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Stephen ). Harrison
Introduction

The conference from which this volume is derived made a clear statement of its
concerns in the programme and advance material. ‘Neither older empiricist po-
sitions that genre is an abstract concept, useless for the study of individual works
of literature, nor the recent (post-) modern reluctance to subject literary produc-
tion to any kind of classification seem to have stilled the discussion on the var-
ious aspects of genre in classical literature. Having moved from more or less es-
sentialist and/or prescriptive positions towards a more dynamic conception of
the generic model, research on genre is currently considering “pushing beyond
the boundaries”, “impurity”, “instability”, “enrichment” and “genre-bending”.
The aim of the conference is to raise questions of such generic mobility. The pa-
pers will explore ways in which works assigned to a particular generic area play
host to formal and substantive elements associated with different or even oppos-
ing genres; assess literary works which seem to challenge perceived generic
norms; highlight, along the literary-historical, the ideological and political back-
grounds to “dislocations” of the generic map.’

The key idea here, then, is that of contact between defined literary genres as
a dynamic and creative force in Roman literature. Elsewhere I have pursued a
particular aspect of this topic, generic enrichment, where a ‘host’ genre includes
a ‘guest’ genre and expands its literary horizons, but still remains ultimately
within the boundaries of its own original literary kind.! In this introduction I
will set these themes against the background both of ancient genre theory and
of more recent generic ideas, and then turn to a brief account of the individual
papers within this framework.?

Ancient literary criticism and generic boundaries
in Rome
Ancient literary criticism attached considerable importance to literary genre, es-

pecially writings in the Aristotelian tradition; by the Roman period which is the
subject of this volume, the generic self-consciousness and experimentation of

1 See Harrison 2007.
2 In what follows | adopt and develop some elements from the introduction to Harrison
2007.
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the poetry of the Hellenistic period, saturated in the post-Aristotelian concern
with the classification of literature, had shown both how embedded generic con-
cepts were in literary consciousness, and how innovative poets might exploit ge-
neric models and expectations by presenting works in which generic interaction
and transgression was openly practised and indeed thematised.?

Though the relative vagueness and paucity of Graeco-Roman genre theory
has been rightly emphasised,* it is possible to identify at least in general
terms the key generic ideas and implicit theory which a Roman reader is likely
to have known and applied.® As elsewhere in Western literary theory,® the history
of ideas on genre begins effectively with Plato and Aristotle. In the well-known
discussion of the morally enervating effects of poetry in the third book of the Re-
public (3.394b-c), Plato’s Socrates divides literature into three types according to
its mode of narrative presentation: that which presents only speech uttered by
characters (e.g. tragedy and comedy), that which presents only the poet report-
ing events (e. g. dithyramb,” and lyric in general), and that which is a mixture of
both (e.g. epic). This creates the tripartite generic taxonomy of epic, drama and
lyric which has been so influential in the Western tradition, and which still fig-
ures prominently in generic theory.? Aristotle in the Poetics (1448a) adds the cru-
cial further idea of appropriateness: each literary kind has a naturally appropri-
ate medium (prose or verse, metre, music, harmony, kind of speech) and appro-
priate subject-matter (of fitting length, dignity, realism). Epic, for example, dif-
fers from tragedy not in its subject-matter (for it has everything that epic has,
Ch.26, 1462a) but in length and metre (Ch.24, 1459b). Here as often in Aristotelian
literary criticism the leading idea is 10 mpémnov, decorum, or the notion that every-
thing has its own appropriate place and function. This place is felt to be natural
and intuitive; nature and experience teaches poets the naturally appropriate
kind of metre for the subject (Ch.24, 1460a), implying that there is a fundamental
connection between topic and type of metre.

The recent publication of more of the literary-critical work of Philodemus
(first century BCE) suggests that generic issues were a lively source of debate
in late Hellenistic scholarship, which itself had direct influence on Roman cul-

3 See Fantuzzi and Hunter 2004.

4 See especially Rosenmeyer 1985.

5 On implicit generic theory in antiquity see Farrell 2003.

6 E.g. in narratology, cf. Genette 1980, 162-6.

7 Genette (1992) stresses the narrativity of dithyramb and that the post-classical tradition
has been wrong in assigning it to lyric. Of course lyric (and dithyramb) can include narrative
and character-speech, but the stress on performing first persons is strong.

8 E.g. in Genette 1992.
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ture through Philodemus’ presence and reception in Italy.” Philodemus himself
seems to have upheld traditional Aristotelian views on the separation of poetic
genres by appropriate content and style against the more radical theories of writ-
ers like Pausimachus and Heracleodorus, who suggested that generic categories
were unimportant.’® Perhaps our best source for late Hellenistic generic theory is
the Ars Poetica of Horace, which seems to concur with Philodemus’ ideas on
genre in the previous generation in a number of ways. Whether or not this
work relies in detail on the lost theories of Neoptolemus of Parium,™ it is
clear that it represents a consolidation in the Peripatetic tradition of the key
ideas put forward by Aristotle in the Poetics.

The crucial passage on the topic of genre is AP 73-98, given by Brink in his
commentary the heading of ‘norms of diction in poetic genres’: here we find the
familiar Aristotelian idea of appropriateness (16 mpémnov, decorum), with the clear
fitting of content to metrical and generic form: wars fit hexameters and epic,
lamentations and offerings elegiacs, abuse iambics, tragic and comic dialogue
iambics, and lyric a range of topics from epinician to sympotic (clearly looking
here to Horace’s own Odes). These forms are clearly deemed to be part of a nat-
ural, accepted and prescriptive generic taxonomy, descriptas vices ... operumque
colores (86), the ‘duly assigned functions and tones of literature’ which the poet
can recognise and should observe; similarly normative is the notion that ‘every-
thing must keep the appropriate place to which it was allotted’ (singula quaeque
locum teneant sortita decentem, 92). But two post-Aristotelian aspects stand out
particularly too: the use of an inventor or chief exemplar (auctor) of a genre as
part of its definition, and the admission that genres may incorporate elements
from other genres for special effects.

The first idea, the search for an auctor, is a post-Aristotelian development
which is likely to derive from the literary researches of Alexandria and its gen-
eration of the poetic canon, which naturally sought to attach ancient and author-
itative names to literary forms." By the Roman period it has clearly become stan-
dard in defining genres, something evident not only from this passage of Horace,
where Homer and Archilochus are named as generic founders and the dispute
about the auctor of elegy is highlighted, but also from the literary catalogue of
Quintilian’s tenth book, which proceeds by setting the auctores of Greek litera-

9 See Gigante 1995, Armstrong et al. 2004.
10 cf. Janko 2000, 151-60, 417, 435.

11 For the debate see e.g. Brink 1971, xii-xxi.
12 See Zetzel 1980 and Vardi 2003.
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ture against their Latin counterparts, and which plainly shows traces of Peripa-
tetic and Hellenistic influence in the identification of its Greek exemplars.'

The second idea, that works in particular genres can incorporate elements of
a different or opposing genre, is a key idea for this book. Once again, like the
search for the auctor of a genre, this idea clearly derives from the Hellenistic pe-
riod: the ‘crossing of genres’ (Kreuzung der Gattungen) famously identified by
Wilhelm Kroll in Latin poetry has been repeatedly shown to be a major creative
feature of Hellenistic poetry.** The Horatian examples (paratragedy in comedy,
homely diction in tragedy) are relatively modest in scope; as we shall see in
the analyses of this volume, the principle of incorporating elements from a dif-
ferent, ‘guest’ genre while retaining the overall framework of the primary, ‘host’
genre can be considerably extended.

The key Aristotelian idea of matching subject-matter to metrical form in ge-
neric choice is clearly standard in the Augustan period; it is regularly paraded in
Augustan recusationes, passages in which another genre is rejected in favour of
the one in which the poet is already writing, e.g. Propertius 2.1.39-42 and
3.3.15-24 and Ovid Fasti 2.125-6, all rejecting epic subject-matter as too ‘big’
for elegy;™ or in other metagenerically reflexive moments where the subject-mat-
ter seems to be becoming inappropriate for the metre, e.g. Horace Odes 3.3.69
non hoc iocosae conveniet lyrae, ‘this will not suit my frivolous lyre’, where the
material is getting too ‘heavy’ for lyric; or in passages where the controversial
choice of material in a previous work is defended by the argument that the sub-
ject-matter matched the generic form, e.g. Ovid’s defence of his erotic topics at
Remedia Amoris 371- 388, ending with si mea materiae respondet Musa iocosae, /
vicimus, ‘if my Muse fits its frivolous material, victory is ours’ (387-8), a wickedly
triumphant assertion of Aristotle’s doctrine of the matching of form and content.
Such ideas are still standard at the end of the first century A.D. and form the
basis of poetics in the imperial period. Quintilian (10.2.22), picking up Horace’s
argument in the Ars Poetica that paratragedy is possible in comedy and para-
comedy in tragedy, opposes it with a more conservative view which nevertheless
works within the same Aristotelian framework: ‘each genre has its own rules and
proprieties. Comedy does not rise high on tragic buskins, nor does tragedy stroll

about in the slippers of comedy’.*®

13 See e.g. Steinmetz 1964, Zetzel 1980, 97 -99.

14 Cf. Kroll 1924, 202 -224, Rossi 1971, Fantuzzi 1980, Harder et al. 1998, Rossi 2000,
Fantuzzi and Hunter 2004, 17 -41.

15 Wimmel (1960) remains the standard collection of Augustan recusationes; for a more
compact account see Lyne 1995, 31-9.

16 Tr. Winterbottom in Russell and Winterbottom 1972, 403.
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Another key element of Aristotelian genre theory implicit in these ancient ac-
counts, and crucial for the Roman context, as we shall see, is that of the hierar-
chy of genres. This notion, later to become even more influential through its role
in the formation of the literary canon,” goes back once again to the Poetics,
where the three main genres discussed (epic, tragedy and comedy) appear to
be ranked according to three criteria (Poetics Ch.4.1448bff.): length, metre and
the dignity of the characters represented (a particular way of looking at content).
Epic is the most prestigious genre because of its length, its ‘heavy’ hexameter
metre (see above), and the dignity of its characters; tragedy comes next, also de-
scribing dignified characters, but at lesser length and in a more conversational
metre; and comedy comes last, with its treatment of lower characters. This
kind of thinking clearly underlies the language of the passages of Horace and
Quintilian (above) in describing comedy ‘rising’ to the heights of tragedy, and
the order in which both these authors in fact treat the genres (beginning with
Homer and epic).*®

Moreover, the whole poetic careers of both Vergil and Horace can plausibly
be constructed as generic ‘ascents’: Vergil’s ascent is within the hexameter gen-
res, beginning with the slightest in Theocritean pastoral (Eclogues), passing
through the middle stage of Hesiodic didactic epic (Georgics), and concluding
in the highest form of Homeric heroic epic (deneid).’® Some of this is clear
from the end of the fourth Georgic (4.559 —566), where the poet marks off the Ec-
logues and the Georgics as ‘early’ works by pointedly echoing the opening line of
the Eclogues in the very last line of the Georgics (G.4.566 ~ Ecl.1.1); the two are
thus segmented together as a propaedeutic for the epic work which has been
(obliquely) sketched in the proem to the third Georgic, a passage which clearly
uses the language of poetic ascent in envisaging the move into encomiastic
epic. Horace, for his part, begins with satiric sermo, represented as not even po-
etry, passes through the transitional stage of iambus in the Epodes, a lowly first-
person form, and rises to the loftier tones of lyric in the first three books of
Odes.”® This hierarchy comes out clearly in statements in the Epistles, which
look back on the ‘completed’ Horatian poetic career: Ep.1.19 omits the Satires
but claims originality in the Epodes and Odes (in that order: 1.19.23—4 Parios
ego primus iambos/ostendi Latio, 32— 3 hunc ego, non alio dictum prius ore, Lat-
inus/vulgavi fidicen), while Ep.2.2 cites the three main Horatian genres, claiming
that each finds its own enthusiasts, but in fact preserving generic hierarchy in

17 Cf. Zetzel 1980, Fowler 1982, 212 -34.

18 Cf. Fowler 1982, 219-21.

19 Cf. Farrell 2002 and Hardie and Moore 2010.
20 See Harrison 2010.
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inverse order, with sermo as the climax since it is the form in which he is actually
writing these lines (2.2.58-60): ‘Then, not everyone admires or likes the same
works: you rejoice in lyric, another delights in iambic, yet another in the ser-
mones in the style of Bion and their dark biting humour’.

Thus the conception of genre available in the Roman period was clearly Ar-
istotelian, and was especially concerned with the appropriateness of subject-
matter to metrical and literary form and with the demarcation and relative hier-
archy of the individual genres. Poets clearly played with these expectations,
which formed a clear basis for the strategies of generic mixture and interaction.

Modern genre theory and the interpenetration of
generic boundaries

The development of literary theory on genre has shown considerable interest in
the general idea of generic interaction. In recent times there is perhaps some
sense that traditional boundaries between genres, the demarcations which go
back ultimately to the Aristotelian model outlined above, have in some sense fi-
nally broken down or are the objects of continual interpenetration, that we are at
the end of coherent generic history. This view is buttressed by the tendency of
modern literary texts themselves to break down and subvert generic boundaries;
hence the deconstructive inclination of much (post-) modern critical discourse to
liberate texts from the hermeneutic restraints of classification. In its most ex-
treme form, this can extend as far as Derrida’s claim that generic systems are
in effect meaningless in the analysis of modern literature,”* and the kindred no-
tion that an individual text is a unique artefact which resists any significant kind
of generic classification (implicit in much New Criticism) in fact goes back to
Croce’s view that genres are purely nominal labels which make no meaningful
statements about the character of individual works of literature, since ‘every
true work of art has violated some established kind and upset the ideas of the
critics’.?

On this key issue of the importance of genre for interpretation, I would agree
with Jonathan Culler that genre classification is vital for meaning in providing ‘a
set of literary norms to which texts may be related and by virtue of which they
become meaningful and coherent’,?> and of E.D. Hirsch that it is generic bounda-

21 Derrida 1980/1992.
22 Croce 1922, 37, and Duff 2000, 25-8; cf. further Croce 1922, 436 —449.
23 Culler 1975, 145.
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ries which in fact make the critical reading of a work possible by providing a ma-
trix against which to set an interpretation.** At least in a Roman context, a ge-
neric label is usually informative and applicable to a literary work and helps
to generate part of its interpretation, by creating generic norms and expectations
on the reader’s part: to cite the most recent and most helpful book on Graeco-
Roman genre, ‘genre in antiquity is a matter of authorial positioning and read-
erly conditioning with regard to a coherent tradition’.®

As we shall see, modern genre theory offers a number of interesting views of
the ways in which literary genres interact and develop to creative and enriching
effect.?® It also offers encouraging support for those who want to argue for the
importance of this phenomenon in Greek and Latin literature, since some of
the most effective contributions to the modern theory of generic interaction ac-
tually treat distinctly pre-modern texts from the medieval and Renaissance peri-
ods,”” showing that the tendency to innovate and enrich by breaking or compro-
mising generic boundaries goes back a long way. As this shows, the two concepts
of generic interaction and generic enrichment development are crucially inter-
connected. It can indeed be argued that any significant literary work adds to
or enriches the present and future possibilities of its own literary category: as
Alastair Fowler puts it, ‘to have any artistic significance, to mean anything dis-
tinctive in a literary way, a work must modulate or vary or depart from its generic
conventions and consequently alter them for the future’.?® Within the Aristoteli-
an literary universe of the first century BC, as we shall see, the primary form of
such departure from convention is generic interaction, confrontation with and
incorporation of ‘guest’ elements which are then absorbed into the ‘host’
genre; this is a vital source of creative expansion of literary genre.

