is excluded and the erotic aspect of the banquet (B1g) is in
full swing in 6, with the praetor and not Propertius enjoying Cynthia.

The first six lines thus constitute a clear announcement of the genre of
2 16. This is necessary as a prelude to the presentation of subtle varia-
tions and amplifications of standard topoi ; the mode of generic presenta-
tion is reminiscent of Theocritus Zdy!l 12, another example of the same
genre. The remainder of 2 16 is for the most part made up of macrologic
reiterations of two topoi. The first is the notion of the praetor as spoil for
Cynthia (7-12, 15-32, 43-55). The specific provision of gifts to Cynthia
by the praetor is emphasized at 7-12, 21-2, 29-30, 43-4. This theme is
amplified first with rhetorical ¢ vituperation of wealth’ material (15ff.):
there Propertius blames wealth among other things for Cynthia’s cor-
ruption by the praetor. It is also filled out with warnings to Cynthia that
the punishment of perjury will fall on her ( 47ff. ).3* The second recurrent
topos of the rest of the poem is the notion of the praetor as source of con-
cern to Propertius; this is expressed specificelly in 13-14 and 31-6, as
well as colouring the whole elegy.

Both these reiterated topoi are anticipated in 2 ; in addition, they arein
various senses inversions of normal prosphonetic topoi. Returning trav-
ellers normally brought back for their friends or loved ones small gifts
from abroad, which were treasured for their sentimental rather than
their intrinsic value.*® Naturally we do not find mention of these gifts
in prosphonetic speeches. It is because such gifts were given but are not
mentioned in friendly prosphonetika that Propertius places so much em-
phasison theminthisinverse prosphonetikon. His purpose is to cast total
doubt on Cynthia’s motives for welcoming the praetor, and to insult the
praetor as someone welcome only for his money. Propertius constantly
stresses something connected with the return of travellers but normally
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passed over in tactful silence. The inversion, in this sense, of a pros-
phonetic topos is a master stroke. It is combined with an instruction to
Cynthia that, when she has fleeced the praetor, she should tell him to be
off on his travels again (g-10). This expresses an attitude very far from
that of the friendly prosphonetic speaker, whose last wish was that the
returned traveller should once more depart. '

Propertius’ concern is the inversion of the normal prosphonetic
speaker’s repeated exclamations and manifestations of pleasure at the
arrival of the traveller. Just as the friendly prosphonetic speaker tells,
sometimes at length, of the pleasant effects on him of the arrival (B11),
so Propertius tells how the coming of the praetor has soured his whole
life. The themes of spoil and concern could also be said to be interlinked
in that both are, in a sense, inversions of B11 — the joys and benefits
conferred on the welcomer by the arrival of the traveller. Cynthia the
logical speaker will get money, and by implication nothing else; Pro-
pertius the actual and substitute speaker will experience concern, the
inversion of joy.

Propertius in 2 16 spoke against the aspirations of the praetor, the
logical addressee of the prosphonetikon. This was because, as substitute
speaker, he was acting on behalf of the logical speaker Cynthia, although
what he said was contrary to her temporary desires. Horace in Odes 5 7
employs a slightly different sophistication: as substitute speaker he
acts against the aspirations of the logical speaker and in the long-term
interests of the addressee.

Quid fles, Asterie, quem tibi candidi
primo restituent uere Fauonii
Thyna merce beatum,
constantis iuuenem fide

5 Gygen? ille Notis actus ad Oricum
post insana Caprae sidera frigidas
noctes non sine multis
insomnis lacrimis agit.

atqui sollicitae nuntius hospitae,
10 suspirare Chloen et miseram tuis
dicens ignibus uri,
temptat mille uafer modis.

ut Proetumn mulier perfida credulum
falsis imypulerit criminibus nimis
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15  casto Bellerophontae
maturare necem refert:

narrat paene datum Pelea Tartaro,
Magnessam Hippolyten dum fugit abstinens;
et peccare docentis
20 fallax historias monet.
frustra: nam scopulis surdior Icari
uoces audit adhuc integer. at tibi
ne uicinus Enipeus
plus iusto placeat caue;

25 quamuis non alius flectere equum sciens
aeque conspicitur gramine Martio,
nec quisquam citus aeque
Tusco denatat alueo.

prima nocte domum claude neque in uias
30 sub cantu querulae despice tibiae,
et te saepe uocanti
duram difficilis mane.
Horace Odes 3 7

The result is that apparent impossibility, an inverse komos. It comes
about in the following way : Enipeus is attempting by komastic means to
gain the love of Asterie. Horace speaks as a substitute for Enipeus; but
instead of speaking to persuade Asterie to admit the komast Enipeus (as
the substitute speaker Simichidas in Theocritus Idyll 7 g6ff. at first
tries to persuade Philinus to admit Aratus), he inverts the function of
the komos: he speaks to persuade Asterie not to admit Enipeus. Horace
specifies the genre in a few selected topoi delayed until the last stanza.
Asterie is told to shut up her house at nightfall, that is to close the door
(29), and not to look out; despicere (30) is the Latin equivalent of
mapaxvrrew (peep out), which is the characteristic behaviour of
komastic beloveds likely to open the door to komasts.3? Enipeus will be
playing his tibiae, musical instruments frequently being part of the
accoutrements of komasts.s® Enipeus will often call Asterie dura, as
komasts often attack their beloveds’ cruelty,* but she is to remain un-
willing (32 ). The komastic niature of this scene is unmistakable and the
retention of it until the end of the ode compounds the generic humour of
the apparently impossible inversion.
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Horace means us to look back from the last stanza to other komastic
material in the rest of the ode, as does Theocritus in some of the Theo-
critean komoi previously discussed.® At 23 Enipeus is first mentioned.
Horace asks Asterie not to favour Enipeus more than is right, even
though he is a fine horseman and swimmer. When Horace talks about
Enipeus’ athletic prowess he is alluding to his good looks, the connexion
between athletics and good looks being commonplace in antiquity.s! In
thus advising Asterie not to be swayed by Enipeus’ good looks, Horace is
inverting a standard komastic topos: the komast’s use of his good looks
as an argument for admission.s2

In 5-22 Horace has employed the principle of inclusion; these lines
are an example of another variant of the same genre (komos) to which
the ode as a whole belongs. The included example is of an ordinary, not
of an inverse komos. The use Horace makes of the included normal
komos shows how skilled he was in handling generic sophistications. His
injunctions to Asterie that she should not yield to Enipeus’ komos are
prefaced by a description of an analogous situation in which Asterie’s
husband Gyges, who is a merchant and abroad, is the object of an un-
successful komos made on behalf of his foreign hostess Chloe. Chloe
sends a messenger to Gyges to convey her feelings for him, We may
compare Theocritus Jdyll 6 31-2 for another messenger who speaks as a
go-between on behalf of a woman in a komastic situation. The messenger
tells Gyges that Chloe is in love with him and on fire for him, attempts
his virtue in a thousand ways, and uses myths to try to persuade him to
be unfaithful to Asterie and to yield to Chloe (13ff.). This included
komos omits much of the komastic situation and relies upon the proxi-
mity of the overall example to clarify its generic identity in the eyes of
the reader.5?

It is noticeable in Horace Odes 5 7 that there is a substitute speaker in
the included komos as well as in the overall komos. In the included
komos the messenger urges Gyges the beloved to yield to the komast
Chloe, as in contrast Horace in the overall komos is a substitute speaker
urging the beloved Asterie not to yield to the komast Enipeus. The
parallelism between the two situations goes even further: Chloe is
Gyges' hostess, Enipeus is Asterie’s neighbour; both thus have ready
access to the objects of their komoi. Just as Horace tells Asterie a story
about Gyges to persuade her not to yield to Enipeus, so the messenger
tells Gyges myths to induce him to yield to Chloe. Moreover, the myths
told by the messenger to Gyges present contexts identical with his own,
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in which women are in love with their guests. The myths also present
to Gyges the hidden threat of a fate similar to that of the virtuous
Bellerophon and Peleus, comparisons which give Gyges a heroic stature.
In the same way Horace's tale to Asterie about her husband Gyges not
only reminds her of his chastity, but also stimulates her to refuse
Enipeus by showing her that Gyges is refusing Chloe in a context
identical in every respect with Asterie’s own situation, except that Gyges
is also incurring personal danger by his refusal.

To round off this discussion, an example may be added where the use
of a vicarious speaker is justified within the poem by a declaration of
total identity of interest® between the actual substitute speaker and the
logical subject (Horace Odes 1 7 — epibaterion).

Laudabunt alii claram Rhodon aut Mytilenen
aut Epheson bimarisque Corinthi
moenia uel Baccho Thebas uel Apolline Delphos
insignis aut Thessala Tempe:
5 sunt quibus unum opus est intactae Palladis urbem
carmine perpetuo celebrare et
undique decerptam fronti praeponere oliuam:
plurimus in Iunonis honorem
_ aptum dicet equis Argos ditisque Mycenas:
10 me nec tam patiens Lacedaemon
nec tam Larisae percussit campus opimae,
quam domus Albuneae resonantis
et praeceps Anio ac Tiburni lucus et uda
mobilibus pomaria riuis.
15 albus ut obscuro deterget nubila caelo
saepe Notus neque parturit imbris
perpetuo, sic tu sapiens finire memento
tristitiam uitaeque labores
molli, Plance, mero, seu te fulgentia signis
20  castra tenent seu densa tenebit
Tiburis umbra tui. Teucer Salamina patremque
cum fugeret, tamen uda Lyaeo
tempora populea fertur uinxisse corona,
sic tristis adfatus amicos:
25 ‘quo nos cumque feret melior fortuna parente,
ibimus, o socii comitesque,
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nil desperandum Teucro duce et auspice Teucro;
certus enim promisit Apollo
ambiguam tellure noua Salamina futuram.
50 o fortes peioraque passi
mecum saepe uiri, nunc uino pellite curas;
cras ingens iterabimus aequor.’

It should of course be observed that the device of a substitute speaker is
one means whereby in a lyric example of a genre the logical speaker can
be anyone different from the actual ego-figure speaker of lyrics.* The
generic identification of Odes 1 7 goes some way towards solving old
problems connected with it. At first sight the ode does not seem to have
any obvious unity of theme but to fall into three sections, the priamel
(1ff.), the central portion (15ff.), and the myth of Teucer (21ff.).
Generic identification is rendered more difficult by the occurrence in
the ode of two major sophistications. I'irst, the epibateric situation is
placed in the future (zenebit 20) not, as is normal, in the present — a
formal sophistication (pp. 127-8). Second, Horace makes himself a sub-
stitute speaker for Munatius. Odes 1 7 is that type of epibaterion which
is usually uttered by the returning traveller on arrival at his native city
(Menander 382 10ff.). Horace places himself in the position of substitute
speaker, Munatius being the logical speaker. This latter device, as well
as having the technical justification mentioned above, allows Munatius’
feelings to be expressed in an indirect and therefore dignified way. In
order to explain it, Horace stresses the identity of interest which allows
him to interpret and express Munatius’ feelings vicariously: Horace
loves Tibur so much (10ff.) that he can understand and describe how
Munatius, whose home was Tibur (20-1), will feel on his return there.

The rhetorical account of the contents of this type of epibaterion
(Menander 3z82ff.) does much to illuminate the subject-matter of Odes
1 7.6 Menander’s prescription can be summarized as follows:
(1) The returner’s affection for his native city expressed in many ways
including the following:

dMou pév ydap dMois yalpovaw, oi uév immos, oi 8¢ émlos,

éyed 8¢ dyamd iy épavrod matpida ratl voullw pndév Siadépewv

T mepi TavTyy émbuplav Ths mepl ™y deriva, v o fAos €

wkeavod éxtelver pavels:

Menander 382 19-23
‘Some like one thing, some another: some horses, some weapons; I
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love my country and I believe that my desire for it is as great as my
desire for the heam that the risen sun extends from the sea.’

(ii) Praise of the founder of the city.

(iii) A description of the city's physical features.

(iv) A description of the city’s development(?) (dvarpog ).