One key idea which has been raised in theories of generic development is
that of generic evolution. The nineteenth-century work of Brunetiére sought to
trace the development of literary genres as (essentially) a process of Darwinian
natural selection, with genres coming into being, modifying through interbreed-
ing, and passing away according to the needs and requirements of differing cul-
tural circumstances.? This positivistic, biological model was a primary target for
the opposition to genre as a ‘pseudo-concept’ famously advanced by Croce, but

24 Hirsch 1967, 68-126.

25 Depew and Obbink 2000, 2-3.

26 For overviews of genre theory see e.g. Duff 2000.
27 E.g. Jauss 1982, 76 -109, Colie 1973.

28 Fowler 1982, 23.

29 Brunetiére 1890.
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also (as Barchiesi has recently stressed)®® provided the intellectual underlay for
the classical work of Wilhelm Kroll in the celebrated chapter ‘Die Kreuzung der
Gattungen’ (‘The Crossing of Genres’) in his Studien zum Verstdndnis der romi-
schen Literatur.* For Kroll, as for Brunetiére, the potential problem of generic ex-
haustion is obviated by a continuing renewal of literary genres though a process
of cross-fertilisation which creates new hybrids. This idea has been more recently
picked up by Ralph Cohen, who has argued that literary genres are basically col-
locations of various features that shift in relative importance as literary purposes
alter over time;* both see the development of literary genre as comprising rear-
rangement within existing generic systems. A different view of evolutionary ge-
neric development was highlighted in turn by the Russian formalists, who in the
1920’s argued that literary genres were renewed not by cross-breeding or endo-
gamic exchange within the existing generic system, but by exogamy, by the in-
clusion of themes previously deemed to be non-literary, the ‘minor branches’
of the textual ‘family’: the ‘new blood’ of marginal and subliterary material
was infused into obsolescent traditional genres, thus revivifying them for a
new generation.>

All these views have as their common feature the notion that generic struc-
tures develop and evolve creatively in response to a range of literary stimuli. Cre-
ativity must be in some sense the product of authorial activity, but many find it
an easier task to attempt the reconstruction of the cultural horizons of the col-
lective model readership® of a classical text than of the mental processes of
its single historical author. Here a central role is played by reader-response theo-
ry, with its notions of the reader’s ‘horizon of expectation’ or ‘repertoire’, what
structuralist theory has called ‘literary competence’,* the knowledge which a
model reader needs to bring to a text in order to achieve a full or effective inter-
pretation. The perception of genre in a newly experienced literary work, and of
its variation or evolution, depends to a large extent on readerly repertoire and
expectation, and is built up through the reception of a succession of related
texts: as Jauss has put it, ‘the relationship between the new text and the series
of texts formative of a genre presents itself as a process of the continual founding
and altering of horizons. The new text evokes for the reader (listener) the horizon

30 Barchiesi 2001.

31 Kroll 1924, 202-224.

32 Cohen 1987.

33 See Duff 2000, 6 -8 and 29 -49.

34 |l.e. the readership constructed or imagined by the text in its original context: cf. e.g.
Conte 1986, 30.

35 Culler 1975, 113-30.
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of expectation and ‘rules of the game’, familiar to him from earlier texts, which
as such can then be varied, extended, corrected, but also transformed, crossed
out, or simply reproduced’.>® This naturally entails that genres will develop
and enrich themselves over time and lead eventually to changed horizons and
expectations: as Ruurd Nauta has put it in his discussion of Jauss from a classi-
cal perspective, ‘a genre changes over time: a literary work is always received
within existing generic expectations, but the reception of this work also always
changes these generic expectations’.”’

This historical aspect of reader-response theory is entailed by its focus on
the particular reader, or reading/interpretive community,®® in the construction
of meaning. It seems especially useful for dealing with texts more than two mil-
lennia old and with issues of literary history. If we can reconstruct enough of the
cultural horizons and expectations of a particularly situated group of readers, we
can begin to analyse what might then have been perceived as generic evolution
and change. Of course, our own responses and repertoires as twenty-first century
readers are also inevitably involved here, and it is impossible to claim that any
reconstruction of the cultural horizons of an original, implied readership of an
ancient text is a purely historical or scientific enquiry independent of our own
contemporary concerns, or indeed that it is the only route to seeking its interpre-
tation; but in what follows an implied original readership, reconstructed through
a range of evidence on Roman literature and culture, will be the primary point of
reference.

Finally, I turn to the mechanics of generic interaction and the issue of how it
be identified in texts by readers, ancient or modern. One useful distinction here
is that between genre and mode. In his chapter on ‘Mode and Subgenre’,> Alas-
tair Fowler argues that ‘mode’ can usefully be employed for the situation where a
text which belongs fundamentally to one genre includes a limited number of el-
ements from another genre, the situation which in fact pertains in almost all the
examples discussed in this book. Genres, or ‘kinds’ as Fowler also calls them,
show a more or less complete range of the appropriate generic repertoire;
modes, argues Fowler, ‘have always an incomplete repertoire, a selection only
of the corresponding kind’s features, and one from which overall external struc-
ture is absent’. While genres can be described by nouns (‘tragedy’), modes can be
described by adjectives (‘tragic’). Much the same idea is argued by Hans-Robert

36 Jauss 1982, 88.

37 Nauta 1990, 119 [my translation].

38 On reading / interpretive communities see Fish 1980; for their role in the contemporary
interpretation of classical literature see Harrison 2001, 11-12.

39 Fowler 1982, 106 -129.
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Jauss in his distinction between ‘a generic structure in an independent or consti-
tuitive function, and one in a dependent or accompanying function’:*° the first is
the dominant element which sets the specific generic framework, while the sec-
ond varies and broadens that framework. Both these formulations refer to what
one might call the evocation in a ‘receiving’ genre, which constitutes the domi-
nant generic framework of a text, of another ‘visiting’ genre, an evocation ach-
ieved by using enough of the features of the ‘other’ generic repertoire to achieve
readerly recognition that another genre is in play. In this sense the dominating
genre of the text is the ‘host’ which entertains the subordinate genre as a
‘guest’. The ‘guest’ genre can be higher or lower than the ‘host’ in the conven-
tional generic hierarchy (e.g. tragic elements in lyric or epigrammatic elements
in epic), but the ‘host’ in all cases retains its dominant and determining role,
though the ‘guest’ enriches and enlarges its ‘host’ genre for now and for the fu-
ture.

Francis Cairns’ important work on what can now safely be called ‘genres of
content™* (general rhetorical types applied to poetry rather than conventional la-
bels of literary kinds) offers the useful concept of ‘inclusion’ here.*> He points to
many examples of ancient poems where more than one genre of content (pro-
pemptikon, etc.) can be identified, where ‘material from different genres can be
found within the boundaries of single poems which are not epics or dramas’.*®
This he calls ‘inclusion’, and can cover examples of the same genre as well as
of different genres. In my 2007 book I should have acknowledged that Cairns’
inclusion provides an analogous framework for my ‘generic enrichment’, since
both can cover the use of a ‘guest’ genre within a ‘host’ genre which retains
its predominant generic identity.

A key aspect of generic interaction as perceived by modern readers of Roman
literature is the way in which generic issues are thematised in the texts and
themselves become the subject of poetic discourse. A major contribution has
been made here by Gian Biagio Conte, whose analyses of scenes of metageneric
confrontation and debate have been deservedly influential.** A good example is
his analysis of Vergil’s tenth Eclogue, arguing that the evocation of love-elegy in
this pastoral poem is not simply an example of Krollian generic fusion, but en-
ables a confrontation and exploration of the two distinct literary kinds and their
boundaries: ‘the sense of the tenth Eclogue is actually founded on a display of

40 Jauss 1982, 81.

41 For this expression see Cairns 1992, 65.
42 See Cairns 1972, 158-76.

43 Cairns 1972, 158.

44 See especially Conte 1986.
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the difference between these two genres’.*> But I would go further than Conte
here: the separation of the two genres cannot ultimately be maintained, and
there are clear textual signals that some sort of generic mixture is at issue
here.“¢ Conte’s analysis is crucial, however, in identifying intergeneric confron-
tation and tension as the source of the poem’s literary energy: ‘the confrontation
between two adjacent genres makes their relationship come to life, rescuing both
from the conventionally static nature of literary institutions’.*” I would add that
this clearly expresses the ambivalence between the entertainment of a ‘guest’
form and the resulting expansion of the ‘host’ form, my notion of generic enrich-
ment; love-elegy is indeed not pastoral (and the love-poet Gallus thus symboli-
cally renounces his supposed ambitions for the pastoral life by returning to it),
but the pastoral book of the Eclogues, at its climactic point of closure, is expand-
ed and indelibly enriched by imported elegiac material.

Thus generic interaction is a key critical term in the analysis of Roman liter-
ature, and can be a creative tool in both the creation and the reception of Roman
literary works.

The papers in this volume

These papers confront a wide range of issues concerning the dynamic interac-
tions of genre in Latin literature, and also the larger question of generic defini-
tion itself in the classical world. On the level of theory and general definition,
Gregory Hutchinson argues that we should use the model of ‘super-genres’ on
the basis of metrical identity (hexameter, elegiacs, lyric, dramatic forms), large
sets with interacting sub-sets such as didactic and oracle in hexameter and
New and Old Comedy in drama, while Ahuvia Kahane proposes a model for
genre drawn from the natural sciences and evolutionary biology, in which we
can find material and chronological continuities on the one hand, and, on the
other hand, a creative discontinuous potential. A further pair of papers looks
at the possibilities of creating new genres under the Roman Empire: Carole New-
lands asks whether poems of architectural ekphrasis such as those of Statius Sil-
vae can be counted as a new poetic kind, combining encomium with elements of
private life, while Therese Fuhrer considers similarly whether Christian literary
works from late antiquity that seem to be experimenting with new forms (pas-

45 Conte 1986, 126.
46 See further Harrison 2007, 59 -74.
47 Conte 1986, 128.
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sion literature, hagiographical literature, Prudentius’ corpus of poems, Bible po-
etry, sermons, Bible commentaries, Augustine’s Confessions or the City of God),
concluding that their common focus on a new base text, the Bible, must mean
that they break the boundaries of the old genre system.

On particular genres, one substantial group of papers looks at the flexibility
of the hexameter form at Rome in its epic and didactic kinds. Katharina Volk ar-
gues that that Cicero’s much-maligned poem about his consulship was a highly
original work that challenged the boundaries of the epic genre, incorporating el-
ements of political autobiography and didactic poetry and raising interesting
questions about poetic voice and persona, while Robert Cowan points to echoes
in Lucretius of the quintessentially tragic theme of the Thyestean feast, rejected
as unreal, a form of ‘anti-allusion’ to tragedy which seems to be more widely
spread in the De Rerum Natura. Andrew Zissos considers the interaction of
epic with prose in Lucan’s Bellum Civile, arguing for a link between Lucan’s ob-
sessive reflexivity and his poetic ‘response’ to Caesar’s commentarii, treating the
latter as a provisional and transient literary form whose purpose was to give rise
to texts in loftier genres (such as epic). Moving on to the Flavian period, Marco
Fantuzzi considers the influence of Ovid’s elegiac apostrophai to Achilles in
cross-dress at Scyros (Ars am. 1.681-704) on hexameter in Statius’ Achilleid
1.619-639 (Achilles’ dialogue with himself in the night he rapes Deidameia)
and 1.514—-535 (apostrophai to Thetis and Achilles by Calchas, who is asked by
the Greeks at Aulis to divine where Achilles is hidden), while Stephen Hinds
looks at the late antique epic of Claudian’s De Raptu as a form of the genre de-
termined not only by centuries of poetic tradition but also by the peculiar pres-
sures and circumstances of his own end-of-fourth-century life and times. Finally,
Philip Hardie takes us to the Renaissance and examines generic polyphony in
Renaissance Neolatin epic, with special reference to the incorporation of pastoral
in Sannazaro’s De partu Virginis, and to an Alcaic psalm-paraphrase in Abraham
Cowley’s Latin epic Davideis.

Another hexameter genre, pastoral, is the topic of three further papers. The-
odore Papanghelis points to the importance of the fiction of orality in Vergil’s
Eclogues for matters of generic identity and demarcation, especially in the dia-
logue of elegy and pastoral at Ecl. 10.52— 4. Eleni Peraki-Kyriakidou scrutinises
the close of Eclogue 4, arguing that at both the opening and the close of the
poem the poet tries to keep his work within the frame of bucolic poetry, especial-
ly Theocritean poetry, while at the same time accommodating traditional pastor-
al to the new cultural environment in Rome, while Evangelos Karakasis reads the
third Eclogue of Calpurnius Siculus as a characteristic instance of ‘generic inter-
action’ between pastoral and elegy, through the systematic imitation of Vergilian
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pastoral passages marked by clear elegiac qualities; he also points to some fea-
tures linked with comedy here.

In treatments of a further range of Latin poetic genres, Stavros Frangoulidis
discusses how in the opening scenes of Curculio, Plautus draws on paraclausi-
thyron (a form of lyric song), but alters all of its key features, making it so
fully integrated within the host genre that it subverts expectations. Two papers
look at satire, famously claimed by Quintilian as a Roman invention: Frances
Muecke combines discussion of why satire seems more problematic generically
than other Roman literary genres with a particular issue of literary history, sat-
ire’s original relationship with Roman comedy, while Kirk Freudenburg considers
the ancient division of satire into its two main types, the formal verse satire of
Lucilius, Horace, Persius and Juvenal, and the ‘mixed’ variety of Ennius, Pacu-
vius and Varro, and their flexible interactions in the extant remains of Varro’s
Menippean satires and Horace’s second book of Sermones. In a pair of papers
on elegy, Richard Hunter examines the engagement of Latin poets with archaic
Greek elegy, both as a stage in literary history, represented for us best in Horace’s
Ars Poetica, and as material to be reworked in their own poems, focussing espe-
cially on Mimnermus (popularised for Rome by Callimachus), while Stratis Kyr-
iakidis considers Ovid Tristia 1.7 in detailed structural and generic terms, show-
ing how its elegiac diction is related to the epic of the Metamorphoses. Finally in
this section, Stephen Harrison looks at the impact of two didactic poems, one a
generation old (the De rerum natura of Lucretius) and one very recently publish-
ed (the Georgics of Vergil), on the second book of Horace’s Odes in the 20 s BCE.

Prose genres should not be forgotten in this context, either, and these are
addressed in a further group of papers. Roy Gibson examines the ‘generic mobi-
lity’ of the ancient epistula and in particular the tendency of ancient letter col-
lections to be transformed into works of history and autobiography through
chronological ordering, perceived by moderns as a distinctive generic marker
in these genres. Christina Kraus explores the separation of historia from other
prose genres, especially oratory, and the various subgenres which historia itself
comprises, showing how a given historiographical work either claims or resists
generic identities, with Caesar, Bellum Gallicum 4.24-25 as a demonstration
text. Rhiannon Ash considers the idea that Tacitus frequently endows his Tiber-
ius with the distinctive voice of the Roman satirist, as well as himself serving as a
satirical target for other characters in the narrative: a reading of Annals 3.53—-4
offers a fruitful example of this fusion of the genres of satire and historiography.
Finally, David Konstan considers how the Historia Apollonii’s theme of sexual de-
sire on the part of an older man for a younger woman, contrasting with the re-
ciprocrated youthful love-pairs of the Greek novels, may derive from Greek New
Comedy and in particular from Diphilus.
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Thus these papers cover an impressive range in both chronology (Plautus to
Cowley) and literary kind (epic to comedy) in Roman literature, and provide a
series of studies and explorations of the ways in which different literary genres
can interact, and of the more general frameworks within which we should con-
sider such interactions.
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Gregory Hutchinson
Genre and Super-Genre

Abstract: Besides crossing and enrichment, the internal productivity of genres
needs more exploration. Our model should be large sets—here ‘super-genres’—
with numerous interacting subsets. This enables us to use what are clearly sig-
nificant entities in ancient generic conceptions: hexameters, elegiacs, lyric.
The super-genre of hexameters (not ‘epic’) has subsets or genres which include
didactic poetry and oracle, both important e.g. for the narrative hexameter po-
etry of Lucan. The subsets of elegiacs include epigram and elegiac inscriptions.
For Horace’s lyric poetry post-Pindaric lyric is important. Drama seems a neces-
sary super-genre, though less prominent in ancient discussion; the subset of
comedy itself has the subsets of Old and New Comedy. Plautus causes these to
interact; his exploitation of Aristophanes is made probable by detailed connec-
tions. The conception of super-genres helps us to think further about genre.

Keywords: Super-genres, oracles, inscriptions, Lucan, Virgil, Horace, Plautus

| General

This piece is a ‘Short Ride in a Fast Machine’. Not, like John Adams’s work, a fan-
fare for orchestra; more a quiet coda to approaches which emphasize crossing
and enrichment. It suggests that, in addition to those rewarding approaches,
we could gain more from considering a different sort of generic interplay. In
this conception, hexameter poetry, say, or elegiacs provide a large entity within
the boundaries of which many subsets exist and interact. Whether we call the
large entities ‘genres’ or ‘super-genres’ does not greatly matter. ‘Super-genre’ is
chosen here: firstly, it strains usage to think of, say, didactic, hexameter satire,
and oracle as all the same genre; secondly, this designation for the more inclu-
sive category helps to remind us that the less inclusive category—the subsets or
‘genres’—can be richer in connotations and more important. Recent discussion
of metaethics is suggestive here: some talk of ‘thick’ concepts like ‘tactfulness’

* T am grateful to Professor Stavros Frangoulidis for his friendliness as organizer and editor, and
to Dott.ssa Daria Lanzuolo for her help in supplying images. Since writing this piece, I have
extended its lines of thought with some chapters on hexameters and on prose super-genres in
Hutchinson 2013.
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or ‘lewdness’ as opposed to more general ‘thin’ concepts like ‘rightness’ or ‘bad-
ness’, and stress their significance.

Whatever we call them, there is no doubt that super-genres form some kind
of entity in ancient conceptions—apart from drama, to which we shall return. So
the Ars of Dionysius Thrax supposes there is a proper way to read each type
aloud: T& ... é\eyela Ayvpldc, 10 8¢ €moc evTOVWC, TRV € AupKrv Toincy
Eupeddc (2 p. 6 Uhlig). Callimachus’ last Iambus presents a metrical division of po-
etry: Tic eimev ... ‘e mevtapetpa [ie. elegiacs| cuvtifel, cv & r][pdno]v s
(fr. 203.30-31 Pfeiffer). Aristotle, in advancing his extreme view that metre
does not matter, supplies evidence for the usual view: TAfv oi &GvBpwmoi e,
CUVATTTOVTEC TML METPWL TO TOIETV, €AeyomolovC Tovc 8¢  £momolovc
ovopadoucty, o0 WC KOTA TNV HIUNCy momTac GAAX KOwft Kat& TO HETPOV
nipocayopevovtec (Poet. 1447b13-16). There is much more evidence; we shall
see some as we proceed. Since the notion holds such a strong place in ancient
ideas, we should see where it leads us, even if the interaction of subsets
seems less exciting than the transgression of boundaries. Is there any real differ-
ence, though (it may be asked), or are we just dealing in pointless abstractions?
This sort of interaction within a super-genre differs tangibly from other interac-
tion: the large conceptual and metrical cohesion makes the interactions more in-
timate, and allows them to present things which this poet could go on to do, or
which this poem could become now. And they are not less interesting than other
types in a more general way: the very cohesion directs precise attention to more
narratological or philosophical distinctions between the subsets. But let us ex-
plore.?

Il Hexameters

Our first super-genre is hexameters. It may be thought that there is nothing novel
here. Has it not become common to speak of ‘didactic epic’? Such use of ‘epic’,
however, is not ideal if we are thinking of the super-genre. It would stretch things
to call oracle or satire ‘epic’; and even the term ‘didactic epic’ makes us concen-

1 So McNaughton and Rawling 2000; cf. Dancy 2004, 84f. The present piece skims over so much
territory that only brief bibliographical hints are offered, mostly recent.

2 D.T. 2is usually assumed to be genuine, since S. E. Math. 1.57 and 250 refer to 1; 1 appears in
PSIT18 (5" cent. AD; Cribiore 1996, no. 405), with the heading (?) mepi ypappatixfic, preceded by
part of ‘Supplement’ IIl on metre. Later Doxapatres on Aphthonius, ii.197 Walz (11" cent. AD),
refers to 2. Dionysius worked in the 2" and early 1*! centuries BC. lambic in particular is omitted
from what follows, in view of Cavarzere, Barchiesi, Aloni 2001 and Rotstein 2010.
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trate on features from narrative hexameter poetry in didactic hexameter poetry
rather than the reverse. We should allow that the fame of Homer can affect
the terminology of hexameter poetry in general; but references to ‘the heroic
metre’ are often fossilized. Thus Gel. 4.17.3 refers casually to the requirements
of the uersus heroicus in Lucilius (XV 4 Charpin); by contrast, Servius indicates
that the Georgics, written in the middle style, are not a heroum carmen (G.
1.391).2

The cohesion of the super-genre is in any case clear. Thus when Manilius
sets out his tradition in the prologue to Book 2, he includes Homer, Hesiod, Ara-
tus (unnamed), and Theocritus. Quintilian’s presentation is similarly broad:
Inst. 10.1.46-56 Homer, Hesiod, Antimachus, Panyassis, Apollonius, Aratus,
Theocritus (admirabilis in suo genere), Pisander, Nicander, Euphorion (D. H.
Imit. fr. VLII (Epit.) p. 204 UR gives Homer, Hesiod, Antimachus, Panyassis);
85-92 Virgil, Macer, Lucretius, Varro Atax, Ovid’s Metamorphoses, Cornelius
Severus, Serranus, Valerius Flaccus, Saleius Bassus, Rabirius, Albinovanus
Pedo, Domitian. He separates satire, perhaps for rhetorical reasons (two senten-
ces on elegiacs come between; Greek tragedy is put between Old and New Com-
edy, 10.1.65 - 72). Nicander refers to Hesiod at the beginning of the Theriaca (10 -
12); at the end he calls himself ‘Opnpeioto ... Ni&vdpoto (957). When Statius de-
clines to write in hexameters on Lucan because hexametros meos timui (Silv. 2
pr.), he is presenting Silvae, Thebaid, and Bellum Ciuile as part of one entity.*

The Greek tradition had been multiple. The eighth and seventh centuries saw
much invention—or the rising of hexameter genres to prominence. There was a
tradition both old and extensive only, it seems, for poems like the Iliad; there
is little sign of a comparable but distinct tradition for hymns. It appears to be
relatively recent contact with Near Eastern poetry that gives rise to Hesiod’s ex-
panded list-poems. The Delphic oracle makes a leap in celebrity with the late
eighth century: the sanctuary now shows dedications not just local but from

3 Cf. on styles his prologue to the Eclogues. npwik®v ctiywv already Plat. Lg. 12.958e9 —959al (of
inscribed hexameters); explanation from Homer’s telling of heroes: D. T. Suppl. 1II p. 122.11-12
Uhlig, Ter. Maur. 1646 -1648 GLK vi.374. A rapid and experimental sketch of Greek literature
using ‘hexameter’, ‘elegy’, and other such large divisions: Hutchinson 2010; but I now prefer, as
nouns for the super-genres, ‘hexameters’ and ‘elegiacs’. ‘Hexameter’ could be defended by the
use of the singular €moc or epos ‘hexameter’ to denote a poem in hexameters or hexameter
poetry, a use connected with or suggested by that of {apBoc or iambus (thus with Cic. Q. fr. 3.7.6
£rmoc (hexameter poem) cf. Att. 16.11.2 iambus); ‘elegy’ could be defended by the feminine
€heyeia or elegia (Elegia) instead of é\eyeia, éAeyol, elegi. But the plurals so commonly emp-
loyed confront us more effectively with less familiar ways of thought.

4 1 take him to mean that he feared to write in hexameters, though they were his metre (or
super-genre). Cf. Morgan 2010, 103; Newlands 2011, 64.
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all over Greece. Among later developments, the ceuvre of Theocritus can be sin-
gled out: this hexametrist innovates and explores in the super-genre with re-
markable range. Some of the innovations involve crossing with other super-gen-
res, but internal interaction is important too, not least the interplay with Homer.?

The most daring Latin hexametrist is Lucan. The didactic element in his nar-
rative poem is very considerable—as is the oracular. A long inset in direct speech
(10.194-330) treats the source of the Nile. The passage is notably set against the
martial theme of the main narrative: if I could see the source of the Nile, bellum
ciuile relinquam, says Caesar (192); they were considering the matter uelut in tuta
securi pace (331)—but meanwhile Pothinus was plotting. Hesiod’s Works and
Days, the foundation of didactic, is commonly considered pacis opus, by contrast
with Homer (Man. 2.24 (arma even in Odyssey at line 6); Certamen 205, Vell.1.7.1).
The episode on the snakes at 9.604— 949 turns didactic into narrative. The digres-
sion there on Perseus (619 —699) is introduced with such thoroughly didactic re-
flection (619 -623) that it is made to resemble the mythical inset in a didactic
poem (so Orpheus in the Georgics, Andromeda in Manilius). This happens al-
though the digression derives from Apollonius and brings us into the world of
more normal narrative hexameters, with fantastical happenings and physically
intervening gods. We thus have an epicizing insertion into a didactic insertion
into an abnormal epic.®

Virgil’s Eclogues bubble with possibilities for hexameters beyond the genre
from which the young hexametrist is beginning. The fourth Eclogue rises into
the hexameter genre of oracle. It plays, among other things, with the song of
the Parcae from Catullus’ mini-epic; that song is itself a combination of oracle
(64.326 ueridicum oraclum) and Theocritean song. Catullus and Lucretius should
be seen in the Eclogues not just as recent Latin poets but as: some versions of

5 The narrative which forms the main part of the Homeric hymns does not have a different
tradition from Homeric epic; it has little to connect it with such narrative as there is in the
Rigveda. Cf. West 2007, 313-315.

6 Housman’s transposition of Man. 2.18 means that writing on the stars in particular is pacis
opus; but his justification from 1.13, etc., is uncharacteristically weak. Manilius and Germanicus
can write their poems because the princeps has brought peace; but that does not link peace with
astronomy as such, or provide an explanation that embraces Hesiod. For Luc. 9.619 — 623 cf. Nic.
Ther. 8—12; Man. 1.751-754; Tac. Ger. 9.1 (nisi quod); contrast Apollonius’ straightforward in-
troduction of the story at 4.1513. The claim of Schol. Luc. (Bern.) 9.701 that Lucan took the names
of the snakes from Macer or the Marsi does not amount to evidence (cf. Hollis 2007, 108) that he
used Macer rather than Nicander: we can see the names in Nicander too. But 9.711 tractique uia
fumante chelydri does seem to show use of Macer, cf. FRP 57.2 tterrat [tractus Nisbet] fumat of the
chelydrus; both Nicander and Macer would probably be present in the episode for the educated
reader.
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hexameters. The sixth Eclogue twists the Callimachean gesture into a new point
as it renounces the most famous option for hexameters, martial epic, and asserts
its pastoral genre. It then veers unpredictably, via post-Theocritean pastoral, into
Hesiodic catalogue, Lucretian didactic, neoteric mini-epic, Gallus’ version of Eu-
phorion’s hexameters. Wandering is the key verb in this dizzying poem (40, 52,
64; cf. 58). The play across super-genres happens chiefly in the last poem,
which also reaches the summit of pastoral song in Pan’s Arcadia; the book’s
own super-genre is a much more dominating concern of the Eclogues.”

At the core of the Aeneid come two insets: the speeches of Anchises in Ely-
sium (6.724—751, 756 — 853). The first is didactic; its generality and scope, and its
understanding of death, challenge the form and vision of the main poem. The
second is a prophecy, which ends with very marked oracular language; its future
narrative, and its catalogue form, contrast with and illuminate the work as a
whole.?

At the core of Ovid’s Metamorphoses, the whole edifice of narrative is ex-
posed to explicit scrutiny as it is asked whether the gods can effect metamorpho-

7 For Eclogue 4 and Sibylline oracles, see Harrison 2007, 37—-42; Lightfoot 2007, 118 n. 90, 192,
198f., 235—-237. The narrative Theocritus 24 is also important; cf. Bernsdorff 2011, which includes
new work on the papyrus. Oracles are of course strongly connected with hexameters: cf. e.g. S.
Ph. 839-842. Lucretius’ assertion that he will produce fata in a more certain fashion than the
Delphic oracle (5.110-112) is a point within the super-genre; the metrical kinship plays at least
some part in 1.736 — 739 (principally Empedocles, but also his inferiors). There is much play with
oracles in Latin hexameters; note Cowan 2011. Lucr. 1.737 ex adyto ... cordis joins with Luc. 9.565
effudit dignas adytis e pectore uoces; Cato’s speech in the poem replaces an oracle from Jupiter
Ammon. Luc. 5.64-236 makes elaborate play with the Delphic oracle; though the oracle has
long been silent, its utterances now are evidently conceived of as in verse (cf. 92, 105, 136 - 138).
For Silenus in Eclogue 6, cf. P. Vindob. Rainer 29801 (3'/4™ cent. AD), with Bernsdorff (1999).
transtulit in sermonem Latinum (Serv. Ecl. 6.72;10.1 = FRP 139 (a)) sounds like a literal assertion
that Gallus translated Euphorion, unlike Aen. 4.1 inde totus hic liber translatus est, cf. G. 3.293 hic
autem locus totus de Lucretio translatus est, Serv. Dan. Aen. 1.198 et totus hic locus de Naeuii belli
Punici libro (<primo>?) translatus est, Macr. Sat. 6.2.31. In that case, the metre of the original
would be expected; see Hollis (2007, 230 —231) for Euphorion writing only hexameters. Parth. EIT
pr. €ic énn kal é\eyeiac Gvayewv is unlikely to have been said in this context if Gallus never
composed hexameters (cf. pdAicta cot 8ok@V APPOTTELWY).

8 For Lucretian language in the first speech cf. Norden (1976, 309f.), and add e.g. for 6.728
uitaeque uolantum Lucr. 2.1083 corpora cuncta uolantum. In the second, 759 expediam dictis
probably evokes Lucretius, cf. 5.113 (and 2.66); but note also Aen. 3.378 (Helenus’ prophecy). For
6.851- 853 cf. Phleg. FGrHist 257 F 36.216 217 icxeo viv, PwOiE ... puf cot épopprcnt TIoAAGe
TOAD @épTepov Apr, 37.133 - 134 pepvijcOar, Pwpale, kol €i pdha AfceL Eautov, | pepvijcat Tdde
MGvTa ... , Liv. 5.16.9 (Delphi) Romane ... memor ... , and Aen. 7.126 memento (prophecy from
Anchises). Book 6 as a whole described as the ‘heart’ or ‘central piece’ of the Aeneid: Hardie
1998, 53; Kyriakidis 1998, 42.
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sis (8.614—619). The somewhat doubtful proof is furnished by a close adaptation
of Callimachus’ mini-epic in the episode of Baucis and Philemon (cf. e.g. 8.630
parua quidem with Call. Hec. fr. 26 Hollis €éAayvv 8opov and Dieg. x.29 oikidiov,
and 644 — 645 ramaliaque arida tecto | detulit with Call. Hec. frs. 31- 32 noAaifsta
KGAa kabrpeL; Sava EVAA < ... > kedcal). Small and enormous interact. The de-
bate is continued through the episode of Mestra and Erysicthon, which combines
Callimachean hymn and Hesiodic catalogue (fr. 43 (a).2— 69 Merkelbach-West =
69.2-93 Most). The Catalogue is so reworked that metamorphosis springs from
divine power; but the uniting of the hymn and catalogue means that divine
power is affirmed as a truth about the universe, not as a ground to praise the
single god of a hymn. In this environment, though, the truth within the narrative
of the poem furthers outside it the game with the massive architecture of its fic-
tion.?

lll Elegiacs

The Greek super-genre of elegiacs is bewilderingly diverse. One development
may be noted here. In inscriptions elegiacs gain increasing predominance over
the fifth and fourth centuries BC, and establish themselves as the usual form
for inscribed poems. This convention, together with shortened versions of sym-
posiastic elegy, leads at the end of the fourth century or beginning of the third
to the new genre of epigram. A related development in inscriptions starts in
Latin from the later second century BC onward: elegiacs become, with hexamet-
ers, one of the two standard metres for epigraphic poetry (early examples: CIL
i2.15 for Cn. Cornelius Scipio Hispanus pr. 139 BC; 2662 on deed of 102 BC). Recent
examples add to the evidence for elegiac inscriptions in the first century BC (CIL
i2.3449d and g, from Cartagena). A significant instance of such inscriptions is CIL
i2.1221, c. 80 BC (fig. 1). On this tombstone husband and wife stand in the centre;
she holds his hand to kiss. Elegiacs spoken by the husband are placed beside
him on the left, elegiacs spoken by the dead wife beside her on the right. One
may contrast the monophonic genre of love-elegy.*°

9 In [Hes.] fr. 43 (a).55-57 Merkelbach-West (= 69.79—81 Most) divine power overcomes the
human shape-changer, kainep moAOpv éobcav (cf. Hes. Th. 616 of Prometheus). iuris at Ov.
Met. 8.739 is a significant word. But it looks as though Philodemus already ascribes Mestra’s
abilities to Poseidon ([Hes.] fr. 43 (c) Merkelbach-West = 71 Most, contrast (b) = 70). On the
exploitation of hymns in the Metamorphoses, cf. Barchiesi 1999; Fuhrer 1999.