(v) A description of the character of the inhabitants.

(vi) A description of the actions of the inhabitants in terms of the four
virtue division, embroidered by comparisons.

(vii) A general comparison of the city with others,

(viii) Epilogue ~ the city and its buildings.

No epibaterion of return to one’s home country, even a long prose
oration, could be expected to include all this material in great detail. A
poetic epibaterion, especially one written by Horace, would be expected
to be brief and to shed some items. Horace Odes 1 7 appears to employ
material from sections (i), (ii), (iii), (v), and {vii).

The priamel with which the ode begins (1-14) is an amplified equiva-
lent of the priamel found in the generic prescription and fulfils the same
function of indicating preference for the homeland. In the prescription
the homeland is compared to other objects of desire, in the ode to other
towns. Comparison of one’s own homeland with other towns was con-
ventional in rhetoric and later on in the epibateric prescription such
comparisons are prescribed. The elaborate priamel at the beginning of
Odes 1 7 therefore embraces topoi from (vii) as well as (i).

Interwoven into the final stage of this long priamel are topoi from (ii)
and (iii), namely praise of one of the founders of Tibur, Tiburnus, and
of the prehistoric native nymph Albunea, combined with descriptions of
celebrated natural features of Tibur (12-14 ). The description of natural
features continues in densa umbra (21) and the praise of the city’s
ancient history in the allusive reference to Hercules, the patron god of
Tibur, within the myth (25).

The myth appears to belong to section (v) of the generic prescrip-
tion, and the clue which points to this is non-generic and structural.
The myth and the priamel are passages balanced in length, sited in
counterposition at the end and at the beginning of the poem respectively,
and together contrasting with the short central portion of the ode, which
relates to Munatius. In the priamel a number of Greek towns are men-
tioned which are celebrated in one way or another, and these towns

preface the introduction of the Italian Tibur to which they are com-
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pared to their disadvantage. Within the myth the Greek Teucer goes
into exile in Cyprus, the place of his exile becoming for him a new home
named after his old home, Salamis. This Greek myth highlights a cele-
brated and parallel feature of the Italian Tibur, that it was a pleasant
place of exile for Romans in early times; Livy, for example, records that
it gave refuge to M.Claudius (3 58) and C.Matienus (43 2). Other
towns near Rome, such as Praeneste, Ardea and Lavinium, also received
early exiles (Livy 2 2; 3 29; 5 43); but Tibur, perhaps because of its
great scenic beauty, seems to have become regarded as the prototype for
a place of exile. Ovid, when himself an exile in Tomis, ends a catalogue
of earlier fellow exiles with:

uenit ad Adrastum Tydeus Calydone fugatus,
et Teucrum Veneri grata recepit humus.

quid referam ueteres Romanae gentis, apud quos
exulibus tellus ultima Tibur erat?
Ovid Epistulae ex Ponto 1 3 79-82

The fact that Teucer occurs last in Ovid’s list of exiles and that he and his
Cypriot place of exileimmediately precede Tibur may well be an accident
and unrelated to Horace Odes 1 7. But the whole passage ( Epistulae ex
Ponto 1 3 61ff. ) shows what Tibur meant to Augustans in the context of
exile. Tibur then, as a standard and pleasant place of exile, corresponds
with the new Salamis of the Teucer myth. In generic terms, therefore,
the myth belongs to section (v) of the generic prescription because it
tells of the character of the inhabitants of Tibur, revealing that they are
hospitable people who offer strangers in exile their own city as a home-
from-home. This welcome, of course, consisted in part of the full citizen
rights which the early Roman exiles received in their nearby refuge.¢’
We may compare part of this section of Menander’s prescription:

épeis olv S1v mpds Tods Eévovs Prdvlpwmos, & mpds Td
ovpfodata voppos, STe pel® Jpovolas auvowcobow dAMfAos,
kai Ore dmoior mpds dAjdovs, Towdror kal mpds Tods Efwlev.
Menander 384 22-5
‘You will say therefore that the city is kind to strangers, that it is
law-abiding in keeping treaties, that its people live together in har-
mony and that they treat foreigners as they treat one another.’

But the myth also says something about Munatius Plancus, who was
not being exiled but was a native of Tibur returning to his homeland.
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It is able to do se because Teucer’s placo of exile was the homonymous
Salamis in Cyprus, which became in reality as well as in name Teucer’s
second homeland. Horace underlines the relevance of the myth to
Munatius by taking pains to associate Munatius and Teucer in his depic-
tion of them both as care-worn and banishing their cares with wine
(14ff., 21ff.). The significance of all this is that Tibur, the town so kindly
to exiles, will give an even greater welcome to its own son Munatius.

The above explanation of the meaning of the Teucer myth is offered
as an explanation of the exoteric meaning. The complomentary esoteric
meaning of the myth, that is the meaning as Munatius and Roman
readers politically aware would have seen it, is well expressed in a recent
modification of Kumaniecki's theory (see Williams 83-5, 763-4). This
interpretation is that Horace is consoling Munatius for the death in 43
BC of his brother Plautius Plancus in circumstances in which Munatius
was unable to help him, by referring discreetly to Teucer who had lost
a brother in similar circumstances. The most valid objection to this
notion has always been not that Horace’s allusion would have been
tactless but that it was an esoteric connexion unintelligible outside a
small circle; the ordinary reader would have been left wondering what
the connexion was between Tiber and Teucer. The exile hypothesis
put forward above, if correct, disposes of this objection, and it is now
possible to turn the accusation of tactlessness®® and ask if it would not
have been crass stupidity on Horace’s part to recount the Teucer legend
in a poem addressed to Munatius Plancus had he not intended an accept-
able allusion to Plautius Plancus. We may compare another Horatian
passage where a similar double (esoteric and exoteric) significance is
intended. This is Epode 14 g-14, where Bathyllus was for most readers
Anacreon’s boyfriend and for the informed few the Bathyllus of
Maecenas. There is one further link between Tibur, exile, and Plautius
Plancus worth mentioning briefly, although no conclusion can be drawn
from it. According to a colebrated legond,® in the year 311 BC the
flute-players of Rome, incensed at restrictions on their conduct, went
into voluntary exile at Tibur in a body. Ovid, probably writing from
exile in Tomis and telling this story in Fast' 6, again takes occasion to
comment on Tibur as a place of exile:

exilio mutant Urbem Tiburque recedunt,
exilium quodam tempore Tibur erat!
665-6
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The censors at the time, who were responsible for the restrictions, were
Appius Claudius Caecus and C.Plautius Venox. Religious life suffered
at Rome and eventually the flute-players were tricked into returning.
C.Plautius Venox was probably believed to have connived at their
return by providing them with masks. That Plautius Venox was or was
thought to be a relative of the Plautii of Tibur, and that the memory of
these events was still green in Horace’s day, is shown by coins of L.
Plautius Plancus, the brother of Munatius Plancus, issued ¢. 45 BC,
which carry representations of masks.”

A poem where an animal is the actual speaker and a human being is
the logical speaker is Callimachus Epigram g (Pf.) (anathematikon).
The dedicator is the logical speaker in a dedicatory poem. But sometimes,
as here, the dedication is put into the mouth of the thing dedicated, in
this case a conch, which recounts its life history prior to being dedicated.
We may compare Catullus 4, where the ship being dedicated behavesin
a similar fashion.

Objects also sometimes function as actual speakers in cases where a
human speaker is the logical speaker. Although in most funerary epi-
grams an unidentified human is the speaker, in some the tomb itself
speaks, for example A4.P. 7 82 (Anon.), g1 [ Diogenes Laertius]. An-
other example is Propertius 1 16 (komos). The door frequented by a
komast is the actual speaker at the beginning (1-16) and the end (45-8)
of this elegy. The central section is the speech of the komast. The door is
speaking in the interests of the logical addressee, the beloved, and
against those of the logical speaker, the komast. In Propertius 1 16 there
are therefore joint speakers, the door — an object ~ which is substitute
actual speaker of part of the elegy (cp. Horace in Odes 3 7), and the
komast, the logical human speaker of the komos, who is also actual
speaker of part of it. The significance of these sophistications will be
treated in Chapter g where a further application of a constructive prin-
ciple in the elegy, the address to the door in 17-44, will be discussed.
Speakers Employing Substitutes. The logical speaker of the genre employs
a substitute speaker in two short Catullan lyrics (11, 42 ). In 11 (renun-
tiatio amoris) Catullus, instead of delivering his rejection directly to
Lesbia, tells Furius and Aurelius to give her a message renouncing his
love. The purpose of this device is partly to express Catullus’ psychologi-
cal state and partly to insult all concerned - Furius, Aurelius, and Lesbia.
Catullus’ mood of renunciation is such that he cannot even bear to speak
to Lesbia directly, but seeks toseparate himself still further from her by
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means of interposed persons. These persons are enemies of Catullus:
this is clear elsewhere in Catullus’ work and is made clear here.” The
contrast between the trivial nature of Catullus’ request to Furius and
Aurelius and the long and inflated topos on friendship (1-14) shows
Catullus’ lack of sincerity in his declaration of Furius’ and Aurelius’
friendship for him. Catullus is insulting these enemies of his by making
them his lackeys in such a sordid matter, by accompanying his request
with such open and exaggerated insincerity, and finally by couching the
message in obscene terms (mocchis 17, ilia rumpens 20). Such language,
although at home in Catullus’ tambi (vituperative poetry ), is designedly
out of place in this lyric; it is meant to clash with the language of the
first four stanzas and of the last stanza, and it is put into the mouths of
Furius and Aurelius as an insult to them. Lesbia is insulted not only by
having this language directed towards her but by having such foul
characters as Furius and Aurelius employed as messengers to her.

In Catullus 42 (flagitatio) Catullus appoints his verses (kendecasyl-
labr) as substitute speakers. This is an altogether more light-hearted
effort: the purpose of the substitute speakers is partly to supply for
Catullus the necessary crowd of witnesses and, if possible, fellow partici-
pants in the flagitatio; it is also partly to soften the reaction (change of
mind) which occurs in 21 (see p. 148). It is easier for Catullus to intro-
duce this change of mind if the worst preceding insults against the
addressee can by a convenient fiction be put not into his own mouth but
into those of the verses, The effect of separating logical speaker and
addressee by interposing a substituted speaker can also be observed here.
Joint Speakers. These are perhaps not a very common phenomenon.
They have been found (p. 174) in Tibullus 1 6 (erotodidaxis). In this
elegy, along with Tibullus himself (1-42, 75-86), there is a substitute
speaker in Tibullus’ interest, the priestess of Bellona (43-56), and a
substitute speaker employed by Tibullus, Delia’s mother (57-72).7 In
Propertius 1 16 (komos) the door speaks (1-16, 45-8) as well as the
komast (17-48, see pp. 230-1). '
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The standard addressee can be defined for the purposes of this chapter in
more or less the same terms as the standard speaker was defined in
Chapter 8. The standard addressee is human rather than a god, animal,
thing or collective body; he is distinct from the addressee; he is not a
substitute addressee, that is he neither acts for the state when the state
is the real generic protagonist nor does he function as addressee partly
or wholly on behalf of or in place of the appropriate human generic
protagonist. He is not a joint addressee and he stands in a certain status
relationship with the speaker.

We can now treat examples of addressee-variation as divergences

from the various characteristics of the standard addressee,
Non-human Addressees. In hymns and prayers a divine addressee is the
norm and so, in these specialized examples of various genres, a divine
addressee should not be considered a generic sophistication. But cases
do arise where a god is addressee in a context where a human addressee
is usual: Moschus I is one;! here the object Eros is divine, where a
human object would be normal. Such cases involve generic originality
and are significant. However, the real oddity in this area (which does
not easily fit into the framework proposed) is when a human being is
given godlike attributes and addressed in hymns and prayers. This is
honorific; it occurs, for example, in the prosphonetic hymn to Demeter
and to a more prominent addressee, the human Demetrius Polior-
ketes (preserved at Athenaeus Deipnosophistae 253 D-F), and in the
paean in honour of T.Flamininus (Powell, Collectanea Alexandrina
P-173).

An animal as object is common in funerary poems, where the death
of an animal isin question rather than the death of a human: for example
Catullus 3, and the other cases cited by C.J. Fordyce ad loc.

A thing (or a collective body ) as addressee is exemplified in a limited
sense by Horace Odes 1 14:

O nauis, referent in mare te noui
fluctus! o quid agis? fortiter occupa
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portum! nonne uides ut
nudum remigio latus,

5 et malus celeri saucius Africo,
antennaeque gemant, ac sine funibus
uix durare carinae
possint imperiosius
aequor? non tibi sunt integra lintea,
10 non di quos iterum pressa uoces malo,
quamuis Pontica pinus,
siluae filia nobilis,

iactes et genus et nomen inutile,
nil pictis timidus nauita puppibus
15  fidit. tu, nisi uentis
debes ludibrium, caue.

nuper sollicitum quae mihi taedium,
nunc desiderium curaque non leuis,
interfusa nitentis
20 uites aequora Cycladas.

The ship represents allegorically the state,? so that the ship-state is the
logical as well as the actual addressee. The ode is a propemptikon of the
commonest type.’ Stanzas one to four contain schetliasmos which em-
Ploys as deterrents propemptic topoi concerned with the dangers of the
sea — bad winds, bad seas, the terrified sailor (cp., e.g. Ovid Amores 2
11).4 Another propemptic topos is an amusing variant of the common-
place on ‘owing’ which Horace knew (15-16).

Stanza five is not easy to understand in any terms, generic or non-
generic. From the generic point of view the main difficulty is this: up
to 16 we clearly have schetliasmos; in 19-20 we have good wishes for the
ship’s journey; but it is by no means clear where the schetliasmos ends
and the second part of the propemptikon begins. The apparent lack of
the usual verbal signals indicating this is puzzling, since an ancient
audience depended on such signals as much as we do.

There is one way of approaching stanza five which allows us to discern
in it the verbal signals required. On accepted interpretations nuper,
etc. (17), refers to those previous occasions when the ship was at sea and
when it was storm-damaged (1ff.), and nunc, etc., (18) to the ship’s pre-
sent position. It is true that nunc refers to the latter subject; desidertum
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is an emotion normally felt for someone or something once possessed
and not at the moment possessed. For Horace to call the ship his desi-
derium in 18 accords with the picture of it already setting out (1ff.) and
with the implication of wtes (20), namely that the ship is under way.
For the language wo may compare the mdfo: (longings) and mpounfia
(anxiety ) of Ismene for her absent father (Sophocles Oedipus Coloneus
332, 554 ). Since desiderium has this significance and since 18 therefore
refers to the ship’s being under way with Horace’s blessing, 18 is part of
the second, affectionate good wishes / encomium section of the propemp-
tikon.

It is also true that 17 refers to Horace's feelings about the past voyages
of the ship. The ship’s situation in Odes 1 14 is precisely paralleled by
part of a speech of Iolaus in Euripides Heracleidae.

& Téry’, éovypev vavridowaw, oitwes

xetpdvos éxduydvres dypiov pévos

és xeipa yij owijpav, elra xepodfev
430 mvowalow JAdOnoav és mévrov wdAw.

obTw 8¢ xNueis 7Hod’ drwlovpecla yijs

18n mpos drrals vres Wbs oeowapévor.

427-32

But 17 has another function within the generic layout of the ode. It will
be remembered that Menander instructed his propemptic speaker to
utter a full schetliasmos and then another, presumably very brief,
schetliasmos, before going on with his good wishes. The second schet-
liasmos is that of a speaker who supposedly has wished to persuade the
traveller to remain, but has failed to persuade him. Line 17 represents
in Horace Odes 1 14 this second schetliasmos prescribed by Menander
and found elsewhere in literary propemptika. Sollicitum taedium is
presumably taedium sollicitudinis (being weary of feeling anxious) (cp.
taediurn curarum ), and so a good description of the effect of absence on
someone feeling affection for the absentee.? The propemptic speaker who
has wished to persuade and failed to do so can therefore use these words
appropriately as his second schetliasmos. If this suggestion is correct,
the ode does contain verbal signals that the schetliasn:os is over. Lines
17-18 are not then repetitious emotionalism, but through the contrast
between nuper and nunc they accord with the Menandrian pattern of
second schetliasmos followed by change of mind and affectionate good
wishes.
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One further generic feature of Odes 1 14 calls for comment: the ship-
state is a superior addressee. Yet Horace employs schetliasmos towards
it and, when his schetliasmos is over, expresses affection rather than
encomium. Thus he treats a superior addressee in a fashion normally
reserved for an equal addressee (see p. g and below, p. 235ff. ). We must
not beovermechanical in such distinctions, but Horace is clearly achiev-
ing a major sophistication in this matter, By using schetliasmos and dis-
playing affection in highly personal terms Horace is demonstrating his
love of his country in a much more affecting way than could have been
achieved by encomium. He is also justifying the fact that he ventures to
comment on affairs of state. Just as in Epode 16 he established his right
to advise the state by his adoption of a prophetic role, so here he first
allegorizes the state as a ship, a device which places him in the tradi-
tion of Alcaeus, and then represents himself as a ‘lover of the city’,
a self-portrait which allows him to speak freely without attracting
censure.®

A better example of a thing as addressee is Horace Odes 3 21. In this
ode a wine-jar is given the attributes of a god in a hymn-parody. Epi-
bateria and syntaktika sometimes have the land as their addressee. This
is usually a polis, which is a body of men. But sometimes, as in Sophocles
Philoctetes 1452-71, the physical land itself is the addressee, for Lemnos
was then unpopulated. In Propertius 5 25 the lost writing-tablets are
the object.

A collective body is frequently addressed : many dicanic, symbouleutic,
and public epideictic orations are directed to the people of a state as a
whole or to a collective section of them. Propertius 3 4 is addressed to
such a collective section — the Roman army (see pp. 185ft. ).

Conflation of Speaker and Addressee. In the infrequent cases where
speaker and addressee are not distinct, the logical addressee functions
also as actual speaker. One example of this, Ovid Tristia 3 13, has
already been treated on pp. 135(f. This is an extraordinary poem inother
ways: it is an inverse genethliakon, something which was very rare in
antiquity; and it was composed by an exile. Because there was no one
elso to write about his birthday, Ovid himself treated the subject and
thus increased the pathos of the elegy. The bipersonality of genres is
such a strong tradition that Ovid addresses his personified birthday,
which is thus the actual and substitute addressee. The birthday is pro-
bably to be considered as analogous to a god in this role (cp. Tibullus
2 2).
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As usual Horace has exploited the possibilities of this sophistication to
their fullest:

Cur me querelis exanimas tuis?
nec dis amicum est nec mihi te prius
obire, Maecenas, mearum
grande decus columenque rerum.
5 al te meae si partem animae rapit
maturior uis, quid moror altera,
nec carus aeque nec superstes
integer? ille dies utramque
ducet ruinam. non ego perfidum
10 dixi sacramentum: ibimus, ibimus,
utcumgque praecedes, supremum
carpere iter comites parati.
me nec Chimaerae spiritus igneae
nec, si resurgat, centimanus Gyas
15  diuellet umquam: sic potenti
Tustitiae placitumque Parcis.
seu Libra seu me Scorpios aspicit
formidulosus, pars uiolentior
natalis horae, seu tyrannus
20 Hesperiae Capricornus undae,
utrumque nostrum incredibili modo
consentit astrum: te Iouis impio
tutela Saturno refulgens
eripuit uolucrisque Fati
25 tardauit alas, cum populus frequens
laetum theatris ter crepuit sonum:
me truncus illapsus cerebro
sustulerat, nisi Faunus ictum
dextra levasset, Mercurialium
%0 custos uirorum. reddere uictimas
aedemque uotiuam memento:
nos humilem feriemus agnam.
Horace Odes 2 17

There is a convention, common in many genres, that the speaker identi-
fies his own interest with that of the addressee : in Catullus 1 {anathema-
tikon), the author, in dedicating his book to Cornelius Nenns, tries to
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make it appear that he and Nepos are writers of a kind;® in Statius
Siluae 1 4 115-22 {soteria) the poet declares that his interests and those
of Rutilius Gallicus are linked ; we have already discussed Horace Odes 1
7 in this connexion, on p. 212. These examples of the convention are
of course encomiastic in purpose, and are meant to show the sincerity
of the poet’s feelings. We must observe a distinction between these
examples and Odes 2 17: Catullus 1 is a dedication to Nepos but not also
to Catullus; Stluae 1 4 is a soteria for Gallicus but not also for Statius;
Horace Odes 1 7 is an epibaterion of Plancus but not also of Horace.
However, in Odes 2 17, Horace composed simultaneously a soteria for
Maecenas’ recovery from illness and for his own preservation from an
accident. The interest of the two is identified, but the identification
differs from those mentioned above. The actual and logical speaker of
the soteria for Maecenas is Horace; the actual speaker and logical addres-
see of the soteria for Horace is Horace himself.

The generic identity of Odes 2 17 deserves closer scrutiny, since it
shows Horace’s characteristic selectivity in the use of topoi. This, as
often, means that the genre only becomes clear at the end of the poem:
at 22{f. we are informed that Horace and Maecenas have both been saved
by divine help,!® that Maecenas’ recovery produced public demonstra-
tions of joy,!! and that both must offer soteria suited to their status,!?
Magcenas by offering cattle and a temple, Horace by offering a lamb.
These clearly soteric topoi are preceded by a long passage (stanzas one
to five) in which Horace declares, with many affirmations of affection
for Maecenas, that he and Maecenas will die together, neither preceding
the other; this passage is a specific statement of association of interest.
In a sense Horace produces a hysteron-proteron arrangement of mater-
ial: he does not initially state Maecenas’ recovery from sickness and his
own preservation from accident, and then subsequently introduce, as a
conclusion drawn from this coincidence, his own association of interest
with Maecenas. Instead he makes the joint recovery | safety of Maecenas
and himself act as a subsequent example and proof of their initially
stated association of interest. Furthermore, to enliven this initial state-
ment Horace introduces it in the form of a question referring to an
imaginary event (1 ). This line has sometimes been understood as illus-
trative of Maecenas’ hypochondria which is known from other sources.
Quite apart from the improbability that Horace would proclaim to the
world such a fault in his patron, it is unwise to ignore the conventional
element in such questions at the beginning of poems.!* We can with no
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more security give a biographical interpretation to Odes 2 17 1 than
interpret Propertius 1 22 1-2 literally:

Qualis et unde genus, qui sint mihi, Tulle, Penates,
quaeris pro nostra semper amicitia.

If Tullus, a man from Perugia (3f.), did not know that his protégé
Propertius was from neighbouring Assisi, he was stupid as well as im-
portunate.'4

It might be asked why Horace, in order to enliven the ode, imagined
this situation which has givenrise to biographical misinterpretation. The
reason is probably that Horace wished to affect reluctance to identify
with a greater man. 'T'his encomiastic implication is obtained by the fic-
tion that it is Maecenas who has taken the initiative in identifying with
Horace. The poet’s humility in identifying himself with the addressee
is seen also in Statius Siluae 1 4 115-22 and in Catullus 1. In his first
poem Catullus not only diminishes the importance of his own work in
comparison with that of Nepos but also represents Nepos as having
taken the initiative in liking Catullus’ work. So here Horace represents
Maecenas as taking the initiative in expressing an identity of interest
with himself. This tendency on Horace’s part is confirmed later: in
9-10, where Horace represents himself as swearing an oath of fidelity to
Maecenas but not the reverse (a designation of Maecenas’ superior
status); and in the thank-offerings of the last stanza, where Maecenas,
as befits the superior, makes splendid offerings which contrast with
Horace's humble lamb.