10 CIL i%.3449d comes from the later part of the 1% cent. BC; g has one extra hexameter, which
disturbs the pattern of indentation. See also 1222—1223 (and 1217, set out as if elegiac); x.2971 is
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Fig. 1: Tomb-relief, c. 80 BC, London, British Museum, Sculpture 2274; © Trustees of the British
Museum

In his fourth book, Propertius engages extensively with inscribed poetry; that
naturally includes inscribed elegiacs. The dialogue between texts on stone and
papyrus continues in an elegantly carved Tiberian inscription, CIL vi.12652 (=
IGUR 1250; fig. 2). Here the dead wife speaks in Greek elegiacs on the front;
on the right-hand side, we have Latin elegiacs spoken by the wife and the pass-
er-by, on the left, Latin elegiacs spoken by the husband and the wife. In these
last, the husband is restrained from suicide by the wife. The different sides of
the object give us different angles: the visual form is again imaginatively exploit-
ed. The elegiacs draw on book-poetry in language and conception. It would be
artificial entirely to separate inscribed elegiac poetry of such quality from elegiac
poetry circulating on papyrus: both are part of the same super-genre. This is the
left-hand side, with / to mark the end of lines in the inscription:

‘si pensare animas / sinerent crudelia fata,
et posset redimi morte / aliena salus, /
quantulacumque meae / debentur tempora uitae /
pensassem pro te, cara /| Homonoea, libens. /

probably from c. 50 BC. The date of 21732 is now disputed. For another image of 1221 (fig. 1), see
Degrassi 1963, 215.
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Fig. 2: Funerary altar, 1% cent. AD, Rome, Capitoline Museums inv. 1966; image D-DAI-ROM
57.1494, by permission of Das Deutsche Archdologische Institut
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at nunc, quod possum, fugiam / lucemque deosque
ut te / matura per Styga morte sequar.’ /

‘parce tuam, coniux, fletu / quassare iuuentam /
fataque maerendo solli/citare mea. /

nil prosunt lacrimae nec / possunt fata moueri.
uiximus: / hic omnis exitus unus habet. /

parce: ita non unquam similem / experiare dolorem
et / faueant uotis numina / cuncta tuis. /

quodque mihi eripuit / mors immatura iuuen/tae,
id tibi uicturo / proroget ulterius.’™*

The cohesion of the super-genre is seen in Catullus’ elegiac book (as I think it to
be). The book embraces in its two halves both epigram and longer poems in el-
egiacs. Callimachus, the highest-ranking Greek poet in each, appears at begin-
ning and end (65.16 carmina Battiadae, i.e. poem 66, the translation of the
last poem in the Aetia; 116.2 carmina ... Battiadae). At 10.4.11-12 Martial tells Ma-
murra, who does not want to read the truth in Martial’s all-too-real poems, to
read Callimachus’ Aetia instead. The injunction does not make adequately point-
ed sense unless both Aetia and epigrams are part of the same super-genre. There
exists a complication, however, by the time of Martial: the combination of Catul-
lus’ two books has expanded the metres of epigram. Thus, though elegiacs are
still much the commonest metre, epigram and elegiacs are now what mathema-
ticians would call intersecting sets.™

To concentrate elegiacs on love is a striking move within the super-genre.
The poets who make it are exploiting one aspect of Hellenistic elegiacs; each
poet also breaks free of these self-imposed confines, most notably Propertius
and Ovid. An analogy (not necessarily an inspiration) for this sort of generic
move may be seen in Menander’s treatment of comedy, especially as it is later

11 Particularly notable here are links with Ovid’s exile poetry. Cf. e.g. with lines 7-8 above
Tr. 3.3.51 (to wife) parce tamen lacerare genas, 3.11.32 parce, precor, manes sollicitare meos. On the
inscription cf. Boschung 1987, no. 904; Hanink 2010, 24— 25 with n. 44. latere lapidis dextro and
sinistro seem to be put the wrong way round in CIL vi, if one is looking from the front, though the
arrangement on the page is correct (one can see this from the photographs on Arachne: http://
www.arachne.uni-koeln.de/arachne; negatives Mal 167—07 and 08). For the exploitation of the
sides, cf. e.g. CIL xiv.3565 = Inscr. It. iv.1>.66 (mostly hendecasyllables). For Propertius and
inscribed poetry, cf. Hutchinson 2006.

12 The Priapea combine elegiacs, hendecasyllables, and choliambics, with a lower proportion of
elegiacs than Martial. Mart. 6.65—66 illustrate the normal bounds by presenting a 32-line epi-
gram in hexameters, followed by comments in elegiacs (6.65.1 ‘Hexametris epigramma facis!’; 4
si breuiora probas, disticha sola legas). On 10.4 cf. Hutchinson 1993, 23 - 24; Watson and Watson
2003, 96-99; Damschen and Heil 2004, 49 —53; Hunter 2008a, i.543 —545. For Catullus’ books,
cf. Hutchinson 2008, 109 —130; Hutchinson 2012.
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Fig. 3: Relief, AD 20-40?, Vatican Museums, Museo Gregoriano Profano, inv. 9985; image D-
DAI-ROM 7529, by permission of Das Deutsche Archdologische Institut

perceived and mythologized. Menander, the most gifted of the devisers of New
Comedy, is thought to make his plays entirely about love (so Plut. fr. 134 Sand-
bach 1@V Mevavpou Spapdtwy OHOAGDC £V CUVEKTIKOV CTv, 6 £pwc, olov
nvebpa Kooy Slame@ukwe. vt ovv pAAlcTa Blacwtny Tod Oeod kol
opylacTtnv Tov Gvdpa cupnapoAapBavwpey eic v {qtncwv). His plays are linked
with his love-life (cf. Mart. 14.187; Alciphr. 4.2.5, 18.10, 19.20); a marble relief from
Italy probably shows his mistress Glycera as his Muse (Vatican, Mus. Greg.
Inv. 9985; AD 20 —-40?, original Late Hellenistic?; fig. 3)."

13 The female is taken simply as a Muse e. g. by Zanker 1995, 136; but Sinn 2006, 140 — 141 makes
a strong case for Glycera as Muse. Both Comedy and Glycera appear with Menander on the
mosaic from the House of Menander, Daphne (c. AD 250 —275; Art Museum, Princeton 40.435;
see Kondoleon 2000). On Thais, cf. Iversen 2011. For Plu. fr. 134 see Kassel-Austin on Menander T
107. On elegiacs and love, cf. Hutchinson 2006, 8 —10; 2008, 102-103, 106; and note Plaut.
Merc. 405-4009 ... impleantur elegeorum meae fores carbonibus. For the particular case of Ovid’s
elegiac didactic, see Hutchinson 2008, 264 n. 8 and 2009, 210. Harrison 2002, 79f. talks of elegy
becoming a ‘supergenre’ when developed by Ovid (but not before).
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IV Lyric

Lyric poetry is an extremely diverse super-genre in Greek: diverse in dialect,
metre, and mode of performance. However, it has some metrical cohesion:
most lyric presents a combination of single-short and double-short movement
within the same metrical unit. Horace undertakes the genre of Lesbian lyric.
Yet he affects to wander accidentally into other genres, such as the Simonidean
lament (Carm. 2.1.37-40). He claims that he will not attempt to imitate Pindar in
his many genres; he is just a bee (4.2.25-32). But the bee is of course Pindaric (P.
10.53-54), and Odes 1.12 resoundingly opens with a rendition of Pindar’s Second
Olympian. Here it is to appear for a teasing moment that he may be evoking the
single-short metre of the original: cf. 1.12.1 Quém uirum ait heroa with 0. 2.2 Tivét
020V, T ﬁpo‘u(x, with heroa and flpwa similarly placed; but naturally the metre
emerges as sapphics.*

Horace’s range within the super-genre extends even to post-canonic lyric.
After Pindar, Greek lyric shows remarkable innovation with regard to what
had been textually a defining feature: composition in stanzas. Timotheus and
others break out in one direction, with vast astrophic structures, Callimachus
and others in the opposite direction, with purely stichic poetry. The latter has
its basis in some poems of Sappho and Alcaeus; it forms Theocritus’ version
of Lesbian lyric. In the first poem of his first lyric book, Horace makes as if to
follow this stichic tradition, with a poem entirely in a single asclepiad line re-
peated. Asclepiad patterns are the favourite for high Hellenistic stichic and
non-stichic lyric. But Odes 1.1 turns out to be in stanzas of four (or two?)
lines; these will probably have been marked on the papyrus. The end of the
poem stresses his ambition to write Lesbian lyric.

No less intricate is the toying with post-classical lyric in the treatment of the
bee. P. Tebt. I 1 and 2 (late 2™ cent. BC) offer a piece which describes bees in a
country scene. The description is closer to Horace than other pictures of bees (cf.
especially laborem ... operosa .. carmina fingo with épyatidec ... €pfot ...
nmAouvpyot [knp- Herwerden], and Horace’s own country scene at Tibur). This

14 On the metre of Olympian 2 see Itsumi 2009, 154—168.

15 1.1 is in lesser asclepiads; the complications increase with 3.30 and 4.8. Hellenistic greater
asclepiads: Theocritus 28 and 30 (25 and 32 lines), Call. Epigr. fr. 400 Pf. (2 lines extant); related
extensions Call. fr. 229 —v v - —v v —-—vo——-vo—-v—— , Philicus SH 677; cf. also Simias’ Axe
and Wings. Lesbian greater asclepiads: Sapph. frr. 53-56, 57.3 Voigt (55-56: clearly in series of
such lines); Alc. fr. 50 Voigt (presented on the papyrus in two-line stanzas), 340 —349 (344 -347
and 348: clearly in series of such lines). Leshian lesser asclepiads: Alc. frs. 350 —352 (350: clearly
in series of these lines).
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piece or others like it give the moment in Horace a touch of post-Pindaric lyric,
and complicate with further play Horace’s Pindaric separation of himself from
Pindar. The connection with a relatively random find is notable; the other
main piece on both papyri, a lyric lament by an amorous mythological heroine
(Helen), has looser links with the parodic lament of Europa near the end of Book
3 (27.33-68).%¢

V Drama

Drama is not so clearly seen as an entity as the other super-genres considered so
far. Callimachus and Dionysius Thrax in the passages mentioned under I above
make tragedy (and comedy) parallel to hexameters and elegiacs. Nor is drama
exactly a metrical entity, despite all the metrical common ground between trag-
edy, satyr-play, and comedy. But particular plays are often referred to simply as
Spdpa or fabula, and general points can be made on 8papata and fabulae too
(e.g. Arist. Poet. 1448a28 —29; Gel. 17.21.42). Herodas’ dream seems to show his
work as a mixture of Dionysus and Hipponax, that is, drama and choliambic
(8.40, 67— 68). There is no doubt that tragedy and comedy are seen as forming
a pair. The evidence is superabundant; but one could single out comedy’s joking
name for itself, Tpuywidia (Ar. Ach. 499-500, etc.), and Plato’s conception of life
and Toic Spapact as mingling tragedy and comedy (Phlb. 50bl-4). Quintilian
dwells on Menander’s great debt to Euripides (Inst. 10.1.69 hunc [sc. Euripides]
et admiratus maxime est, ut saepe testatur, et secutus, quamquam in opere diuer-
so, Menander; the separation of the genres is thus stressed). Plautus’ comedy
clearly has important connections with tragedy: so his cantica derive from,
and sometimes recall, tragic song, and his Amphitruo calls itself a tragicomoedia
(59, 63). Possibly we should talk of drama as a super-super-genre; but at any rate
the cohesion is manifest."”

Since it is manifest, we can perhaps close with a much more speculative as-
pect; this aspect will at any rate serve to illustrate conceptually the frequent in-

16 Note 27.45-48. The two pieces are Lyr. Adesp. 6 and 7 Powell. Cf. further Pordomingo 1998;
Hutchinson 2008, 11-12. For the non-mythological lament Fragmentum Grenfellianum see
Esposito 2005.

17 On Amphitruo, see recently Christenson 2000, 50 —55; Schmidt 2003; Hunter 2008b; De Melo
2011, 6-7.59 - 61 ... faciam ut commixta sit; <sit > tragicomoedia. | nam me perpetuo facere ut sit
comoedia, | reges quo ueniant et di, non par arbitror ... could conceivably play with Call. fr. 1.3-4
Massimilla €ivek |ev ovy €v Gelcpa Sinvekec f| BactA[n | ... fivuca ... ; cf. (on Terence) Sharrock
2009, 79-83.
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tricacy of the generic phenomenon: the interaction of subsets of a subset, of cir-
cles within a circle within a circle. The history of Greek drama shows the produc-
tivity of the super-genre. Tragedy emerges first into literary prominence, with its
own humorous relief of satyr-play. Comedy so emerges later, at any rate in Ath-
ens (Sicilian comedy reaches prominence earlier than Attic). Comedy develops in
its different periods, Old, Middle, and New. Old and New are certainly viewed
later as if each were a sort of sub-genre. So Velleius says of Menander and his
colleagues nouam ... inuenere (1.16.3). The speculation pursued here will be to
suggest that Plautus causes these sub-genres to interact, that he uses the Old
to colour and modify the New.'®

The period is full of obscurity; but we can at least preclude the objection that
Plautus could not have had access to plays of, say, Aristophanes. Many texts of
Athenian drama were read; Ennius could read the Achilles of the fifth-century Ar-
istarchus of Tegea (2 Jocelyn, Plaut. Poen. 1-2). Old Comedy continued to be per-
formed in South Italy after it had ceased to be written. Even in earlier times, it
had not been difficult for vases from Athens to reach Central Italy in large num-
bers; if someone in third- and second-century Rome wanted rolls of an Athenian
classic, no doubt they could be sent.”

Close textual connections can be found. The nature of the original for the
Persa is disputed; but although the plot has a New Comedy shape, the treatment
of the pretend Persian’s name (700 —705) has notable connections with the Pseu-
dartabas of the Acharnians, both in his first name Vaniloquidorus, and in the fi-
nancial bad news that peeps through his supposed Persian words (in the names
Argentumexterebronides | Quodsemelarripides Numquameripides 703, 705, cf. Ar.
Ach. 104 o0 At xpuco, xauvompwkT Taovad). It is still more striking for our pur-
poses that the five or eight names in —ides, including names placed at the end of
two or three lines, call to mind a passage later in the same play where Dicaeo-
polis like Vaniloquidorus is asked his name: Aap. GAA& Tic yap ei; | At 8cTic;
mMONTNC  Xpnctoc, ov  cmovdopyxidne, | GAN €& OGtoumep O mOAepocC,

18 At Vell. 1.16.3 neque imitandam reliquere, imitandam means, in my opinion, ‘not to be mat-
ched’, cf. 1.5.2. Later we see Vergilius Romanus treating Old and New Comedy as sub-genres: he
has already written examples of New Comedy, and nunc primum se in uetere comoedia, sed non
tamquam inciperet, ostendit (Plin. Ep. 6.21.4-5; for composition, not translation, cf. CIL
ix.1164.6 — 7 Menandri paucas uorti scitas fabullas | et ipsus etiam sedulo finxi nouas). One can see
similar exploration of comic sub-genres in, say, Alexis Solomos’s KakofeAdvng o Iod0sog (1943)
and O teAevtaiog Aompokdpaxag (1944); see Solomos (1991). Aristophanes may well have had an
impact on the former, in view of Solomos’s preoccupation with that playwright.