Stanzas oneto five of Odes 2 17 are not merely a statement of identity
of interest: they are that specific kind of statement of identity of interest
relevant to the soteria. Another example of the genre sums up these
stanzas of Horace in one line: ‘wivam si wiuet; st cadet illa, cadam’
(Propertius 2 28 42). The same topos occurs in two other soteria, at
[Tibullus] 5 10 = 4 4 19-20 and Ovid 4mores 2 15 15-16 (see p. 157).
It is the special relevance of this kind of statement to the soteria that
encourages Horace to expand it and make it the theme which the joint
safety of himself and Maecenas exemplifies.

No inclusion occurs in Horace Odes 2 17. A poem where identification
of interest is made by means of inclusion is Propertius 3 g, a recusatio
addressed by Propertius to Maecenas. Rejecting the idea of writing epic,
Propertius identifies his interests with those of Maecenas in 21-34,
an included recusatio which describes how Maecenas has rejected
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the political power, and so forth, offered to him by Augustus (cp. also
47)

Substitute Addressees. Examples of substitute addressees acting on behalf
of thestate must be few and specialized, for instance, in replies to ambas-
sadors. A simple example where an addressee is substitute for a human
generic protagonist is Ovid 4mores 1 6. Here in a komos the komast
addresses not the beloved but the doorkeeper, although naturally the
komast’s real interest is in the beloved who is the logical addressee in
komoi. By writing a komos in which the doorkeeper and not the beloved
is addressed, Ovid contrives to create the impression that the doorkeeper
and not the beloved is the main barrier to the komast’s entry. Hence,
as well as constructing an interesting variant upon the normal generic
pattern, Ovid is able to depict a novel dramatic situation in which the
beloved is in no way responsible for the exclusion of the lover. She can
therefore be represented in favourable terms throughout, the blame and
accusations, which in normal komoi come the way of the beloved, being
transferred to the doorkeeper.

Within the framework of this sophistication the koinastic topoi occur,
sometimes in their simplest form, sometimes adapted in amusing ways
to suit the vicarious addressee. The topoi which occur in their simpler
form are treated by Copley.!* Among the amusingly adapted topoi may
be noted:

1. The komast claims admission on the grounds of services done to the

doorkeeper, not to the beloved.! The erotic services to the beloved

described in love-poetry have to do with the fact that he or she is
the beloved. But Ovid’s substitute services are linked with the door-

keeper’s servile state. The komast has saved the doorkeeper from a

beating (19-20) and has shielded him — from other punishment?

(43-4). Copley also notes this extended use of the komastic topos.

2. The komast, instead of tempting the beloved with gifts,!” tempts

the doorkecper with the hope of freedom (25-6).

3. The komast, instead of imagining his beloved as sleeping with

a rival,'® imagines the doorkeeper as occupied with his girl-friend

(45-6).

4. The komast’s reproaches of cruelty, falling not on the beloved

but on the doorkeeper, are made by comparing his hardness to that of

the door he keeps (62 ), and by saying that he ought to have been a

prison warder (63-4).

In this case, the usc of a substitute addressee is not consequent upon the
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employment of another constructive principle in the same poem; it can
sometimes be such a consequence. Some poems treated in Chapter 8
exemplify this phenomenon: in Propertius 2 16, Cynthia is the logical
speaker; but when Propertius introduces himself as substitute speaker
in order to try to ensure the praetor’s non-welcome, he addresses the
elegy not directly to the logical addressee the praetor, but to Cynthia,
who from logical speaker is converted into a substitute addressee. Some-
thing similar occurs in Theocritus Idyll 7 96-127, where Aratus, the
logical speaker of the komos, is converted into a joint substitute addres-
see (122-7). In Horace Odes 1 7 Plancus, the logical speaker, is similarly
converted into a substitute addressee.

Sometimes a god functions as substitute addressee for a human pro-
tagonist. The origin of this sophistication is either that the normal gen-
eric formula includes a partial topical address to a god, or that such
addresses are possible as variants created by formal alterations in single
topoi. This topical address to a god is then expanded so that the whole
example or a large section of it is so constituted. The meaning of the
example and the primary elements are thereby positively affected so that
a constructive principle is involved. A god acting as substitute addressee
has been seen in this chapter in Ovid Tristia 3 15 (p. 221) and a sub-
stitute divine addressee as a joint addressee has been seen on p. 155 in
[Tibullus] 3 10 = 4 4. Gods were joint substitute addressees in
Theocritus Idyll 7 g6ff. (p. 203).

Other examples are provided by two Sappluc fragments, Fr. 17 (LP),
a propemptikon, and Fr. 5 (LP), a prosphonetikon. These two examples
are early, are addressed to gods throughout, and belong to genres which
also have examples in hymnic form with gods as their addressees. This
might suggest that the hymnic form is ancestor of these two Sapphic
lyrics. Such a conclusion would, I believe, be incorrect: the existence of
such Sapphic examples as these would imply the prior existence of
examples of the same genres addressed directly to men, even if we did
not (as we do) have such surviving examples in Homer.
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Sappho Fr.17 (LP)
Near to me. ..
lady Hera, your beautiful . ..
you to whom to the Atrexdae prayed...
the kings.
5 They when they come to the end of . . .
first around Ilion . .
when they had voyaged here. ..
They could not
" before praying to you and Zeus Antiaos
10 and the charming son of Thyone
and now for me too . . .
in accordance with your age-old practice
the holy and . . . things. ..
maiden . ..
15 around . ..
(3 lines missing)
to be
20 ...toarrive...

In Fr. 17 instead of addressing the departing girl directly (cf. 15) and
wishing her a good voyage and a safe arrival (20?), Sappho addresses the
goddess Hera, asking her to perform for the girl the same services as she
and other deities once performed for the Greek fleet on its way to Troy,
namely to help her departure and ensure her arrival.!" If, as seems likely,
Hera alone is invoked in the prayer for the girl, and not the other deities,

this is to distinguish the lesser, the girl’s case, from the greater, that of
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the Greek army; it is also because Hera alone is the appropriate divinity
in the girl’s case. We cannot be certain why this is so, but we may con-
jecture that she is about to be married and that she is departing in the
company of or to go to her future husband. Employing as she does a
prayer-form for her propemptikon, Sappho follows up the summons of
1-2 with another typical prayer feature — the appeal to the god to do
something for his suppliant on the analogy of some good deed he did
before either for the same suppliant or for another suppliant in a parallel
situation.?® In prayers the appeal by analogy [unctions both as a compli-
ment to the god and as a reminder that the action requested by his
present petitioner is within the god’s competence. By means of this
prayer Sappho and the girl, who is the logical addressee of the propempti-
kon, are lifted into the realm of the Homeric heroes and linked not only
with epic mythology, but with important local Lesbian cults. Another
effect of directing the propemptikon to a substitute divine addressee is
to give distinction to the relationship between Sappho and the departing
gir], whatever this may be. It is not clear whether the details of the myth
are meant to correspond with anything in the contemporary reality; it
may be that Sappho’s purposes were sufficiently achieved by the general
similarity in the two situations.
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Sappho Fr. 5 (LP)
Cypris and Nereids, grant
that my brother come here unharmed
grant too that what he wishes in his heart
. .. be fulfilled
5 and grant that he make good his former failings
and that he be a joy to his friends and kinsfolk
. . « to his enemies and may there be to us
...m0...
and may he wish to give his sister
10 ... honour and as for that miserable anguish
. . . he was formerly suffering
(6 fragmentary lines)
18 and may you, Cypris, . . .
. . . putting aside that evil . . .

In Fr. 5,2! a prosphonetikon of which the logical addressee is Sappho’s
brother Charaxus, the actual and substitute addressees are the god-
desses Aphrodite and the Nereids. These are highly appropriate substi-
tute addressees for a traveller returning, like Charaxus, by sea from
Egypt to Lesbos. The Nereids are sea-goddesses who had a cult in Lesbos,
and sea-goddesses are often asked to provide safe journeys for travellers
by sea. Aphrodite has multiple relevance: she is an important Lesbian
deity, has links with the Nereids, is also herself a sea-goddess and is the
goddess of love. This last relevance is connected with Charaxus’ attach-
ment to the courtesan Doricha (see Sappho Fr. 15 (b), (LP) Herodotus
2, 134-5).

The effect of an address to gods rather than to the logical human
addressee in Fr. 5, is very different from the effect of the same device in
Fr. 17. The Nereids are introduced to make it clear that Charaxus will
have a sea—voyage in front of him. Aphrodite is the more important
addrossee: it is she who has the power to secure implementation of
Sappho’s pleas, for as the goddess of love she can release Charaxus from
his unfortunate attachment to Doricha (18-1¢?). Furthermore, under
the guise of an address to this important Lesbian goddess, who has
controi over sexual activities, Sappho can give Charaxus sound advice
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about how to bring his sexual life into conformity with the moral,
familial and social obligations of a member of this community.

With the exception of its substitute addressees and its setting in the
future rather than the present tense as is normal — a formal sophistica-
tion — the material of Fr. 5 is fairly conventional; but it does show some
subtle variation on the standard forms of prosphonetic topoi: Charaxus
is to come home (B5) (2, 71f., 14?), safe (B7) (1); all of his desires are
to be fulfilled (3-4) — a wish which expresses Sappho’s feelings of
affection for her brother (B3 ); Charaxus is to make up for his previous
offences, presumably against his kin (5). The last sentiment is a varia-
tion upon the prosphonetic topoi that the returning traveller has, simply
by his absence, brought misery upon the welcomer and others, but by
his return has compensated them for this misery, or indeed overcom-
pensated them (B1o, 11). Charaxus is to be a joy to his kinsfolk and
friends (B 17 ), as returning travellers are to the whole welcoming group
(6); the wish is polarized (7 ) and then generalized further (8). At
g9-10 Sappho requests special honorific treatment at Charaxus’ hands, a
reflection of the normal primacy of the welcomer in prosphonetika
(B12). In the rest of the third stanza Sappho may perhaps repeat, with
reference to herself only, the sentiments previously expressed by her
at 6ff. with reference to the whole welcoming group. The adaptation of
standard topoi described above is such that Charaxus is accused of having
caused the welcoming group, including Sappho, not the harm which the
traveller is customarily accused of causing, that is, simply being absent,
but other and positive harm. We do not know at what point in the poem
the nature of this harm, namely his expenditures on and infatuation for
the harlot Doricha, was revealed.

It is not often that an animal acts as substitute addressee. [ Erinna’s ]
propemptikon quoted by Athenaeus, Detpnosophistae 283D, appears to
be an example. It is addressed to a pompilos, an erotic creature?? and
therefore a suitable substitute addressee of a propemptikon composed
by a lover for a departing beloved. A fairly simple example of a thing
acting as a substitute addressee occurs in Propertius 1 16 17-44 (komos)
where instead of addressing his beloved the komast addresses the door.
The address to the door can be viewed in several ways. It is, along with
the use of the door as substitute speaker in the rest of the elegy, a Roman
feature within this komos, since emphasis on and concern with the door
is a distinctly Roman contribution to the genre. In 1 16 Propertius
stresses the Roman nature of the scene in other ways too (1-4). Second,
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the address tothe door over twenty-seven lines is an extension of fleeting
addresses to the door sometimes found in komoi when the komast’s
emotion leads him into the pathetic fallacy. Third, various interesting
tensions are obtained by the use of door and komast as joint speakers in
different parts of the elegy, and of the door as addressee in one section.
The door represents itself in its own narration as a virtuous being strug-
gling with the problem of an immoral mistress, unable to protect her
from the consequences of her own viciousness, and subject to constant
torment from the komast and his fellows. In his own eyes, however, the
komast is a poor soul harried by the door, a being even more cruel
than its mistress, standing pitilessly as it does between himself and her.
The unyielding door is in this way implicitly compared with the mistress
who would, so the komast thinks, be sympathetic to him if only his pleas
could reach her (27(f.). So within a single short poom, two contrasting
views of door, komast, and mistress are shown. Partial use of the door as
substitute addressee with somewhat similar effect is found at Tibullus
1 2 7-14 (komos).

Another more complex poem, where an object is vicarious addressee,
is Horace Odes 1 3, a propemptikon where the ship which has carried
Virgil off on his voyage to Greece is addressed instead of the departed
traveller, Virgil himself.