19 The import of Attic vases into Italy actually continues through the fourth century and be-
yond, despite changes in pottery and centres of production: cf. Kopcke 1964; Roos 2001, 130. On
0Old Comedy in fourth-century vase-painting at Tarentum and elsewhere see Taplin 1993.
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ctpatwvibne: | cv 8§ €& dtoumep 6 mOAepoc, pchopyidne (594—-597). The endings
in -i8nc are not mere suffixes, but play with personal names, as is shown by the
context and by the name Stratonides (e. g. IG ii24373.4 (mid-4" cent. BC)); in any
case, Plautus’ transformations of Old Comedy are wild and imaginative. His use
of patronymic forms here could indeed draw on the usage of Old Comedy beyond
the Acharnians (so Ar. Ra. 842843 ctwpuMocUMeKTAdT | ... paktocupparttadn |);
what it would be hard to imagine is this sort of game with language in New
Comedy.?°

We know the original of the Bacchides, and even have a portion: Menander’s
Dis Exapaton. Plautus infuses the New Comedy play with material derived from
Old Comedy, especially the Clouds. So the passage on the deleterious new gods
that dwell in the girls’ house shows various such links in a short space
(Bac. 114-124). It is not just the new gods (cf. Ar. Nu. 247274, 356381, 423 -
424). Lines 121-124 o Lyde, es barbarus; | quem ego sapere nimio censui plus
quam Thalem, | is stultior es barbaro poticio, | qui tantus natu deorum nescis nom-
ina, addressed to the old teacher, nicely adapt the amazement of Strepsiades that
the young Pheidippides should believe in Zeus at his age. See Ar. Nu. 818 -819
180V Y 180V Al OAOpmoV. Tiic pwplac | TOV Ala vopilewv dvta tnAkovTovi (i.e. he
is already old enough to know better; cf. £ 819b Holwerda (RVEM) &vti ToD
Teleiav Exovta TNV RAKiav kal d@eilovta avta gidévat). The mention of Thales
also connects with Nu. 180 Ti 8fiT" ékeivov oV BaAiiv Bavpdlopev; Admittedly,
Thales is so used elsewhere in both Aristophanes and Plautus (Av. 1009;
Capt. 274275, Rud. 1003); but it is somewhat less likely that he should appear
in New Comedy, where no Presocratics are visible. Lydus’ account of education
in the good old days (Bac. 419 - 434) resembles more broadly the account by the
Kpeittwv Adyoc (Ar. Nu. 961-999). The sexual rejuvenation of the old men at the
end could bring other Aristophanic closes to mind; the image of them as shorn
sheep (attonsae, Bac. 1125) and as rams (1148) may be a more specific, and zany,
transformation of the reference at Nu. 1356 -57 to a poem by Simonides in which
a man called Kpioc was fleeced.”

20 For Per. 705 cf. also Poen. 998—-999, with Leo (1912, 137): ‘Poen. 994 sq. erinnert unver-
kennbar an den Pseudartabas der Acharner . . .. P. Oxy. VI 856 (3" cent. AD) fr. (a) col. ii.56 - 58
gives ancient notes on Ar. Ach. 595-597, such as Plautus could also have used. For play on
patronymic forms cf. also Aristophanes’ lost comedy I'npuvtddnc; Eup. fr. 248 KA; Adesp. 930
apxoyAvrtadne (presumably Old Comedy; so too 437). Leo 1912, 137-140 presents other con-
nections with Old Comedy, e.g. Plaut. St. 630 nunc ego nolo ex Gelasimo mihi fieri te Catage-
lasimum and Ar. Ach. 606 tovc 8 év Kapapivit kév TéAat kv KatayéAat. His explanation—that
Plautus’ originals were borrowing from Old Comedy—often looks implausible, now that we
know more of New Comedy.

21 On the Simonides itself see Poltera 2008, 306 —311.
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This discussion of various super-genres may perhaps indicate the value of
the conception, and make us think further about what the term ‘genre’ involves.
But after so giddying a trip, it is time to descend from the machine.
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The (Dis)continuity of Genre: A Comment
on the Romans and the Greeks

Abstract: This paper considers some aspects of generic literary practice in Rome
in relation to its Greek precedents. The paper proposes a model, drawn from the
natural sciences and evolutionary biology, for characterizing genre and generic
development within literary traditions. The model highlights the possibility of
coexisting material and chronological continuities on the one hand, and, on
the other hand, a somewhat more disjointed or discontinuous potential. The
paper offers the example of Livius Andronicus in an attempt to illustrate how
the model might operate, with brief emphasis, here, on the notion of translation
(vertere/exprimere). The paper further considers principles underlying continuity
of development in other, distinctly Roman texts and contexts, including Cicero
commenting on a translation in the Twelve Tables and Pliny writing on death
masks and the representation of ancestry (the latter — a kind of material / visual
‘translation’). The paper suggests that ‘(dis)continuity’ is significantly marked
even within these distinctly Roman examples, even as they contain stronger,
seemingly ‘mono-cultural’ and ‘mono-lingual’ traditions (the Tables as the foun-
dation of a Roman juridical experience; imagines as a material representation of
genealogical continuity among Roman elites, etc.).

Keywords: genre, evolution, Homer, Livius Andronicus, Ennius, vertere, imago,
Pliny, Twelve Tables, translation

1 Introduction

This paper begins by suggesting a model, drawn from the natural sciences and
evolutionary biology, for characterizing genre and generic development. This
model, I submit, can highlight the possibility of coexisting material and chrono-
logical continuities and a somewhat more disjointed or discontinuous potential
within literary traditions. I will invoke the example of Livius Andronicus in an
attempt to illustrate how the model might operate within a reading of Roman ge-
neric practice and some of its relations to Greece, with brief emphasis, here, on
the notion of translation (vertere/exprimere). The idea of translation is of basic
importance to the relation between the cultures and literary outputs of any
two languages and those of Greece and Rome in particular, where it has received
wide comment. The paper will follow its initial argument by briefly considering
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principles underlying continuity of development in other, distinctly Roman con-
texts. I will consider the example of a comment by Cicero on a translation in the
Twelve Tables, and, further afield, a comment by Pliny, concerning death masks
and the representation of ancestry, which—inasmuch as the creation of an im-
print is a kind of basic, material transfer or ‘translation’-bear relevance for
our question. I wish to suggest that (dis)continuity (as we might call it for brev-
ity’s sake) is significantly marked even within these distinctly Roman examples,
indeed, even as they contain stronger ‘mono-cultural’ and ‘mono-lingual’ tradi-
tions (the Tables as the foundation of a Roman juridical experience; imagines as
a material representation of genealogical continuity among Roman elites, etc.).

I should stress that what follows constitutes only brief preliminary reflec-
tions on the reading of prototypical forms and generic traditions. I make no at-
tempt to shift the ground in heated debates, for example about the degree to
which early Roman literature, is, or is not, Hellenized, or about perceptions of
cultural superiority or inferiority or other ‘anxieties of influence’ in the context
of the emergence and formation of Latin literature. I do, however, want to
draw attention to the possibility of a ‘third way’ which, as I shall explain, may
allow for the existence of both a heightened awareness of generic continuity
and the absence of continuity in Roman contexts.! The point is that these can
exist in a distinct, simultaneous manner rather than in either mutually exclusive
or amalgamated options. Within the possibility of a third way lies the prospect—
which may be attractive to some but perhaps disappointing to others—of side-
stepping at least some of the divisive choices we are currently required to
make when approaching the question of Roman genre.?

2 A Parable from the Natural Sciences

Drawing on scientific discourse in discussions of culture, literature and literary
genre is a long established tradition.? In the Poetics, for example, Aristotle fa-
mously invokes the notion of the magnitude of natural organisms in relation
to the observer in developing a phenomenology of poetry in general and of

1 Beyond the scientific argument which is offered here lie wider, more-recent discussions, for
example in so-called ‘post-continental’ philosophy (see, e.g., Mullarkey 2006). These later
discussions are important, but lie outside the scope of our essay.

2 For comments and further references on genre in ancient literature and in Rome, see recently
Farrell 2005. For the term ‘literature’ and important caveats, see Feeney (2005, 228) and Goldberg
(2005, 41) (following Foucault 1970, 299 —300, etc.). For genre more generally, see below, n. 7.
3 See Moretti 2007 for overviews in literary contexts.
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the form of tragedy in particular.” Aristotle and various later authors likewise
grasp historical development in terms of organic, often teleological processes
of incremental change, for instance, in the case of tragic poetry, as it rises
from the dithyramb, evolves into a chorus and a single actor, and eventually
into its three-actor form. In this essay, I nevertheless wish to invoke somewhat
different views of nature, ones that place greater emphasis on discontinuous
contingency.

My case from science relies on the following, greatly condensed example:
Living organisms are the result of evolutionary change. Thus, the morphology
of the African dung beetle, for instance, has evolved considerably in the course
of time. The insect we are familiar with resembles a mass of dung. This resem-
blance gives the beetle, in Darwinian terms, a certain survival advantage. Of
course, to understand the history of the species, we need to examine the insect’s
earlier forms and the manner in which these fit into earlier environments. We
also need to understand how the beetle’s present form, its functions and advan-
tages, relate to its ancestral origins. Herein lies a problem, which I shall, a little
apologetically, rephrase, in the provocative, but exact words of the eminent pa-
laeontologist and evolutionary biologist Stephen ]J. Gould: ‘... can there be any
edge,” asks Gould as he considers the dung beetle’s evolution, ‘in looking 5
per cent like a turd?”® The question is rhetorical and the point is very serious in-
deed. Gould’s argument is that at the ‘5 per cent’ evolutionary stage there was, in
fact, no ‘mass of dung’. The organism will have interacted with its environment
in a different way. At this early stage of evolution it may have looked to its pred-
ators like a leaf, a clod of earth, or a poisonous fruit. At, say, the 6 per cent level,
the organism’s nature or function or ‘meaning’ may have been different again. It
will have interacted with its environment, not as a slightly-changed leaf or clod
of earth, but as something else. It may have blended in with the texture or colour
of rotting vegetation underfoot. The rule, Gould suggests, is that small-scale
changes in morphology can coincide with relatively far-reaching changes to
function and meaning.® We are, in other words, dealing with two different,

4 Janko (1987, 89) on Aristotle, Poetics 50b37: ‘““magnitude”: As at 49a19, this has the positive
connotations of “grandeur”. Thus at Politics VII 1326a25 ff. The finest city is the most populous
that is not too large to be managed. In the case of animals the right size is relative to the ideal
observer. So too for plots—one must be able to take it in as a whole. Memory in the case of plot
corresponds to the observation in the analogy from biology.’

5 Gould 1977, 104.

6 This forms part of the argument against so-called ‘phyletic gradualism’ which states that
evolution generally occurs uniformly and by the steady and gradual transformation of whole
lineages (anagenesis). See Eldredge and Gould 1972.
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but overlapping, modalities, or types of development within the same object.
These modalities are diametrically opposite to each other, yet they are synchro-
nous and compatible. The first is a gradual, incremental evolutionary process
wherein changes are small and characterized by continuity. The second is a ser-
ies of discontinuous functions and mutations characterized by abrupt, contin-
gent change.

3 Parable and Literary Genre

This model can, it seems to me, be useful when considering literary organisms,
too. In literary history, as in biological history, we are, on the one hand, dealing
with elements of a tradition in which we can identify continuous, incremental
changes and the evolution of a kind of cultural DNA. Greek hexameters and
Roman hexameters, for instance, both have six beats. Yet, on the other hand,
even within the most tightly defined literary traditions we often also find
works which can only be understood in terms of radical innovation that
would make no sense except in a contingent, specific social context. Many liter-
ary histories present the relations between tradition and innovation as a kind of
amalgam, as a mix in different proportions of different characteristics and cul-
tures. The Gouldian model suggests another possibility. We can, for example,
speak of intertextuality or indeed of allusion in a manner that allows for contact
and continuity of form, yet does not necessarily imply or require a continuity of
thought or function. This, we should note, is a slightly different view of intertex-
tuality or allusion from the one originally proposed by Kristeva on the one hand
or Gentili on the other, and which has had extensive influence in the field of
classics and on the study, specifically, of Roman poetry. ‘Gouldian’ intertexts
or allusions can demonstrate close affinity and can incorporate the intention
of authors to mark such affinity or the perceptions of readers or audiences
that identify affinity, yet keep the function or meaning of each reference within
its own domain and in this sense far apart, perhaps even totally separate. The
result, again, can be a diametrically polarized yet co-existent state of both tradi-
tion and innovation. This idea meshes with some existing notions of genre, but
can provide more significant explanations in specific problem areas. For in-
stance, the idea of incremental morphological development can accommodate
formal conceptions of genre while usefully sidestepping the difficulty, in formal
approaches, of accounting for differences in function. Our model may likewise
suit ‘Crocean’ approaches which stress the unique character of every literary
work in context, while nevertheless theorizing those elements of continuity with-
out which we would be forced to describe literature as a universe of monads.
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Continuous morphological changes in an evolutionary model work well with ge-
neric ideas based, for example, on (Wittgensteinian) ‘family resemblance,” or,
from another perspective, with notions of ‘model criticism’ (‘model’ here being
used to describe a single source rather than a structured sequence or a rule)
in antiquity. The idea of morphological continuity in the model can accommo-
date essentialist approaches to literary form that insist on the independent exter-
nal reality of a text (an ontological ‘essence,’ e.g., the hexameter as an objective
rhythmical characteristic independent of interpreters and interpretation), while
allowing these to co-exist with what are often incompatible intentionalist ap-
proaches and, particularly, hermeneutic or phenomenological approaches, as
well as arguments about the social construction of perspectives, values and ob-
jects. Considered within a performance approach to genre, an evolutionary
model can provide a theoretical underpinning to the primacy of performance
contexts. From a different angle, Kroll’s influential idea of a Kreuzung der Gat-
tungen can be re-described as a ‘crossing’ of morphological families or generic
sets of attributes while, since, according to the model, every function is unique
to its context, the idea of a generic set of functions, whether belonging to one
genre or to two or more, can be left essentially un-determined, and thus recep-
tive to specific contingent contexts.” In any case, we need to stress a point well-
elaborated elsewhere, that, looking at literary histories, we must not conflate ret-
rospective after-the-fact patterns with a generic capacity to determine future
form or function.

4 Livius Andronicus’ Odusia

Our subject, of course, is not genre in general, but Roman genre in particular,
and its unique relation to the Greeks. As Denis Feeney, for example, says, ‘It
is worth reminding ourselves that, on the available evidence, no society in the
ancient world other than the Romans took over the prototypical forms of the in-
stitution of Greek literature as the basis for a corresponding institution in their
own vernacular.”® Consider, then, the case of epic and the much discussed exam-

7 The literature on genre, pointed and general, practical and theoretical, is vast. In the context
of antiquity, basic bibliographies can be found in Laird (2006, 474 - 475) and Rosenmayer (2006,
437-439). Kroll (1924), Cairns (1972), Russell (1981), Gentili (1988), Conte (1994), Barchiesi
(2004), Fantuzzi and Hunter (2004) are a few of the many influential works. More generally, see
recently Duff 2000. Moretti (2007) is useful. Herandi (1972) is older but serviceable.

8 Feeney 2005, 230, also citing also Fantham (1989, 220) and comments by Don Fowler in the
unpublished Unrolling the Text.
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ple of Livius Andronicus’ Odusia and Homer’s Odyssey. The Odusia is a good
point of departure because it stands (almost) at the beginning of many historical
narratives of Latin literature, because, pace satire, epic is the emblematic genre
of Rome, and because epic in Rome especially bears out the capacity of genre to
perform more than one function at a time. As Sander Goldberg says:’

...even when the practice of epic was at its lowest ebb, the idea of epic never lost its status.
It was always the most prestigious, however under-achieving, poetic genre of Roman antiq-
uity and by a kind of scholarly metonymy became the very symbol of literature itself [em-
phasis in the original].