Sic te diua potens Cypri,
sic fratres Helcnae, lucida sidera,
uentorumque regat pater
obstrictis aliis praeter lapyga,
§  nauis, quae tibi creditum
debes Vergilium, finibus Atticis
reddas incolumem precor,
et serues animae dimidium meae.
illi robur et aes triplex
10 circa pectus erat, qui fragilem truci
comnmisit pelago ratem
primus, nec timuit praecipitem Africum
decertantem Aquilonibus
nec tristis Hyadas nec rabiem Noti,
15 quo non arbiter Hadriae
maior, tollere seu ponere uult freta.
quem mortis timuit gradum,
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qui siccis oculis monstra natantia,
qui uidit mare turbidum et
20 infamis scopulos Acroceraunia?
nequiquam deus abscidit
prudens Oceano dissociabili
terras, si tamen impiae
non tangenda rates transiliunt uada.
23 audax omnia perpeti
gens humana ruit per uetitum nefas.
audax !lapeti genus
ignem fraude mala gentibus intulit.
post ignem aetheria domo
30 subductum macies et noua febrium
terris incubuit cohors,
semotique prius tarda necessitas
leti corripuit gradum.
expertus uacuum Daedalus aera
35  pennis non homini datis:
perrupit Acheronta Herculeus labor.
nil mortalibus ardui est:
caelum ipsum petimus stultitia neque
per nostruin patimur scelus
40 iracunda Iouem ponere fulmina.
Horace Odes 1 3

This ode is difficult to understand and it has often been felt to be lacking
in poetic merit. Most recently Nisbet-Hubbard have condemned Odes
1 3 in strong terms. It is ‘an accomplished piece of versification but little
more’, which shows ‘none of [Horace’s] usual tact and charm’ but
rather ‘trite and unseasonable moralising’, and lacks ‘the Horatian
virtues of brevity and incisiveness’.2* No explanation of the meaning of
a poern can compel anyone to like it; but it may remove false grounds
for criticism. Already in this century G.L.Hendrickson and J.P.Elder
have pointed the way to a just assessment of Odes 1 3 as an encomium of
Virgil.24 I wish to add a generic assessment of it which supports their
views.

Horace could casily have written a propemptikon to Virgil displaying
obvious tact, charm, brevity, and so forth; it would have been cither
schetliastic, and so openly affectionate, or excusatory, and cqually affec-

232

Addressee-vartanon

o—

tionate but more deferential. Instead he has written a non-schetliastic,
non-excusatory propemptikon which is striving after an impersonal
tone. Horace has increased the oddity of his propemptikon by going on
to employ one sophistication upon another: the propemptikon is for a
traveller who has already gone; it is addressed not to him but to the ship
as substitute addressee; finally the encomiastic section of the propempti-
kon contains an implicit schetliasmos.2s Such devices are not the work of
an immature poet or one lacking his normal poetic resources: by not
doing what we would have expected him to do, Horace is trying to
express something out of the ordinary.

Horace’s main reason for refusing to write a schetliastic propemptikon
for Virgil was that he wished to pay him the compliment of treating
him as a superior (see p. g and p. 221 ). Although poetry is not men-
tioned in the ode, readers knowing who Horace and Virgil were could
be expected to think of their relative status in poetic terms. In his implicit
schetliasmos Horace pays Virgil a second compliment. This can best be
understood by reference to Statius Siluze 3 2, the value of which as a
commentary on Horace Odes 1 3 is well known. The thematic coincid-
ences between the two poems are too great, even when the generic com-
munity of material is taken into account, for anything but direct imita-
tion to be involved.?¢ Statius in characteristic fashion expands where
Horace has been brief, includes extra topoi where Horace has selected
and omitted, and makes the purpose of each topos explicit where Horace
has left it implicit. The ‘attack on seafaring’ of Odes 1 3 gff., with its
references to the impiety and wickedness of the first sailor and his
analogues (21ff., 25-6, 28, 58fl.), is explained by the parallel Statian
material. There the impiety of seafaring (62) and analogous activities
is a celebration of the ‘audacious courage’ (64) of the first and therefore
of all subsequent sailors, including the addressee of Statius’ propempti-
kon. The encomiastic method employed both by Statius and by Horace
is familiar: the sincerity of the author’s encomium is proved by its
being conveyed under the guise of an attack on the addressee. No
excuses occur in Odes 1 3 (even though it is addressed to a superior)
because they would have blunted the effect of this simulated attack.

Horace has further underlined his encomiastic purposes by emphasiz-
ing strongly the boldness of the first sailor (gff. ), his frecdom from fear
of death (17), and his steadfastness in the face of danger (18). These
characteristics may be contrasted with the imagined fear of some
addressees of schetliastic propemptika (Propertius 1 8 5-6 ; Ovid Amores
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speech will be characterized mainly by advice, that when the speaker is
inferior the principal characteristic of the speech will be encomium, and
that when the two are equal affection will dominate what is expressed
(see p. 9). These distinctions are applicable within many genres as
well as the propemptikon. The nature of ancient literature and the
importance that it attaches to the addressee would suggest that the
standard status-relationship between speaker and addressee ought to be
the one in which the speaker is inferior, the addressee being superior,
and that other relationships should be treated as divergences from this
norm. But it is not worth making an issue of this point: I shall simply
produce interesting cases of each relationship without being concerned
about which is the norm and which are divergences.

When it is said that in cases where the speaker is superior, with the
result that the addressee is inferior, advice will predominate, this should
not be understood to mean that advice is found only in situations where
the speaker is superior: Sappho’s brother Charaxus is not her inferior in
Fr. 5 (Lp) and yet he receives advice there (see p. 250). There are in
fact other definable situations where advice is possible;3? but where we
know that the status of the speaker is higher than that of the addressee,
it is always worth while to look for symbouleutic material. Conversely
symboulentic material in an example of a genre should suggest the
question about relative status, although it should not dictate an answer.
Since the concept of the addressee as an inferior is not familiar, I shall
exemplify it at length in the case of Propertius 2 19, which through an
understanding of the concept, can be assigned to the genre propempti-
kon, :

Etsi me inuito discedis, Cynthia, Roma,
laetor quod sine me deuia rura coles.

nullus erit castis iuuenis corruptor in agris,
qui te blanditiis non sinat esse probamj;

5 nulla neque ante tuas orietur rixa fenestras,

nec tibi clamatae somnus amarus erit.

sola eris et solos spectabis, Cynthia, montis
et pecus et finis pauperis agricolae.

illic te nulli poterunt corrnmpere ludi,

10 fanaque peccatis plurima causa tuis.

illic assidue tauros spectabis arantis,

et uitemn docta ponere falce comas;
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atque ibi rara feres inculto tura sacello,
haedus ubi agrestis corruet ante focos;
15 protinus et nuda choreas imitabere sura;
omnia ab externo sint modo tuta uiro.
ipse ego uenabor: iam nunc me sacra Dianae
suscipere et Veneris ponere uota iunat.
incipiam captare feras et reddere pinu
20  cornua et audaces ipse monere canis;
non tamen ut uastos ausim temptare leones
aut celer agrestis comminus ire sues.
haec igitur mihi sit lepores audacia mollis
excipere et structo figere auem calamo,
25 qua formosa suo Clitumnus flumina luco
integit, et niueos abluit unda boues.
tu quotiens aliquid conabere, uita, memento
uenturum paucis me tibi Luciferis.
hic me nec solae poterunt auertere siluae,
%30  nec uaga muscosis flumina fusa iugis,
quin ego in assidua mutem tua nomina lingua:
absenti nemo non nocuisse uelit.
Propertius 2 19

Most propemptika are addressed to persons departing by sea; but this
is simply because most ancient journeys were sea-voyages. There is no
hard and fast rule about this matter; indeed one portion of Menander’s
prescription (398 29ff.) provides for journeys by land. The virtual
absence of a schetliasmos from this elegy need not trouble us either:
schetliasmoi are characteristic of, although not logically essential to or
necessarily confined to the propemptikon of equal to equal.

The conceptual and topical basis of the elegy is as follows: after a hint
of a schetliasmos (1) Propertius gives his approval to Cynthia’s depart-
ure’3 from Rome in the first two lines, which also intimate that the situa-
tion is propemptic, in that Cynthia is leaving Rome, is going to the
countryside,* and’is being addressed at her departure by Propertius.
Into 2-16 (ostensibly a set of moralistic explanations of why Propertius
approves of Cynthia’s choice of destination), Propertius works a de-
scription of Cynthia’s future activities in the countryside. He is thus
combining a macrologic account of the commonplace description of the
traveller’s journey?s with advice. \ith one exception treated below,
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a superior. Gentle, friendly and sympathetic questioning and comment
indicate the equality relationship of fellow lovers; on the other hand the
extent to which the speaker is uncomprehending and unsympathetic,
and comments on the matter in a harsh, ironic and symbouleutic
fashion, reflects fairly well tho extent to which the speaker is being
represented as a superior.

Examples of inferiority on the part of the speaker are sometimes easy
enough to detect : for example, in propemptika like Propertius 1 6 or 3 4,
or in a prosphonetikon like Horace Odes 5 14, where the addressee has
an important public position. But in other genres the distinction between
equality and inferiority on the part of the speaker is not quite as obvious.
Such a genre is the specialized minor type of kletikon usually known
as uocatio ad cenam.* Four clear examples addressed to superiors are
A.P. 11 44 (Philodemus); Horace Odes 1 20; Epistles 1 5; Sidonius
Apollinaris Carmina 17:

Abpiov els Mty ae kaldda, pidrate Ilelowy,
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Pavikwy yains movdd pedypdrepa

ol 4 A € ? ~ 4

7w 8¢ more arpéyms kal és nuéas Sppara, IHeiowy,
dfopev éx Arfls elkdda morépny.
A.P. 11 44 (Philodemus)

This epigram expresses affection for Piso, but his superiority is stated
explicitly. He is a wealthy man (3-4 ), wealth being usually regarded as
a credit to its possessor and conferring a superior status; and Philodemus
is imposing on him by inviting him away from his expcnsive food to a
poor man’s table (2). Piso is invited on the promise of good company
and good talk, an encomiastic touch suggesting that Piso, like a true
Epicurean, will be content with the poor food of a humble but happy
celebration of Epicurus’ birthday. Finally, Piso’s role as Philodemus’
patron rounds off the epigram (7-8).

Vile potabis modicis Sabinum
cantharis, Graeca quod ego ipse testa
conditum leui, datus in theatro
cum tibi plausus,
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5 care Maecenas eques, ut paterni
fluminis ripae simul et iocosa
redderet laudes tibi Vaticani

montis imago.

Caecubum et prelo domitam Caleno
10 tu bibes uuam: mea nec Falernae
temperant uites neque Formiani
pocula colles.
Horace Odes 1 20

In this example Maecenas’ superiority is demonstrated in two ways.
First, Horace apologetically contrasts his own poverty with Maecenas’
wealth at the beginning and at the end of the poem. Second, the core of
the poem, which is sandwiched between the two apologetic invitations,
is a reminiscence of a public demonstration in Maecenas’ favour. The
link between the two encomiastic ideas is a proof of Horace’s sincerity
as an encomiast. When Maecenas was applauded in the theatre Horace
laid down a wine to commemorate the event; he now invites Maecenas
to drink it with him. The humble Horace’s poor commemaorative wine
is a proof of the sincerity of his feelings for Maecenas, since it shows
that Maecenas’ public success had an effect on Horace’s private life.©

Horace Epistles 1 5 is a more elaborate invitation to Torquatus. Here
the superior addressee is not invited directly and unconditionally with
the polite future of invitation as is normal:

Si potes Archiacis conuiua recumbere lectis

nec modica cenare times holus omne patella,

supremo te sole domi, Torquate, manebo.

uina bibes iterum Tauro diffusa palustris

inter Minturnas Sinuessanumque Petrinum.
Horace Epistles 1 5 1-5

The invitation is conditional and at first oblique, the s’ clauses being
placed at the beginning and conveying an apology for the meanness of
Horace’s furniture and the poverty of his food and china. Only in 4
does Horace use the future of invitation and then with respect to his
wine, in which he does appear to take some pride, simply because of its
association with Torquatus’ family.#> All this is encomiastic and empha-
sizes Horace’s hesitation in offering an invitation to a wealthy and im-
portant man. Having established without any doubt their relative status,
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Horace indulges in a mock display of independence and sturdy pride in
6 : ‘st melius quid habes, arcesse uel imperium fer’. But this is a pale
shadow of what passes between equals in this genre (see below, p. 243 ),
and simply serves, along with other jests and impertinences (15, 19, 29,
30-1), tocombine flattery of Torquatus’ occupation and importance with
that appearance of free speech which in itself was meant to be a further
compliment to Torquatus’ liberality and willingness to be frankly
treated by his inferiors. These flattering audacities are in keeping with
the rest of the poem: the setting of the supper at a time of day when an
active, respectable Roman might reasonably dine (3 );the careful moral
and political defence of the celebration (gff.); Horace's humour at his
own expense (13-14 ); the concern shown that all shall be in order for
Torquatus (7, 21ff.); the choice of other guests with Torquatus in mind
(241.); the extension of the invitation to friends Torquatus may care to
bring along (28ff.); and the emphasis throughout the epistle on Tor-
quatus'’s busy and important legal activities. All these things create an
aura of compliment and encomium suited to the superiority of the
addressee.

Sidonius Carruna 17 is fairly conventional although Christianized:
the addressee Ommatius will make the event lucky by coming; Sidonius
has no fine furniture, plate, food or wine, as Ommatius by implication
has, but Sidonius begs him to come; Christ will supply all, Christ to
whom Sidonius owes Ommatius’ kindness, which has given Sidonius a
second home.

One encomiastic feature of all these poems is that in none of them is
the superior addressee asked to bring anything as a contribution to the
feast. The nearest any of them come to being asked to contribute is
Horace Epistles 1 5 6, where the request is conditional, and in fact is not
a genuine request but simply a piece of mock independence on Horace’s
part. Theimportance of not asking for a contribution is that in antiquity
meals and drinking parties were of different kinds. They could be pure
contribution feasts where, although one person might be nominal host,
the guests contributed equally in cash or kind. Alternatively they could
be of the sort where the host provided most of the first course and the
bulk of the second, the guests contributing only small delicacies to the
second dessert course.* Or lastly they could be occasions when the host
provided everything and the guests nothing.

In antiquity, as now, the paradoxical social injustice prevailed thatrich
people were given free meals, which they did not need, by the poor,
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Addressec-variation

while poor people, even if guests of their fellows, had to pay for what

~ they got. This is why invitations to superiors are to free meals, while

those to equals are often to contribution feasts of one sort or another. Two
such invitations will close this chapter: they are addressed by equal to
equal and can be contrasted with those invitations from inferiors to their
superiors discussed above. The first is humorous, relying for its humour
partly on an exaggeration of the reasonable demand a host might make
on his socially equal friend for a contribution.

Cenabis bene, mi Fabulle, apud me
paucis, si tibi di fauent, diebus,
si tecum attuleris bonam atque magnam
cenam, non sine candida puella

5 et uino et sale et omnibus cachinnis.
haec si, inquam, attuleris, uenuste noster,
cenabis bene; nam tui Catulli
plenus sacculus est aranearum.
sed contra accipies meros amores

10 seu quid suauius elegantiusue est:

nam unguentum dabo, quod meae puellae
donarunt Veneres Cupidinesque

= quod tu cum olfacies, deos rogabis
totum ut te faciant, Fabulle, nasum.

Catullus 13

This invitation purports in its opening words (1) to be a genuine invita-
tion to hospitality. But when Catullus the host specifies Fabullus the
guest’s contribution, he asks Fabullus to provide the whole meal and
almost all its accoutrements. Fabullus has to bring food, wine, a girl,
and even salt (a pun, of course, but in its material sense something the
poorest household had). Moreover, Fabullus must bring witty talk
(contrast Philodemus 6). What Catullus offers is pure affection (9,
compare Philodemus § ) and unguentum ( perfumed ointment) (11-12).
This latter offering at first seems generous because of the expense of
perfumed ointment, but it turns out that it belongs to Lesbia, not Catul-
lus, before the invitation dissolves into further humour at Fabullus’
expense (13-14). Catullus demonstrates his own and Fabullus’ friend-
ship in many ways and the equality of the pair is manifest throughout.
Good humoured freedom of speech** at Fabullus’ expense parallels
jokes made by Catullus at his own expense. The idea of the host asking
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NOTES AND REFERENCES

Book titles are given in full except in
the case of commentaries and standard
reference works.

CuarTER ONE

1.The first book of Propertius’ elegies
is dedicated to Tullus by the
apostrophe at 1 1 g. For similar
Propertian and contemporary
dedications cp., e.g. Prop. 2 1 17,
Tib. 11 53, Hor. O.111;2114.

2.For this topos see p. gg.

3.See also pp. 123f.

4.Cp. also Tib. 1 7 gff. and 1 10.

5.This and other details of interpre-
tation in Prop. 1 6 will be treated
elsewhere.

6.See Copley 145, n.6.

7.1 intend to treat the question of
exclusion in a future work.

8.For the propemptikon see Jiger
and N-Hi1, goff. with the works
cited there.

9.' Tibulls erste Elegie’ (11) Rk M 65
(1910) 24. Jiger (21) does not
appreciate the value of the assign-
ment.

10.E.g. Paulin. Carm. 17 is type 3
and non-schetliastic. See pp.11f.,
155 ff.

11.E.g. Hor. O. 1 14 is type 3 but
schetliastic. See pp.219ff.

12.396 26ff. ; 397 21 ff.

13.395 8-10.

14.See, e.g. pp.236ff., for a type 1
literary propemptikon.

15.See above, n.s5.

16.See pp. 38f., 41 1., 61 1L, 71, 731,
1161, 134, 180ff., 185ff.

17.The *excuse’ in Hor. Epod. 1 7-8
is expressed in a more sophisticated
fashion than in the others. See

pPp-141f.
18.See pp.127f.

19.Cp. also St. Sil. 3 2 78, go.
20.See p.57.
21.Cp., e.g. Prop. 1 815, Virg. Aen.
365 ff.
22.For motives for departure cp., e.g.
love: Prop. 1 8; Hor. O. 3 27;

’

Himer. Or. 12 33 (negated);
Sriendship: e.g. Hor. Epod. 1;
home: e.g. Hom. Od. 5 203 ff.
Paulin. Carm. 17 5-6 ; Menander
396 8ff.; money (negated): Hor.
Epod. 1 ; Prop. 1.8; cultured
tourism: Himer. Or. 12 33; 13
4(?); Cinna (F.P.L. ed. Morel,
pp-87f.) (negated ).

23.Cp. Prop. 1 8 8-g and see F. Cairns
‘Notes on Propertius 1 8°
(forthcoming).

i 24.pp.128f.
i 25.For such macrologia see pp. 119f.
i 26.This part of Menander's type 2

prescription can be used to illus-
trate Propertius’ type 3 example,
since both variants contain eulogy
at this point.

27.See D. R.Shackleton Bailey Pro-
pertiana (Cambridge 1956) p.271
on tua aetas (21).

28.Menander in this section of his
propemptikon prescription recom-
mends praise of the addressee in
terms of the standard four-virtuc
division (397 21ff.). We might
be tempted to understand Prop.
1 6 20 as an oblique reference to
justice, 1 6 21 to self-control, and
1 6 22 to bravery (seealso1 6 1),
were it not hard to see wisdom
in 1 6 19 and were this approach
not in any case probably over-
mechanical.

29.For the ‘remember me’ topos cp.,
e.g. Sapph. Fr. 94 (L?) 7£.; Tib.
1 32; Hor. O. 327 14; Ov. Am.
2 11 37; Paulin. Carm. 17 9;
Menander 398 26 ff. It is not, of
course, necessary that topoi should
occur in examples in the same
order as in the generic formula
(see pp.40, 108f., 113fL.),
although such conformity is of
interest when found.

i 30.E.g. Sapph. Fr. g4 (Lp); Hor. O.

13;327; St Sil. 3 2.

31 Textgeschichte der griechischen
Bukoliker ( Berlin 19o6) p. 171. The
present work was in press when G.
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Giangrande’s article ‘ Theocritus’
Twelfth and Fourth Idylls: a study :
in Hellenistic irony' Quad. Urbin.
12 (1971) g5ff., was published.
This valuable paper exXpounds
Idyll 12 as an ‘epibaterion’.

52.Introduction to Id. 12 (vol. 11,
p-221).

33.E.g. Libanius’ Prosphonetikos to
Julian (Or. 13) and Frr. 13, 33
(Foerster) ; Menander 414-18.

3+.E.g. Doxopater, ed. Walz,
Rhetores Graeci vol. 11, 415 5;
Ps.-Dion. Hal., ed. Usener-
Radermacher, vol. v13, pp.272ff.

35.Menander 378 ff.

36.Cp. also Cat. g 1f, a variant of this

topos.

57.See p.164.

38.In accordance with the principle of
addressee-variation (see pp.218ff.)
and a ‘formal’ sophistication (see
pp.127f.).

39.Cp., e.g. the announcement of
impending departure or injunction
to go in the propemptikon, and the
door or threshold in the komos.

40716 23; 17 41.

41.See Fraenkel on Ag. 899&'

42.4g. p. 410.

43.Pp.127f.

44.E.g. Theogn. 1 6g1f.; Arist. Eq.
498ff.; Hor. 0.1 31ff.; 3 2713ff;
Prop. 1 8 19ff; Ov. Am. 2 11 34.

45.See, e.g. on Lacedaemon, Leutsch-
Schneidewin C.P.G. vol. 11 p.479;
on Thessaly, e.g. Athen. Deip.
418D; on Amyclae, Otto Sprich-
worter, §.v.

46.See Otto Sprichwarter, s.v. Sparta.

CuarTer Two

1.See G.Kennedy ‘ The ancient
dispute over rhetoric in Homer’
AJPh 78 (1957) 23 1.

2. Artium Scriptores (Vienna 1951)
A 2-4, pp.3-10.

3.See W.Arend Die Typischen Scenen
bei Homer (Problemata 7 Berlin

3)-
4.See pp.38ff. and below, n.27.

i 5.See Burgess, passim, and esp. g2f.,

166 f1.

: 6.1lom. Od. 13 38ff.

7.Hom. Il. 24 725{l. Priam is a slip
on Menander's part: in fact
Andromache, Hecuba and Helen
utter the laments.

8.5.

9.See, e.g. Menander 333 9ff., 334
28ff., 336 11f., 437 20f.

10.The following further syntaktika
will not be analysed in the present
discussion, although the common-
place nature of the generic topoi is
sometimes confirmed by reference
to them: Eur. Hec. 445-83; Phoen.
625-35; Prop. 3 21 ; Virg. Aen.

4 333-61. I hope to treat of some of
these in a future work.

11.E.g. Greg. Naz. Or. 42.

12.See pp. 40f. and below, n.27.

13.0n combination of topoi see ch. 4.

14.But see Cat. 46, treated on
PP-44f.

15.See, e.g. Thuc. 7 77.

16.Cp., e.g. Hom. Od. 13 39; Solon
Fr.7(19) D 3f, 5.

17.A4s an excuse for going home: e.g.
Hom. Od. 13 42f.; as left behind:
e.g. Eur. Phoen. 632 ; Cat. 46 gff.;
Prop. 3 21 15; as accompanying:
Prop. 3 21 11.

18.E.g. Eur. Phoen. 630 ; Hec. 448f.;
Tib. 1 10 13; Virg. Aen. 4 340ff.;
Prop. 3 21 1.

19.See N-H1on O. 1 4, and pp. 244f.
on Hor. O. 4 12.

20.The adaptation of topoi to indivi-
dual addressees is prescribed by
Menander (passim) and practised
in all branches of ancient literature.

21.See above, n.18.