Andronicus is a clear example of this principle, inasmuch as his Odusia is later
famously brushed aside, for example by Cicero as ‘quaint’ (Brutus 71.12, opus ali-
quod Daedali), or by Horace, who complains about the rough movement of Sat-
urnian verse (Horace, Epist. 2.1.157— 8, horridus ille // defluxit numerus Saturnius)
and the tedium of having to read Andronicus (Odes 2.1.71-73, cf. also
Epist. 2.3.141-42), by the way Ennius reverts to the Muses in Annles 1, and so
on.' Being ‘first’ in a manner that conflates chronological precedence and qual-
itative priority is an important characteristic of Greek epic and of Homer as its
avatar. Ignoring this ‘generic’ epic conflation, as was the case among some of
Andronicus’ important Roman readers (he was considered ‘first’ but not
‘best’), without damage to the Roman idea of epic (the ‘best’” Roman epic is
not ‘first’) is in itself good indication that Roman genre, at least in relation to
the Greek model, can be characterized by something other than coherence. We
can here already see that the otherwise undisputed idea of the Romans following
or taking over prototypical forms of the institutions of Greek literature does not
necessarily bind us to any particular set of values or interpretive practice.'*

9 Goldberg 2005, 22.

10 Epist. 2.3.141-142 are a revised translation of Homer’s Odyssey 1-2, which, e.g., Sciarrino
(2006, 456) describes as ‘a corrective commentary on Livius’s translation.’

11 If the idea of following Greek epic values had been required, Andronicus’ scanty remains and
name could probably have been elided from the tradition, perhaps in the same way that Homer’s
predecessors, of which there certainly were many, were elided from the history of Greek epic.
Broadly speaking this may suggest siding with e.g. Feeney (2005) against, e.g. Riipke, Suer-
baum, and Habinek in their several ways, and against the argument of a movement in Rome
from orality and carmina convivialia to script. It is unimportant for the purposes of this essay to
decide what precisely was the form of Greek epic verse before Homer (see differing views and
approaches, e.g. in Hoekstra [1981]; West [1988]; Nagy [1997], etc. — the debate is wide and
open).
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The Odusia is, of course, a translation of Homer’s Odyssey. Furthermore, as
Marco Fantuzzi and Richard Hunter suggest, ““[tJranslation” and its discontents
had been a (perhaps the) central theme of the Roman engagement with Greek
literature from the very beginning.”*? In other words, translation can be regarded
as a key trope of Roman literary history and of Roman genre, too. Because of its
explicit, close contact with a source text and its special idea of equivalence,
translation is seen to embody (rightly or wrongly, both in practice and in theory)
a continuity which resonates particularly well with the idea of an evolutionary
transfer of ‘poetic DNA’ from one literary organism to another.

Here, then, is the Odusia’s famous first line:*

Virum mihi, Camena, insece versutum

Tell me, Camena, of the clever man

which corresponds, of course, to the first line of Homer’s Odyssey:

Gvbpa pot évverte, Moboa, moAvTpomov 6¢ paAa oA

Tell me, Muse, of the man of many ways who greatly...

The key is Andronicus’ translation of moAVtpomnog as versutus. Stephen Hinds
suggests that Odysseus is here®

characterized by the “turn” which he has undergone from the Greek language into Latin.
Vertere is the technical term par excellence for “translation” in early Latin literature (as
in Plautus vortit barbare); and here in this programmatically loaded context our poet intro-
duces a Ulysses whom the very linguistic switch to which he owes his textual existence has
been made part of his proverbial versatility, has been troped into his polytropia.

There is an unambiguous referential link between the Greek and the Latin: both
moAvTporog and versutus denote the poem’s eponymous hero who has wandered
far and who has many ways of thinking and speaking. Andronicus knew his
Homer, like any other literate Greek. Yet, as we know, the practice of translation,
especially the translation of canonical work as opposed to ad hoc texts, is largely

12 Fantuzzi and Hunter 2004, 467.

13 Many modern theories of translation, for example those influenced by Walter Benjamin’s
work, disagree in various ways. For readings see Venutti 2000. Overviews in Steiner (1992),
Barnstone (1993), Ballard (1995), etc.

14 For the text see recently Kruschwitz 2008. Bibliography in Flores 2011, 49 -66.

15 Hinds 1998, 61-62.
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alien to Greek culture.’® Greek literature, including the poetry of Homer, did not
emerge out of thin air. Some of its sources can be traced outside the Greek tra-
dition (for example, in early Indo-European, Near-Eastern and Semitic tradi-
tions). But the pre-Christian Greek literary tradition did not acknowledge the lit-
eratures of other languages, and certainly not in the way that Roman literature
looked back to the Greek canon. No Greek in the classical or Hellenistic period
ever thought of Homer, Herodotus, Thucydides, the work of the tragedians, the
orators, the lyric poets, etc., as ‘intertexts’ of non-Greek works or in terms of al-
lusion to non-Greek texts, let alone as texts that are wholly or partially translat-
ed. A prominent exception which proves the rule is the Septuagint, which was
and remained separate from the canon of pre-Christian Greek literature.” In per-
formative terms, that is with regard to Andronicus’ (or the text’s) act of transla-
tion qua speech act, the Odusia’s Ulysses has not at all been ‘troped’ (as Hinds
suggests) into the plurality of polytropy. The translation, as an act, constitutes, in
performative terms, a radical break with Greek tradition rather than any act of
evolutionary continuity.’® Vertere as an index of the act of translation is here bet-
ter viewed as a complete, almost solipsistic ‘turnaround’ or change of one func-
tion, Greek, into a different one, Roman, which leaves the past interlocutor silent
in all ways except the nominal.” Indeed, the closer we look at the Latin trans-
lation and the Greek original, especially if we take into consideration formulaic
style, whether in the context of non-literate cultures or (once Homer is scripted
and the monumental Iliad and Odyssey are canonized) as ‘repetition,” the more
we realize that Andronicus’ translation is alien to Homer — regardless of our
views concerning preceding ‘oral’ traditions in Rome. There is, for example,
no evidence of early Roman formulaic style comparable to that of the systematic
discursive structure of early Greek epic or its preceding Greek lyric forms. Formu-
laic style, we must stress, is not an external ornament, nor a merely ‘formal’ or
‘aesthetic’ characteristic - it is the verbal affect of an inherent performative tra-
dition that nevertheless remains long after the contingent performative condi-
tions that created or required it have disappeared. Thus, to take one specific if
very prominent example, the Odyssey’s first word, andra, as has often been

16 See Fantuzzi and Hunter 2004, 471.

17 For the Septuagint see Rajak 2009.

18 In other words, it is not a question of the level of sophistication we attribute to Andronicus
(cf. Hinds 1998, 61, n. 18) nor a matter of authorial intention.

19 Reconstituted phenomenologically and with due caution concerning reductive medial (e.g.
‘oral’ vs. ‘written’) approaches and ethical (‘primitive’ vs. ‘cultivated’ or ‘advanced’) judgements,
Bowra’s (1952) idea of ‘primary’ and ‘secondary’ epic here deserves reconsideration. See some
discussion in Martin 2005.
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pointed out, is part of a proemic Greek epic pattern that relies on verse-initial
localization and other formal features. This pattern is inherent to the discursive
style and poetics of Homer, to Homer’s ‘traditional referentiality’ (as John Foley
has called it), its embedded character as tradition, as a discourse of ‘imperish-
able fame’ and thus of both its thematic and performative values.?® Formally
speaking, virum, which just about fits in verse-initial position in Andronicus’ Sat-
urnians, is metrically unsuitable (vi- is short) for similar localization in the Latin
hexameter and is to my knowledge never so positioned in any extant Latin hex-
ameter or elegiac texts or fragments. Virgil’s arma virumque is an ingenious sol-
ution to the technical problem of adapting a Greek metrical / lexical / semantic /
poetic tradition involving ‘the man’ to the form of Latin hexameters which pos-
sessed no formulaic performative tradition comparable to the one found in
Homer. The fact remains that at real, quintessential technical levels of language,
Greek Homeric discourse is not simply difficult to translate into Latin but is un-
translatable. While the Latin translation can be nominally associated with Hom-
er’s Greek, it can, in a deeper sense, only invoke a completely different set of lin-
guistic functions. Any other assumption would, paradoxically, invalidate the
need for ‘translation.’

This relationship of (dis)continuity is plainly replicated in many other details
in the texts of Andronicus and Homer. To briefly stress just two of the best
known: Homer’s original polytropos is a compound adjective whose poly- ele-
ment is not matched by any multi- element in its Latin counterpart and likewise
the Greek Muse is not matched by Camena. In the same way, Andronicus’ choice
of the Saturnian as the metre, even as it facilitates at least a superficial analogy
with Homeric usage, actually emphasises the point of ‘un-mediatable’ differ-
ence. The nature and structure of the Saturnian is a matter of dispute. Already
in antiquity its inner workings were something of a mystery. Yet it is generally
agreed that the form was used largely in short texts, rather than in long, monu-
mental compositions. The Saturnian’s basic performative function and reference
are thus alien to the function and reference of the Greek hexameter. The Greek
form, although it too was sometimes associated with short texts such as oracles
and funerary inscriptions, is, needless to say, the canonical vehicle of long, au-
thoritative verse compositions. Furthermore, the magnitude of the Iliad and
Odyssey, whatever its narrative function, was a marked cultural symbol of the
poems’ canonical authority and an embodiment of their ‘pan-Hellenic’ aspira-

20 On Homer’s proems see, e.g., Redfield 1979; Pucci 1982; Kahane 1994. For traditional pre-
ferentiality see Foley 1999.
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tions.** The Saturnian’s status was no match for the Greek hexameter, and later
Romans, famously Horace, as we noted, held the Saturnian in low esteem
(Epist. 2.1.156 —9). More importantly, there is no evidence to suggest that it was
ever regarded as a vehicle for ‘pan-cultural’ identity. Indeed, at least some schol-
ars have argued for the Saturnian’s links to native Italic and Latin traditions. Lle-
welyn Morgan has recently suggested that the form may manifest a resistance to
the ‘Hellenic’ character as embodied in the hexameter.”> The Saturnian may rely
on stress patterns or on quantity, but already this lack of an unambiguous char-
acter represents a radical departure from the Greek hexameter, whose highly
regulated and formalized quantitative character is, and always has been, clearly
set out regardless of any issues of pitch accentuation. It is not clear that as an act
of reference to Odyssey 1.I's— v v |-vv—v|v—-vu|-vo—x, thelLatinw — v -
| v — v | = v v — — x (the quantitative representation of the metrics of Andronicus,
fr. 1) would have invited substantive interaction. Andronicean audiences listen-
ing to his verse or reading the text will probably have acknowledged a nominal
link to ‘Homer’s hexameter’, but it is unlikely that the Homeric hexameter in any
detail will have presented a meaningful substantive resonance in such encoun-
ters.”® Summing up the force of the first line of the Odusia, Sander Goldberg’s
formulation may thus be closer to the truth:

Andronicus shows at once his capacity for close but clever translation ... Small changes,
however, also recast the original thought in distinctly Roman terms [my emphasis].*

Goldberg, however, does not quite advocate a ‘Gouldian’ approach. We should
therefore shift the emphasis and suggest that, while Andronicus’ act of transla-
tion is in explicit contact with Greek culture, it represents a significant cultural
break, and is in this sense an ‘ancestor-less,” monophone rather than polyphonic
Roman poem, a kind of ‘ventriloquising’ voice or, to change metaphors, a mere

21 For Homer and pan-Hellenism see Nagy 1979.

22 See Cole 1969; Parsons 1999; Kruschwitz 2002; Morgan 2010.

23 Farrell, pointing in part to Homeric scenes in early visual representations, suggests that
Homer was not unknown in Italy. ‘The idea that Livius Andronicus introduced Roman readers to
Homer and so introduced Hellenic literary culture to Rome has come to seem hopelessly sim-
plistic and badly in need of correction’ (2005, 423). My point is certainly not that Homer was
unknown, let alone that Andronicus did not know Homer, but that contact with Homer does not
preclude an Odusia which is a radical break from Homeric poetry. The same symptom of a
radical break can be found, for example, in modernity, in Ezra Pound’s translation of the
Odyssey in Canto 1 - see Kahane (1999) for a discussion.

24 Goldberg 1995, 64. Cf. 1992, 22: ‘small changes, suited to new surroundings.’
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imago or nominal ghost of polytropy, rather than a truly intertextual work.” As
Jorg Riipke, Alessandro Barchiesi and many others have recently argued (in their
very different ways), early Roman poets may not, in fact, have produced scripts
that manipulated and translated Greek codes.*® Their scripted Latin translations
‘acquired cultural relevance [only] through acts of performance.’” Suetonius for
example, in de Grammaticis et Rhetoribus (1.2), notes that Livius Andronicus and
others like him performed their Latin epic in both private and public settings,
and, on the unenthusiastic evidence of Horace again (Odes 2.1.71-73, cf. also
Epist. 2.3.141-42), we may perhaps surmise that they did so in pedagogical set-
tings in a patron’s house. Enrica Sciarinno suggests, perhaps rightly, that?®

when the poet recited from his epic script in his hands or performed this script from mem-
ory, he was not an impersonating actor interacting with other equally impersonating actors
in a make-believe situation, he was an outsider who fulfilled the desires of cultural mastery
felt by Roman insiders for the sake of social self-promotion.

Let me briefly add (this requires extended separate discussion) that everything
we know about the performance of Homeric poetry in Greece (see, e.g. Homeric
Hymns 3.149 - 50, 26.11-13; Hesiod fr. 357, cf. FGrHist 328 F 212; Dionysius Thrax
180.12-17; Plato, Hipparchus 228b; Lycurgus, Leocr. 102, etc.) suggests nothing of
the kind.?® Furthermore, ‘Homeric’ performance is not of uniform character. The
self representation of bardic singing within Homer (the songs of the aoidoi Phe-
mius and Demodocus) is not the same as the rhaphsodic performances, be they
in the context of the Homeridae or of Plato’s Ion, and those rhapsodic perform-
ances are very different from the performative act embodied in the Pisistratean
recension, if it ever occurred, in the agglomeration which we sometimes call
the Vulgate, or the editorial actions of the Alexanderian scholars Aristarchus,
Zenodotus and Aristophanes and others, which are, in a broad sense, ‘perform-
ative’ too.

25 Ennius’ Annales 322-3 (Skutch): begins soce Musa manu Romanorum induperator//quod
quisque in bello gessit cum rege Philippo is a useful comparator. The Muse begins something
which takes over ‘Livius’ distinctive verb insece’ and corrects ‘Camena to Musa’, but also starts
something completely new (see Hinds, 1998, 59). The term ventriloquism here can be compared
conceptually to its use in, e.g., discussions of the exclusion of the female voice in Greek lyric
poetry (see, e.g. Skinner 1993). For imago, see further below.

26 Riipke 2001; Barchiesi 2002; Sciarrino 2006, etc.

27 Sciarrino 2006, 454.

28 Sciarrino 2006, 457.

29 For rhapsodic performance of Homer see West 2010.
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5 Cicero, Solon, and translation of the law

It lies beyond the scope of this short essay to define the place of such (dis)con-
tinuity within the general character of Roman genre and its relation to the
Greeks. I do, however, wish to follow up the argument about the possibility of
a mechanism of (dis)continuity®® by briefly presenting some evidence for similar
generic practice within wider Roman contexts which may have particular signif-
icance.

In Latin, to ‘translate’ is vertere, convertere, traducere and so on. But, as
Marco Fantuzzi and Richard Hunter for instance note, at its ‘most faithful,” at
its least free from ‘innovation,” the proper term is exprimere.>* The primary
sense of this verb concerns the application of pressure to an object or a sub-
stance. Exprimere thus embodies the idea of producing a close likeness or a
copy of something, as in the process of ex-pression or rather the im-pression of
a seal. In this sense, the idea is not literary or abstract, but material. This idea
of matter, which seems to exclude the intervention of an interpreter or a
‘mind’, seems to safeguard the process of replication and representation from
the corrupting influence of personal agendas. Not surprisingly, the act some-
times takes on legal tones. Contagion, the physical imprint of matter in matter,
for example of the seal on the surface of the clay or wax, is meant to guarantee
the integrity of the transfer and the authenticity of the resulting image.* Yet, par-
adoxically, precisely the thing that preserves the authenticity of the original can,
once transferred into a new context, sometimes produce a separation from the
original source. In De Legibus (2.64), for example, Cicero suggests that one of
the laws of the Twelve Tables—one can hardly think of a more Roman setting
or a setting with greater public/civic authority and legal import—prohibiting ex-
cessive worship of dead ancestors, was translated (expressa) directly from the
Greek of Solon’s laws:

30 See similar readings of (dis)continuity in Kahane (2010) on Homer and the Jews; 2003 on
Cavafy, modern Greek experience and antiquity, and Kahane (1999) on modernist poetry, Pound
and Homer. The argument, broadly speaking, is against models of cultural ‘hybridity’ and for
models of distinct multi-cultural co-existence.

31 Fantuzzi and Hunter 2004, 468.

32 Cf. e.g., de Witt (1936, 505) still correctly: ‘Every Roman gentleman carried a ring bearing a
seal. To seal a letter he pressed the seal into the wax (imprimo); he then removed it (exprimo),
leaving the impress of the device. Hence “express” means to copy, portray, as in Cicero, Pro
Milone 10.6, quam ... ex natura ipsa ... expressimus, [a law] “which we have ... copied ... from
nature herself.” Here and elsewhere editors falsely interpret it as a metaphor from the wine-
press.’
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Postea qu<o>m, ut scribit Phalereus <Demetrius>, sumptuosa fieri funera et lamentabilia
coepissent, Solonis lege sublata sunt, quam legem eisdem prope uerbis nostri decem uiri
in decimam tabulam coniecerunt. Nam de tribus reciniis et pleraque illa Solonis sunt.
De lamentis uero expressa uerbis sunt: ‘Mulieres genas ne radunto neue lessum funeris
ergo habento.’

Later, according to the man of Phalerum [Demetrius of Phaleron|, when extravagance in ex-
penditure and mourning grew, it was abolished by the law of Solon—a law which our de-
cemvirs took over almost word for word [quam legem eisdem prope verbis ... coniecerunt]
placed in the tenth Table. For what it contained about the three veils, and most of the
rest, comes from Solon and in regard to mourning they have followed his wording exactly
[de lamentis vero expressa verbis sunt]: ‘Women shall not tear their cheeks or have a lessum
at a funeral.’®

There is something both revealing and paradoxical about this context and the
prohibition of excessive lament and attachment to the past which draws its au-
thority from a venerated past source, which itself draws its authority from the
word-for-word translation of a Greek ‘ancestral’ source. The important thing
about the law, of course, is that a law is precisely the verbal instance of a general
rule which is meant to resist corruption in individual contexts. In the context of
law, the possibility of ‘many ways’ or ‘tropes’ for doing things is sometimes in-
evitable, but always to be guarded against. ‘Polytropy’ (to borrow the Odyssean
word, as it is used by Hinds and others) is not an appropriate quality in the con-
text of the law. In principle, law dictates that you do something in one way only.
The translation of a law should preserve this principle. Officially at least, one
does not want translations, or indeed laws, that have ‘many ways’ or that are,
like Odysseus/Ulysses, famed for their trickery and wiles (cf. Odyssey 9.19 -
20). It is not surprising that Cicero insists here that the decemvirs translated
the law almost ‘word for word.” Yet, apparently, in maintaining close contact
with the original, in preserving it and transferring it into its new context, the
original’s meaning was lost and a gap opened up. We do not know the Greek
of Solon’s law or of Demetrius’ version. More significantly, even the Latin of
this law in the tenth Table was inscrutable: ‘Women shall not tear their cheeks
or have a lessum at a funeral.’ This rare word (but cf. also Tusc. 2.55), presumably
lessus, was, as Jonathan Powell states, as ‘unintelligible’ to Cicero as it is to us.
He adds: ‘We should bear in mind, that the text available to Cicero may also have
contained corruptions of forms no longer understood.” The interpretation of
‘lamentations,” Powell notes, seems likely. Nevertheless, ‘Cicero quotes the spec-

33 Translation C. W. Keys (LCL).
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ulations of Roman commentators who clearly know no more than we do (even
the earliest of them, Sextus Aelius Paetus Catus, was stumped).”

It seems, then, that close contact (just like in the process of stamping a seal),
the juridical impression of continuity (as in expressa) in Cicero’s comments on
translation, is analogous to the morphological evolutionary (dis)continuity we
find in the Gouldian model of genre and in Andronicus’ translation of Homer.
Cicero’s ‘faithful translation,” the true impression/expression, particularly as it
is a legal matter that demands stability and resistance to change, this distinctly
Roman law, is cut off, not only from any historical Solonian origin, but even from
the Latin of the Tables which Cicero quotes (indeed, citation is an even closer
mode of contact than translation). It is, we might almost say, a law onto itself.*
Let us also note again that this particular law and Cicero’s discussion concern a
prohibition against lament which we could perhaps describe in more-abstract
terms as a prohibition of excessive attachment to the dead and the past (by
an author who commonly invokes the authority of the past®*®). What we are deal-
ing with is not an adaptation, not a hybrid of Greece and Rome, not an amalgam
or a transformative halfway point, not a mix of early Rome and Ciceronian inter-
pretation, but rather a paradoxical Gouldian modality of close verbal (and meta-
phorically, material) contact and in this sense only a ‘small’ alteration, yet equal-
ly a very significant change in context and function.

6 Imago: material translations of the past

Cicero’s aspiration to a faithful image of the past is often expressed elsewhere in
his work, for example, in a literary-generic context, when he cites Ennius’ epi-
taph in Tusculans (1.34):*"

Aspicite, o cives, senis Enni imaginis formam:
Hic vestrum panxit maxuma facta patrum.

34 Powell 2005, 144 and n. 78.

35 Compare contemporary philosophical/jurisprudential thought, beginning with Max Weber
(who was trained in Roman jurisprudence and was, at the time of his Habilitation, designated as
Theodor Mommsen’s successor) and most prominent today in the work of Giorgio Agamben (on
the law and on the concept of sovereignty, esp. in the context of Augustus, see Agamben 2005),
exploring the paradoxical status of sovereign law as a concept which itself has no law.

36 See, e.g., Duffalo 2007.

37 Cf. Goldberg 2005, 46.
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Gaze, fellow citizens on aged Ennius form and face
He set to verse your fathers’ greatest deeds.”

Conventionally in the ancient world visualization is closely associated with clari-
ty (enargeia), and it is certainly so for the Romans in the context of visual images
of the past and images of the dead.** However, English translation here (as every-
where: traduttore traditore...) lets us down, since imago is not merely a ‘face’ but
specifically a death mask.*® The force of the epitaph and its claim to authority
relies on the assumed fidelity of imaginis formam — whether literally, and asso-
ciated with a portrait of Ennius which may have existed in the tomb of the Sci-
pios or through an act of imagination (the creation of a mental imago): We are
meant to be looking at the poet’s face, extracted and recreated through a process
of contagion with the face of the dead. The implication is that, just as the object
of our gaze is the true face of Ennius, so his verses are a faithful representation of
the greatest deeds of Rome’s ancestors. Yet we have nothing of this faithful visual
image, only the word imago. Ennius is unseen.

It is this unseen element, the element that breaks the sequence of an image,
that I wish to stress in the second and final example in this essay. My example
comprises an even more explicit illustration of the true force or character of ‘con-
tinuity,” especially with regard to material copies of the past in Rome and thus, a
fortiori with regard to less tangible sequences.

In book 35 of the Historia Naturalis, Pliny discusses the history of art, a use-
ful general parallel to the history of literature, especially in antiquity, where vis-
ual art is often a paradigm (ut pictura poiesis...) of literature. In this part of the
work (35.4), Pliny speaks about imaginum picturae, which is sometimes translat-
ed as the ‘painting of portraits.” But, as both Roman cultural historians and gen-
eral art historians agree, this is better translated as ‘painted images or ancestral
death-masks.”** These, Pliny says, are ‘used to transmit through the ages ex-
tremely correct [maxime similes, i.e. most “faithful”] portraits of persons.’ (35.4).

Discussing the relationship between past and present, between ancestors
and descendants, Pliny complains that in his present day ‘indolence has de-
stroyed the arts,’ yet (35.6):

38 Translation J. E. King (LCL).

39 For enargeia, see, e.g. Vassaly 1993, Ch. 3.

40 For death masks in Rome, see Flower 1996.

41 See, for example, Harriet Flower (1996, 32-59) and Georges Didi-Huberman (1999, 79). For
imago in literary contexts, see also Harrison 2003.
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aliter apud maiores in atriis haec erant, quae spectarentur; non signa externorum arti-
ficum nec aera aut marmora: expressi cera vultus singulis disponebantur armariis, ut es-
sent imagines, quae comitarentur gentilicia funera...

In the halls of our ancestors it was otherwise; portraits were the objects displayed to be
looked at, not statues by foreign artists, nor bronzes nor marbles [non signa externorum ar-
tificum, nec aera aut marmoral, but wax models of faces [expressi cera vultus] were set out
each on a separate side-board, to furnish likenesses [ut essent imagines] to be carried in
procession at a funeral in the clan...*?

These likenesses or imagines are faithful ‘translations’ of faces, moulded in wax,
whose fidelity is vouchsafed, as in the case of seals, ‘juridically,” by the idea of
contagion and of a literal imprint of matter on matter. The act of material carry-
ing-over (‘translation’), the genealogical, or morphological, or evolutionary
transfer from one instance of the form to another, is not mutable or polytropic.
It is as clearly defined as, for example, the law. Yet, as Harriet Flower stresses:*3

The imagines were clearly designed for use by the living members of the family. They had no
role to play in cult or commemoration of the dead at the tomb [my emphasis].

The practice surrounding imagines, although these are faithful impressions of
ancestors, seems almost to follow the spirit of the injunction in the Twelve Tables
against excessive mourning for ancestors and worship of the past. Flower adds:

They [the imagines] represented only family members who had held at least the office of the
aedile. Their function is, therefore, overtly political, and it is not related to beliefs about life
after death. Their use by actors to impersonate the ancestors at family funerals served to
politicize such occasions [my emphasis].

Imagines are drawn from the model of Roman life: the face of the dead Roman
ancestor, indeed, not simply qua ancestor, but more specifically and exclusively
as an ancestor within the setting of Roman political life. One assumes that imag-
ines preserved the material contours of individual ancestral faces. That, indeed,
is the whole point of the waxen imprint and the object it creates. Yet, as Flower
demonstrates at length in her book, these are ‘translations’ that have little to do
with commemoration of the dead in Rome, let alone with Rome’s more distant
cultural past or, for that matter, with Greece. We should add that, as Pliny
notes, these Roman imagines do not involve the work of any ‘foreign artist’ (ex-
ternorum artificum), which in this context can only mean ‘Greek artists.” These, at

42 Translation H. Rackham (LCL).
43 Flower 1996, 2.
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least, a Roman might say (pace Quintilian), are totae nostrae. The imagines are
completely in the possession of the first person, the self, the present.

The Gouldian modality of (dis)continuity in the context of the Latin expri-
mere can, we may add, be observed in the semantics of the word imago itself,
as a translation from Greek, and indeed in the idea of imagines mortuorum, in
which imago denotes both the ancestral death-mask, a public eikén, a juridical
object dependent on material fidelity, but equally the Greek eidéléon, a private,
ethereal image totally devoid of material substance.

7 Envoi. Discontinuity and discontent

We can now go back to Livius Andronicus ‘translation’ of Homer’s Odyssey and
to our comments on Roman genre and the Greeks. Andronicus’ translation is an
object of obvious continuity which is clearly cut off from its Greek model but
which, furthermore, at least on the evidence of such readers as Horace and Cic-
ero (this requires further discussion, of course), is equally cut off from the Latin
epic poets that were to follow. As we noted, Marco Fantuzzi and Richard Hunter
have suggested that ‘““translation” and its discontents had been a (perhaps the)
central theme of the Roman engagement with Greek literature from the very be-
ginning.” They are right, of course, but we should stress the element of ‘discon-
tent’ in their words. It is not merely an indication of opposing forces within his-
torical sequences. It can perhaps be re-deployed in a slightly more technical
sense, as a reference to the famous ‘discontents’ in Civilization and Its Discon-
tents, the title by which Sigmund Freud’s Das Unbehagen in der Kultur (1930)
is known in English translation.** Das Unbehagen is a term which, in Freud, sig-
nifies both the generic conformity of the individual to the shared rules of civili-
zation and his/her solipsistic, uncontrollable drives. It characterises a unique, ir-
replaceable essence in both persons and works of art. The move from das Unbe-
hagen to ‘discontents’, like the move from Kultur to ‘civilization,” from German to
English (where the tensions between the two cultures are precisely the historical/
political context to Freud’s masterpiece in the years immediately preceding the
War), involves both continuity and rupture, as many students of Freud and of
modernity have shown. It is a move that, like modern evolutionary biology, is
very far from classical antiquity, yet which can mark very precisely an essential,

44 Freud 1961. Richard Hunter and Marco Fantuzzi nevertheless inform me (personal com-
munication) that there was no intentional reference to Freud in their expression.
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paradoxical but possibly common quality of Roman genre and its relation to the
Greeks.
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Carole Newlands
Architectural Ecphrasis in Roman Poetry

Abstract: Any definition of ecphrasis should take into account an important sub-
category, architectural ecphrasis, which is a feature of imperial panegyrical texts.
A cultural shift in the first century CE from negotium to otium, from the public
monument to the villa, fostered the development of a new form of encomiastic
poetry, much of it celebrating private life. Architectural ecphrasis is a mainstay
of Statius’ Siluae; the ‘occasional poem’ emerges as a new literary genre of the
first century CE.

Keywords: Architectural ecphrasis; villa; temple; occasional poem; purple patch-
es; rhetorical treatises; Apollo Palatinus; Mars Ultor; Pollius Felix

I then gathered for myself ... for each of the structures which I knew how to build, the finest
timbers I could carry. . .Accordingly, I would advise everyone who is strong and has many
wagons to direct his steps to that same forest where I cut these props, and to fetch more for
himself and to load his wagons with well-cut staves, so that he may weave many elegant
walls and put up many splendid houses and so build a fine homestead, and there may
live pleasantly and in tranquility both in winter and summer. (King Alfred the Great (.
871-99 CE), preface to his translation of St. Augustine’s Soliloquies)*

Is ecphrasis a separate literary genre? The question invites a reevaluation of the
place of ecphrasis in literary history and goes back at least to Lessing, who saw it
as ornament, not a genre, following Quintilian (Inst. 8.61-71), who specifically
classified it as a figure of speech (Inst. 9.40 —4). For many critics who have at-
tempted to breach the barrier that Lessing raised between the literary and visual
arts, neither ‘ornament’, with its connotations of superfluity, nor ‘genre’, with its
formalist connotations, has seemed appealing;* Heffernan, for instance, prefers
to speak of ecphrasis as a ‘mode’, a rather vague and elastic literary term.> On
the other hand Mitchell makes large claims for ecphrasis as a genre, claiming
that it resists classification as ornament or even as a minor genre.* True, for

1 Cited from S. Keynes and M. Lapidge (1983) (transl.), Alfred the Great: Asser’s Life of King
Alfred and Other Contemporary Sources, London, 138.

2 On the gendered roots of the mistrust of ‘ornament’ see Scott 1991, esp. 305-8. On the
limitations of a purely formalist approach to genre see Goldhill 2008, 185-90.