22.See, e.g. Plaut. Merc. 865 ; Tib.

1 3 33f.; Liv. 40 52 4; and see
G.Radke Die Gétter Altitaliens
(Miinster 1965) s.v. Lares.

: 23.Cp. Theoc. Id. 10, discussed on

P-175.

24.See also pp.129ff.

25.Cp. Menander 431 25f. But the
propemptic speaker can equally
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well say ‘remember me’ or ‘I will |

i 39.Cp., e.g. Cat. 63 59ff.; Ov. Tr. 31

remember you'; so this syntaktic
case may net be as striking as it
might seem at first. See pp.135,
150, 199, 239, and ch. 5, n.13.

26.Cp. Eur. Phoen. 633ff. ; Menander
433 12f.

27.But we may note in passing the
syntaktikon of Odysseus to
Alcinous and the Phaeacians
(treated above) and Il. 3 428-36,
an inverse prosphonetikon — see
ch. 5. The latter passage was
brought to my notice by Mr 1. G.
Howie.

28.Cp., e.g. imperative (with good
wishes*): Arist. Eq. 498*; Ov.
Am. 3 11 37; future: Hor. Epod.
11; Tib. 13 1; Prop. 16 34%;
Paulin. Carm. 17 17f. ; subjunctive:
Hom. Od. 15 128*; Theogn.
1 691 %

29.See ch.1, n.29.

30.Affection is always implied in the
genre (see pp. 8-9). For explicit
statements of it, see, e.g. (Erinna)

ap. Athen. Deip.2830; A.P. 12 52 |
1-2 (Meleager); Hor. Epod. 1 5f. |

0.1 3 7f.
51.For fictional assumptions that the
addressee requires or wishes to be

told something, see A. Ramminger

Motivgeschichtliche Studien zu
Catulls Basiagedichten ( Diss.
Tibingen 1937) pp. 7ft.
32.See p.16 and ch. 1, n.30.
33.E.g. Prop. 16 5-18;1 8 1-17.
34.For a similar attack on an oath-

breaking comrade see Alcaeus Fr.
129 (LP) 21ff.

35.0n this fragment see D.L. Page
Sappho & Alcaeus (Oxford 1955)
pp. 198 ff. I have assumed that line
16 begins a new poem ~ though
this is not essential to the discus-
sion — and I have accepted Page’s
general interpretation of the sense
of lines 26f.

36.See Menander 377ff., and
pp. 212 ff.

37.See pp. 129t
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58.0n this poem see also pp.18gff.

(esp. 33ff.); 4 2.

CHAPTER THREE

1.See ch.2, n.5.

2.For these and other rhetorical
sources and examples mentioned
below see VWV.Kroll, art. ‘ Rhetorik’
R-E Suppl. 7 pp.1039-1138.

{3.See W.R.Smyth ‘Interpretationes

Propertianae’ CQ 43 (1949) 121f.;
F. Cairns CR Ns1g (196g) 131 ff.

i +.But see pp.72f., 84 on the possi-

bility of specialized symbouleutic

genres.
5.See, e.g. on eucharistic genres
H 4

p-73f.

P
@Propertius as Praeceptor Amoris’

CPh 5 (1910) 28ff.; ‘Erotic teach-
ing in Roman elegy and the Greek
sources’ Part 1, 440ff.; Part 2, 6
(1911) 56fF.

7.E.g. Arist. Av. 716; Dio Chry. Or.
13 36; 35 2.

8.See also A.A. Day The Origins of
Latin Elegy (Oxford 1938) p.g2,
n.1.

9.Iowe to Mr Alex Hardie the
assignment of Hor. O. 2 17 to the
genre soteria.

10.For the equivalence between
addressee and object see pp.127f.,
177.

11.See LS s.v. For edyapiornpla, see,
e.g. Polyb. 5 14 8; Schol. Pind.
Pyth. 7 9.

12.For examples see Gerber-Greef
Lezicon Taciteumn (repr. Hildes-
heim 1962) s.v. grates and, e.g.
Plin. Paneg. 1 6; Ausonius’ and
Paulinus of Pella’s Eucharistica;
titles of Paneg. Lat. 11 (3), 8 (5).

13.A few Roman examples are: Cat.
49; Mart. 8 49; St. Sil. 4 2; Claud.
Carm. Min. 14 (82); Sidon. Carm.
16 ; Martial and Statius are thank-
ing the Emperor Domitian.

14.See N-111, 244 ff; Williams 7ff.,
103 ff.

15.5ce G.Kennedy The Art of Per-
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suasion in Greece (London 1963)

pp-270ff.
16.See ch.1, n.7.

17.*Drei Gedichte des Properz’ Rh]M |
69 (1914) 393ff. See also F.Cairns

*Theocritus Idyll 10’ Hermes g8
(1970) 381

18.See Bruns Fontes Iuris Romani
(7 ed. Tiibingen 1gog) pp.361f.,
and F.Cairns ‘Propertius 2 2ga’
CQ 21 (1971) 455f%.

19.E.g. (besides the obvious literary
manifestos) Prop. 2 13 and 2 30
(see L.P. Wilkinson, ‘The con-
tinuity of Propertius 2 13’ CR
N516 (1966) 141ff. and F.Cairns
‘ Propertius 2 30A and B’ CQ 21
(1971) 204ff.

20.For an analogous convention see
F.Cairns ‘Catullus 1’ Mnemosyne
22 (1969) 153 L.

21.For these themes see W. Kroll
Studien zum Verstindnis der
rémischen Literatur (Stuttgart
1924 ) ch.2 and Cairus, op. cit.
(above, n.20).

22.See Wilkinson, op. cit. (above,

_n.19) p.143.

25.cera codd. serta edd. The correct-
ness of the Mss reading has been
established by Shackleton Bailey,
op. cit. (ch. 1, ..27) pp. 244f.

24.Theophr. H.P. 5 4 5.

25.See Kroll, op. cit. (above, n.21).

26.E.g. Cat. 12 13f. For the senti-
mental valuc of a gift cp. also, e.g.
Ov. Her. 17 71 ; Mart. g g9.

27.The appearance of the word
aurum in both passages may be
noted.

28.0n ancient friendship see, e.g.
Williams 408.

29.This example is recovered from the
text of Himerius.

30.K. Quinn ‘Horace as a love poet.
A reading of Odes 1, 5° Arion 2
(1963 ) 68f., quoted and criticized
by D. West Reading Horace
(Edinburgh 1967) pp. 105fT.

31.See ch.2, n.5.

32.In the scholion the word is found

in adjectival form. Classical dawn
poems of several genres are assem-
bled without generic distinction in
Eos ed. A.T.Hatto (The Hague'
1965) pp. 255 ff., 271 ff. The work
collects dawn poetry of all
languages and epochs.

33.See N-H1, 18g.

54.For a parody of the ‘gloating over
fulfilment’ of a different sort of
prophecy see Ov. 4m. 1 14.

55.For another possible example with
an even more fleeting allusion to
the komos see A.P. 5 g2 (Rufinus).

36.See Jacoby, op. cit. (above, n.17).

37.But see N-H1, 28¢gff. for a differ-
ent view of this ode.

538.angiportus = grevwnds, a feature
of some komoi, e.g. Aristaen. Ep.
2 4; 2 19; Lucian Bis Acc. 31.

39.See, e.g. Prop. 3 6 21f. and P.
Pierrugues Glossarium Eroticum
Linguae Latinae (repr. Amsterdam
1965) svv. lupa, lupanar, meretriz,
scortum, etc.

40.See Copley, passim.

41.0n the title mandata and on the
genre mandata morituri (below,
pp.gof.) see, e.g. Gerber-Greef,
op. cit. (ch. 3, n.12) s.v. maendo.
For the title epistaltikon see
Proclus Chrestomathia 34.

42 For such mandata see N-H1on O. .

1 38, whose genre is mandata.

43.0n this genre see W.Kese Unter-
suchungen zu Epikedion und
Consolatio in der rémischen
Dichtung (Diss. Gottingen 1950).

44.0p. cit. (above, n.19).

45.0n questions relating to the
addressee see ch. 9.

46.The conclusion of this section may
throw some light on the problem
about the soteria mentioned pp. 73 f.

47.See Copley, Chs. 3ff.

48.See F.Cairns ‘Five " Religious"’
Odes of Horace’ AJPh g2 (1971)
4331l

49.' Italische Volksjustiz® Rh M 56
(1gor) 1ff.

{50.E.g. Cat. 12 25;Ov. Am. 3 449f.;
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Petron. Sat. 92; Tac. Hist. 1 5 3
(an extended sense).

51.See op. cit. (above n.49).

52.Flagitare however originally
means ‘to disgrace’ not ‘to
demand’ - see op. cit. (above,
n.49).

53.For another possible item of arai
literature see Collectanea Alexan-
drina ed. J. U. Powell (Oxford
1925) p. 28 — the editor’s comments
on the Chiliades of Euphorion in
his introduction to Euphorion.

54.E.g. Plaut. Pseud. 557. In other
cases quoted by Usener, op cit.
(above, n.49), ‘dicta’ is under-
stood.

55.0n triumph poems see K. Galinsky
‘The triumph theme in the
Augustan elegy’, //"S Ns3 (1969)

ff.

751,

56.See H.S. Versnel Triumphus
(Leiden 1970) passim.

57.0n such matters see A.E.l{arvey
‘ The classification of Greek lyric
poetry’ CQ Ns5 (1955) 1571E,
and R.Pfeiffer History of Classical
Scholarship (Oxford 1968)
pp- 183 ff.

58.For self-fulfilling undertakings see
W.J.Slater ‘Futures in Pindar’
CQ 19 (1969) 86ff.; N-H1, 254.

CuarrERFOUR

1.For these see Burgess 101 ff., 106.

2.E.g. 369 27ff.; 370 9ff., 409 14 ff.

3.Introduction to Id. 17, p.335.

4.But for an excellent treatment of
the literary context of Id. 17 and a
fair assessment of its merits see
W.Meinke Untersuchungen zu den
Enkomiastischen Gedichten Theo-
krits (Diss. Kiel 1965) pp.87ff.

5.For a good account of ancient
thought about encomium see
Burgess 113 ff.

6.The assignment was by Burgess
130, 171 (but with inaccurate
concomitants).

7.In Menander’s period of course one :

of the Roman Emoerors.

: 8.0n the distinction between enco-

mium and apologia see below,
p- 120 and Burgess 118.

9.For these see G. Fraustadt Encomi-
orum in litteris Graecis usque ad
Romanam aetatem historia ( Diss.

Leipzig 1909), e.g. pp.54f., 62f.,
68.

10.See above, n.8.

11.Cf. Callim. H.4 187ff.; Paus.
172

12.Cp. ch.1, n.28.

13.See above, n.8.

14.See, e.g. Burgess 142ff. ; F. Muecke
Tibullus Book I: Critical Essays
on Selected Poems (B.Phil. thesis,
Oxford 1970) pp.66ff. ; F. Cairns
‘Propertius 3 10 and Roman
Birthdays' Hermes g9 (1971)
150ff.

15.In the case of women the Genius
is replaced by the Juno (Natalis).

16.See Fraustadt, op. cit. (above,
n.g), e.g. pp-43, 55, 62.

17.See Kiessling-Heinze, ad loc.

18.Cp. 4.P. 12 52 5f. (Meleager).

19.Since Nicetas is also a governor (in
the sense that he is a bishop), and
since he is going to rule his diocese,
schetliasmos addresséd to him
would be doubly unusual.

20.For treatises on this subject see
W. Kroll, op. cit. (ch. 3, n.2).

21.See, e.g., Ad Herenniumed. H.
Caplan (Loeb Class. Libr. 1954 )
intr. pp.ixff.

22.See G.Kennedy, op. cit. (ch. 3,
n.15) pp. 64fl.

23.Cp., e.g. Theogn. 1 692 ; Eur. Hel.
14571f%., 1495f.; Hor. O. 1 31 ff.;
Prop. 1 8 18; St. Sil. 3 2 8., 39ff.,
101 ff.

24.See above, n.23.

25.Cp., e.g. Hor. 0.1 3 5f.; 1 1416
(?); St. Sil. 3 2 5f.

26.See ch. 2, n.28.

27.See ch. 1, n.2g.

28.Cp., e.g. Eur. Hel. 1455f., 1503f.;
Theoc. Id. 7 57f.; A.P. 12 52 1f.
(Meleager); Hor. O.1 3 3f.; St.
Sil. 3 2 q2ff.
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29.Also e.g. at [ Theoc.] Id. 23 17f.
and see Copley 155, n.32.

30.See ch. 1, n.5.

31.See ch. 1, n.5.

CuarTERFIVE .
1.But see chs. 8-g for possible addi-

tional speaker /addressee variations.
2.Cp., e.g. Hor. O. 3 27 1ff,, 15f. For :
ancient practice see D. Wachsmuth :

TIOMITIMOZ O JAIMOQN
(Diss. Berlin 1967) pp.177ff.
3.See ch. 4, n.28.
4.E.g. Eur. Hel. 1498ff. (?); Cinna
F.P.L. ed. Morel, pp.87f. Fr. 2;

Hor. 0. 1 3 2; St. Sil. 3 2 8ff., and |

(in varied formns) Theoc. Id.
7 53f.; Hor. O. 3 27 17ff.
5.See ch. 4, nn.23, 28.
6.See ch. 4, n.23.
7.This notion does not appear in any

other propemptikon known to me,

but such vows are a topos of the

prosphonetikon (B15, cp. B16) and

are known as part of propemptic

activity in ancient life — see op. cit.

above, n.2, pp.131ff.

8.See p.57.

9.Cp., e.g. Sapph. Fr. g4 1{.; Prop.
1 811f.; St. Sil. 3 2 78ff.; Himer.
Or. 10 16; Menander 397 2 ff.

10.For this distinction in the travel
genres see general index, s.v.
abroad.

11.See, e.g. Pease, ad. loc. The inter-

pretation supported below was
proposed by Palmer on Ov. Her.

7 53-
12.See, e.g. Heyne-Wagner on Virg.

Ecl. 5 g and, e.g. Ov. Tr. 2 497f.;
Ov. 4.4.3197f.; Sen. Controv. 3 :

Praef. 14.

13.E.g. Prop. 1 8 21 ff.; St. Sil.

3 2 99f. ; Paulin. Carm. 17 2ff.
14.0n this genre see ch. 4, n.14.
15.For examples see Theogn. 1 425 ff.

and Young ad loc.
16.For these topoi see ch. 4, n.14.
17.See ch. 4, n.14.
18.See ch. 3, n.32.

:CHAPTER SIX

i 1.Naturally, there are cases where the

i distinction between inclusion and

reaction could give rise to argu-

ment. For example, reaction taking

the form of change of mind might

be thought to resemble inclusion

of an ‘inverse’ member of the

genre, or an inversion (e.g. Dido's

propemptikon to Aeneas) could

resemble an ordinary member of a

genre with reaction. But the

simpler view of such cases is

i usually discernible and preferable.

{ 2. For current views see Williams

506ff., and (against unity) E.J.

i  Kenney O.C.T., Praef. p.x.

: 3.0n the topos see N-HT, 48.

{ 4.See ch. 2, n.28.

:5.See ch. 1,n.22.

: 6.Cp. the parallel paradox at Hor. O.

3 2 1ff.

:7.Cp. Tib. 1 1 and Prop. 1 1, where

two versions of the life of an

elegiac poet fulfil programmatic

functions.

i 8.Seech. 1, n.1.

i 9.Prologue and epilogue do not

! appear to be genres in the sense in

i  which the word is used in this book.

i 10.Cairns, op. cit. (ch. 3, n.17).

i11.E.g. Plaut. Curc. 1-164; Aristaen.

i Ep. 2 4 and (most important)

Eupolis Fr. 139K. It may be worth

adding to the other arguments for

regarding the Cyclops’ song as

komastic the fact that Lucian ( D.

Mar. 1 290) names and describes

Polyphemus as Galatea’s komast.

The common denominator between

Theocritus and Lucian may be

i mime,.

:12.Cp., e.g. Plat. Symp. 183 ; Arist.
Ecl. g62; PTeb. 2(d); A.P. 12 72

i (Meleager); Copley 154, n.19.

i 13.Cp. the discussion of Idyll 6,

i pp-194f.

i 14.See ch. 2, n.30.

{15.Cp. Hom. Od. 15 128f. ; Eur. Hel.

i  1469fl.; Theoc. Id. 7 52, 61 f.;
A.P. 12 52 6 (Meleager);



Notes to pp. 150-174

Hor. Epod. 1 1f.; O. 1 3 6; St. Sil.
3 2 49, 101 ff. ; Menander 399, 8f.

16.See ch. 1, n.22.

17.Cp. Hom. Od. 5 206ff. ; Theoc.
Id. 7 53f.; Hor. Epod. 1 3f.;
O.13gff.; 0.3 2717ff.; Ov.
Am. 2 119ff.; St. Sil. 3 2 61 ff.

18.Cp. Prop. 1 6 17.

19.See ch. 5, n.g.

20.Cp., e.g. Prop. 1 6 10, 18; Virg.
Aen. 4 365ff.

21.See p.57.

22.See ch. 1, n.44.

23.See ch. 2, n. 30.

24.App. 1Ul. 2.

25.See ch. 4, n. 23.

26.Cp., e.g. Hom. Od. 15 128f.; Eur.
Hel. 1469f. ; Theoc. Id. 7 61f.;
Hor. 0.1 3 6; St. Sil. 3 2 48f.;
Paulin. Carm. 17 188 ; Menander
399 81.

27.See ch. 2, n.25; ch. 5, n.13.

28.Perhaps a variant of the pro-
pemptic wish for the traveller’s
return - but see pp.159ff.

29.See H. Trinkle Die Sprachkunst
des Properz und die Tradition der
lateinischen Dichtersprache (Wies-
baden 1960) pp.147ff.

30.Cp. similar Statian innovations in
the propemptikon (Sil. 3 2) in a
genre where direct comparison
with Menander's prescription is
possible ~ see pp.162-3.

31.For felir as an erotic ¢.¢t. see R.
Pichon index Verborum Amatorium
apud Latinos Elegiarum Scriptores
(repr. Hildesheim 1966) s.v.

32.For this latter identification see
J. G. Griffiths Plutarch De Iside et
Osiride (Cardiff 1970) general
index, s.v. Perscphassa.

33.See R.Meyer Die Bedeutung
Aegyptcns in der lateinischen Lite-
ratur der vorchristlichen Zeit
(Diss. Ziirich 1961) index, s.v.
Isis.

34.0n abortion sce Brandt on Ov.

Am. p.217.

252

CHAPTER SEVEN

1.See Copley, ch. 5.

2.Cp. e.g. Sapph. Fr. 94 (LP); Prop.
16; Hor. 0.1 3; 2 27.

3.See ch. 6, n.15.

4.See ch. 4, n. 23.

5.For the contrast/comparison be-
tween song and sacrificial offering
see Callim. Aet. 1 24f.; and
Pfei ffer, ad loc.

6.Cp., e.g. Thuc. 1 5 2 ; Moschus
3 82; Virg. Ecl. 6 46, 63 ; Hor. Sat.
11036; 2 5 41; Prop. 2 30 19ff.;
St. Sil. 2 7 77.

7.See ch. 6, n. 26.

8.See Plut. Mor. 678c, and N-II1,
401 f.

9.Cp. Hor. O. 3 14, treated on
Pp-182f.

10.See pp.27f.

11.A penetrating analysis of these
lines and of Tib. 1 7 as a whole is
contained in F.Muecke, op. cit.
(ch. 4, n.14) pp.66ff.

12.E.g. in the epithalamium (see
Menander 299 23 ff.) and the
soteria (cp. St. Sil. 1 4 115ff.).

13.Hor. O. 4 2 45ff.; Ov. Tr. 4 2 5711
Cp. St. Sil. 1 4 11511, for the
soteria.

14.Cp. Menander 399 23 ff. for the
epithalamium.

15.See Otto Sprichworter, s.v. oculus
-10.

16.For these see op. cit. (ch. 4, n.14).

17.Cp., e.g. Ov. Tr. 5 5 23f.; Tib.
2 2 19f.; Ov. Tr. 3 13 (negated).

18.pallor: see Enk on Prop. 11 22;
thinness: Theoc. Id. 2 8gf.; Prop.
1522;22221;0v, Am. 16 5;
2 10 23; Her. 11 27f.; unkempt-
ness: Ov. Her. 13 31; Ep. Sapph.
ad Phaon. 73 ff.

19.Cp., e.g. Prop. 1 1 29; 3 21 11,
Ov. Rem. Am. 213ff.

20.See Gow, ad loc.

21.See ch. 3, n.17.

22.See ch. 3, n.6.

23.Bellona, originally the Roman war
goddess, was identified with the
Asiatic goddess Ma whose temple

1voles 10 pp. 1/ )-4u1

was served by sacred prostitutes.
This presumably explains the role
of the priestess of Bellona here.
See Kl.-Pauly, s.v. Ma.

24.See Cairns, op. cit. (ch. 3, n.17).

CHAPTER E1QHT

1.See also, e.g. Ad. Herenn. 3 6 11.

2.See Williams 139f.

3.E.g. Tullus in Prop. 1 6 and Mae-
cius Celer in St. Sil. 3 2.

4.For such formal sophistications see
pp-127-8.

5.Contrast the tasteless and tactless
Consolatio ad Liviam (P.I.M. 1, v)

31f.

6.This is equivalent to (B11) in pros-

phonetika to private individuals ~
cp. Menander 378 20ff. ; 381 15ff.

7.Cp., e.g. pp.185ff. on Prop. 3.4 and
Hor. O. 4 5 2¢9ff.

8.See E.Fraenkel Horace (Oxford
1957) pp- 42 ff. for discussions of
Epode 16.

9.Some of the evidence on emigrations
(including the ver sacrum) is con-
veniently summarised by R.G.
Lewis ‘ Appian B.C.1, 49, 214
Sexaredovres: Rome’s New
Tribes go—87 BC'. Athenaeum 46
(1968) 286 ff.

10.See Schol. Arist. Nub. 331.

11.1 165. t

12.See Cicero De Divinatione, ed.
Pease, index, s.v. auspicia.

13.For a contemporary elegiac
example see Tib. 1 3 10ff. and
K.F.Smith, ad loc.

14.See Pease on De Divinatione 1 29g.

15.See ch. 1, n.22.

16.See ch. 2, n.28.

17.See pp.159ff.

18.Cp, e.g. Ov. Am. 2 11 and St. Sil.
3 2, treated on pp.161-2.

19.See pp. 161 ff.

20.See Propertius Book 3, ed. Camps,
introd. p.1.

21.See pp.13ff. for discussion of this
topos.

22.See ch. 1, n. 30.

23.See above, n.12.

24.See ch. 1, n. 44; ch. 4, n.28;
ch. 5, n.4.

i 25.See ch. 4, n. 24, for the topos of

sea gods’ help to the departing
traveller. Galatea also occurs in
propemptika at Prop. 1 8 18 and
(ns Galaneia) at Eur. Hel. 14571f.

26.See ch. 1, n.ag.

: 27.See ch. 4, n.28; ch. 5, n.4; ch. 4,

i n.23.

: 28.For pallor cp. Hor. Epod. 1016

i Ov. Am. 2 11 28; for sea monsters

i cp. Hor. 0.1318.

i 20.See ch. 3, n.48.

30.See ch. 3, n.48 and F.Cairns
‘Horace Odes t 2° Eranos 6g
(1971) 68fE.

i 31.See ch. 3, n.48.

32.See Copley 149, nn.44-7; 154,
n.2s.

33.For apples as a komastic gift cp.,
e.g. Theoc. Id. 2 120; Id. 3 10.

34.For burning in another Theocritean
komos cp. Id. 7 102 and see also
Copley 149, n.37. On the house
dog as a bane of lovers (below) see