3 Heffernan 1993, 1-7.

4 Mitchell 1994, 151-81.
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some critics of late, generic identification has not been terribly important; genres
are perceived as either flexible or basically arbitrary modes of classification.®

The publication of Webb’s 2009 book, Ekphrasis, Imagination and Persuasion
in Ancient Rhetorical Theory and Practice, has however revived the debate on
genre. She argues that ecphrasis was not recognized as a separate genre in
the ancient world; rather, ancient handbooks of rhetoric presented it as a tech-
nique of epideictic rhetoric which taught an emotional style of writing that
would bring a scene vividly in front of the audience’s eyes. In his review of
Webb’s book Goldhill argues that there is a major difference between theory
and practice.® He queries the status and authority of these rhetorical handbooks
for literary interpretation, seeing that the fullest handbooks date from the third
to sixth centuries CE. How determinative can they be for a tradition that stretches
from Homer? Moreover, he argues that, as it is used by those who work on visual
culture today (whether classicists or modernists), ecphrasis refers to a set of texts
which primarily describe works of art, and which are self-consciously linked
within and across formal genres. In this modern sense ecphrasis ‘does not indi-
cate a technique but a set of texts linked by content, attitude, self-awareness,
and approach’. Thus it should not be mistaken for the ancient term in its tech-
nical rhetorical definition. Goldhill sidesteps the issue of genre, suggesting
that we think of ecphrasis as ‘a set or a tradition (if not a fully fledged genre)’.

A fruitful approach to ecphrasis has recently been proposed by Squire who
shifts the discussion away from Lessing’s debate about aesthetic hierarchies to
situate ecphrasis within a discourse of viewing. He argues that ecphrasis was
a visual as well as a textual phenomenon; ancient readers would have contem-
plated the verbal evocation of a picture in parallel with a visual tradition of im-
ages; the relationship between the verbal and visual arts was not necessarily ag-
onistic. According to this theory, Webb’s emphasis on ecphrasis as a part of rhet-
oric is too narrow in that it does not take into account the visual sophistication of
ancient writers and readers.” However, Squire too sidesteps the issue of genre by
referring in the same sentence to ecphrasis as a literary ‘genre’ and as a ‘topos’.2

One area of Webb’s book where I think there can be general agreement, how-
ever, is in her demonstration that the ancients defined ecphrasis much more
broadly than critics do now, when that term is generally restricted to verbal de-

5 Thus Scott (1991, 302) sequentially calls ecphrasis ‘a trope’, and ‘a literary genre or topos’.
6 Goldhill 2009.

7 Squire (2009) thus counters, for instance, Heffernan’s (1993) claim that what kept ecphrasis
vital over the centuries is its ‘paragonal energy’ (6).

8 Squire 2009, 144.
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scriptions of works of art.” The ancient usage encompassed a wide range of
themes such as people, landscapes, cities, battles. While I am not endorsing
such an expansive view of ecphrasis as still useful today, I wish to argue for
greater latitude in our use of that term, and, at the same time, greater specificity.
Certainly, descriptions of works of art are an important feature of classical texts
of all periods since Homer; as there is no separate ancient term for such descrip-
tions, ‘ecphrasis’ in its modern, more restricted sense usefully recognises that
they form a special category. Yet modern discussions tend to elide a significant,
related but distinct sub-category of ecphrasis, namely architectural ecphrasis, or
description of monuments and buildings. This is the topic of the present article,
and I shall argue that any debate over the issue of genre should take this distinc-
tion into account. After discussing some key examples of architectural ecphrasis
in Roman poetry, I will conclude by proposing that architectural ecphrasis is not
a distinct genre but rather an important, formative constituent of a genre that
emerges in the late first century in the Siluae of Statius, the ‘occasional poem’.

Accounts of ecphrasis almost inevitably trace its literary origins from Hom-
er’s description of the shield of Achilles.’® But Homer gives us two types of ec-
phrasis, that of the work of art and that of the building. Architectural ecphrasis
has a separate literary genealogy derived from the house of Hephaestus in Iliad
18 (368-79) and the palace of Alcinods in Odyssey 7 (78 —132). This type of ec-
phrasis, too, has distinct properties: the typology established by Homer encom-
passes radiance, height, and expensive materials, as well as the dynamic move-
ment of the body and the eye through three-dimensional space. Krieger claimed
that the ideal goal of ecphrasis was to stop time; to freeze the narrative to allow
for interpretation.' Because of the movement of the narrator/poet through phys-
ical space, architectural ecphrasis characteristically offers the possibility not
only of different perspectives but also of different viewing places. These formal
characteristics aside, architectural ecphrasis inevitably draws attention to its
contemporary social, political, and cultural context. Implicit as early as Homer
is an idea that is specific to architectural ecphrasis, namely the metonymic asso-
ciation between the building and personal identity. In Republican Rome, as Va-
saly has shown, the representation of monuments was a major strategy in Cice-

9 Webb (2009, 31-8) draws attention to Spitzer’s influential (1955) essay on Keats’ ‘Ode to a
Grecian urn’, which defined ecphrasis as an essentially poetic genre, divorced totally from the
rhetorical form.

10 Moreover, the crucial role of Hellenistic epigram is often overlooked, and ancient ecphrasis is
treated as a purely epic phenomenon; e.g. Heffernan (1993, 9-34) segues directly from a dis-
cussion of the Homeric shield of Achilles to a discussion of Vergil’s shield of Aeneas.

11 Krieger (1967, 5), a view countered by Bartsch and Elsner 2007, i-ii.
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ro’s oratory that exploited the effect on an audience of a place and those asso-
ciated with it.'? In the imperial period, architectural ecphrasis, as an expression
of the power and status of its owner or occupant, is often connected with pan-
egyric, with the poet in a particularly self-conscious role as the rhetorical ‘archi-
tect’. The building and restoration of monuments became an important instru-
ment of imperial power, recorded for instance in Augustus’ Res Gestae and the
Monumentum Ancyrum and in imperial biographies; architectural ecphrasis
could thus serve as a vivid means of glorifying an emperor through his monu-
ments, even as it remained a multivalent form.:

There is another important metonymic relationship between architecture
and literature, namely in rhetorical treatises architecture provided a metaphor
for memory.* For Quintilian, memory is the ‘treasure house of eloquence’ (the-
saurus hic eloquentiae, Inst. 11.2.1), an image that suggests the richness of the im-
ages stored within the mind; architectural ecphrasis trades in luxury. Further-
more, for the Romans architecture provided a structural analogy for language;
as Onians points out, Cicero refers for instance to the structura verborum (e.g.
Brutus 8.33) to describe the construction of sentences.” Indeed, as Onians ar-
gues, in ancient culture architecture acted as a fundamental metaphor for artic-
ulating thought. Thus for the Romans architecture provided a structural meta-
phor both for language and for the organization of social and political life
through the expression of status.!® As a primary metaphor for social, moral,
and mental structures, architecture invited a multivalent textual and metaphor-
ical discourse. The metonymic relationship between the building, the owner, and
the ‘architect poet’ makes architectural ecphrasis an especially self-reflexive
form — one that is particularly responsive, moreover, to its sociopolitical context
and to cultural change. As Fowler remarks, ‘the essence of the monument is par-
adoxically its lack of monumental stability.*”

In arguing for a definition of ecphrasis that includes architectural ecphrasis
as a special sub-category, I am aware that I am sidestepping for now the issue of
genre. Generic classification is highly political,'® and to call ecphrasis ‘a genre’ is

12 Vasaly 1993.

13 On the culmination of this panegyrical tradition in Procopius’ de Aedificiis see Elsner 2007,
esp. 36-43.

14 On the Roman sources for this metaphor see Yates 1966, chapter 1; Leach 1988, 73 - 8; Elsner
1995, 77-80.

15 Onians 1992, 201; see also Elsner 1995, 78; Whitmarsh 2010, 345.

16 Onians 1992, 201- 3. Cf. too the fundamental work of Bachelard (1964), for whom the house is
a model both of the human psyche and of the cosmos.

17 Fowler 2000b, 211; see also esp. 207-209.

18 Goldhill 2008, 188.
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to valorize its status as a significant literary form, not mere ornament or digres-
sion. Moreover, to impose boundaries on a complex, changeable form that tra-
verses the boundaries both of the visual arts and of various literary genres
may seem counter-intuitive. I will return to the question of genre at the end of
the article. First I will look at two influential examples of architectural ecphrasis
in Augustan poetry that lay the ground for a shift in focus in the later first cen-
tury CE from the public to the private monument. My particular interest lies in
descriptions of historical rather than imaginary buildings in Roman poetry,
structures rooted in particular times and places.” My main examples will
range across one century, Propertius’ description of the temple of Apollo Pala-
tine (2.31), Ovid’s description of the temple of Mars Ultor (Fast. 5.559 —68) and
Statius’ descriptions of Pollius’ villa estate (Siluae 2.2. and 3.1).

Roman architectural ecphrasis is closely associated from its inception with
epic. It seems likely that the first formal description of a historical building oc-
curs in Naevius (poet. 19 Barchiesi):

inerant signa expressa, quomodo Titani,
bicorpores Gigantes magnique Atlantes,
Runcus atque Purpureus filii Terras

Figures were engraved there, how the Titans and the twin-bodied Giants and the great sons
of Atlas, Runcus and Purpureus, sons of Earth.

This fragment of the Bellum Punicum has been identified as a description of the
temple of Zeus at Agrigentum with sculptures of the Gigantomachy. Its function
and context in the epic are conjectural, but Rowell has persuasively argued for
considering the description not as mere ornament, but as serving in book 1 of
Naevius’ epic as a narrative flashback to early history; Diodorus 13.82 mentions
that this temple was adorned with a Gigantomachy and a corresponding fall of
Troy.?® Short though the fragment is, it emphasises two frequent features of ar-
chitectural ecphrasis, its manipulation of time, and its incorporation of descrip-
tions of works of art, making it a kind of ‘super-ecphrasis’. The temple of Juno at
Carthage, witnessed by Aeneas on his arrival to the city (A. 1.446 —97), serves as a
fuller example, allowing for a moment of pause in the narrative for Aeneas and
the reader to look back at the past through works of art. It also programmatically
establishes architectural ecphrasis as an important feature of Vergil’s epic, oc-

19 Hollander (1988) coins the term ‘notional ecphrasis’ for the description of imaginary buil-
dings. But Mitchell (1994, 157, n.19) argues that every ecphrasis is in a sense ‘notional’ in that it
seeks to produce a textualised image of a work of art.

20 Rowell 1947, 32-41.
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curring at significant structural and narrative points in the epic, for instance, the
temple of Apollo at Cumae at the start of Book 6 (14—36), the first sight on Ae-
neas’ arrival; the temple of Latinus, a symbol of Latin history and ideology, near
the start of Book 7 (A. 7.152-93); a composite version of the temple of Apollo Pa-
latine ends Book 8 (714—31). As Laird argues, ecphrasis in Vergil demonstrates a
shift in the Roman tradition to a particular emphasis on viewing.?* But while Vir-
gil’s descriptions of monumental buildings in the Georgics as well as the Aeneid
often allude to contemporary monuments, the buildings nonetheless remain fic-
tive and often composite constructs. Moreover, as Bleisch has argued with refer-
ence to the description of Latinus’ palace (A. 7.152—-93), Virgil incorporates ele-
giac modes within his epic framework to offer varied, even contradictory inter-
pretations of the building; the generic tension reflects the uncertain status of
the Latins as protoRomans, or the Italian resistance.?

Ovid’s epic Metamorphoses also alludes to contemporary buildings; for in-
stance the Palace of the Sun at the start of Book 2 evokes the Temple of Palatine
Apollo (Met. 2.1-30), and, as Keith has shown, this is a very important model for
later architectural ecphrasis.” But it is Augustan elegy that removes architectural
ecphrasis from its traditional connection with epic and a narrative plot, and pro-
vides us with our only two detailed descriptions of important Augustan build-
ings, Propertius 2.31 on the temple of Apollo Palatine, and Ovid on the temple
of Mars Ultor in Fasti Book 5. How then does elegy, that oppositional genre, ap-
proach ecphrasis?

Propertius’ 2.31, devoted to an ecphrasis of Augustus’ Temple of Apollo Pa-
latine, is somewhat unexpected, for his poetry collection has been hitherto de-
voted to the vagaries of love, albeit, as Welch and others have pointed out,
love experienced in the city of Rome where he was surrounded by public and
private monuments.?* Yet, in the manner of Roman triumphalist generals, the
temple of Apollo Palatine was dedicated in honour of Octavian’s victories.?
What is a triumphal monument associated with war doing in a collection of el-
egiac poetry? As Miller concludes from his detailed analysis of the poem,?¢ Prop-

21 Laird 1996, 79. He points out (99-100) that Vergil’s ecphraseis are emphatically focalized
through Aeneas, with the exception of Latinus’ palace which is viewed by Aeneas’ ambassadors
(A. 7170 -91).

22 Bleisch 2003. She notes (98) that augustum is used twice in this passage (7.153, 170) and only
here in the Aeneid, thus facilitating a connection with Augustus’ house on the Palatine.

23 Keith 2007.

24 Welch 2005, 4.

25 Miller 2009, 20 -3.

26 Miller 2009, 196 —206, with summation 205—206.
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ertius ‘pointedly expresses an elegiac perspective’ towards the Augustan monu-
ment, as we see from the opening couplet (2.31.1-2):%

quaeris, cur ueniam tibi tardior? aurea Phoebi
porticus a magno Caesare aperta fuit.

You ask, why I come to you rather late? The golden porticus of Phoebus has been opened by
mighty Caesar.

The poem opens with a question that misleadingly suggests that this will be an-
other elegiac poem on the theme of jealousy, for Propertius is late in coming to
(presumably) Cynthia (in the previous and following poems, 2.30 and 2.32, she is
the addressee). In 2.29.31- 8 and 1.3.35- 46 she raked him over the coals for pre-
cisely this offence.?® The opening direct address, both to Cynthia and to the read-
er, at once draws attention to the poet and his subject position as viewer; as
Laird comments, the first person narrative ‘makes the poet’s presence and the
inscription of his point of view more than explicit’.?® The description that follows
acts as an excuse, or apology, to his lover, and thus is it is framed not only
through the elegiac poet’s aesthetic principles, but also by the particular occa-
sion, the need for a really good excuse to explain his lateness. The description
has to be impressive and also appealing to Cynthia if Propertius is to avoid a lov-
ers’ storm.

The poet approaches the temple as he would a beloved woman, full of ad-
miration for beauty. The first word of Propertius’ description, aurea, encapsu-
lates the familiar associations in architectural ecphrasis with sheen, with pre-
cious materials; the word play upon Phoebus’ name, ‘shining bright’, hints in
a sophisticated way at the metonymic relationship between the god and his tem-
ple. But the second line makes clear that the temple is a complex ideological
sign not only of the god’s identity but also of the real power behind the building,
magnus Caesar (2). The introduction of the emperor suggests the metonymic con-
nection between temple and ruler also and connects the ecphrasis with implicit
praise of Caesar. Thus the poet’s ‘elegiac perspective’ has to accommodate Au-
gustus, an accommodation eased through his patron deity’s association here
chiefly with art, not war. The reference to the porticus might also teasingly
arouse Cynthia’s suspicions, for a porticus was associated with illicit assigna-

27 Miller 2009, 200 —201.
28 Miller 2009, 199 —200.
29 Laird 1996, 83.
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tions and prostitution; but this impression is perhaps partly dispelled by the in-
volvement of ‘great Caesar’, guardian of Rome’s morals.°

As a connoisseur of beauty and culture, the poet selects for description out-
standing works of art that emphasise their realism and literary and artistic ap-
peal to the elegist,* such as the statues of the Danaids, described as a ‘group
of women’ (femina turba, 3-4), the realistic cows of Myron (7-8), which
form the theme of numerous Greek epigrams (Ant. Pal. 9.713 - 42, 793 - 8), carved
doors of ivory, a luxury material (12—14), and two statues of Apollo which are
close to representing an epiphany of the god (4 -5, 15— 16); these represent Apol-
lo only as the poet’s deity, as a musician without bow and without the sacrificial
patera that he probably held.

Even so, the works of art that the poet selects for mention encode tragic
themes that provide a disturbing undercurrent to the celebratory public occa-
sion. The Danaids killed their freshly wed husbands at the instigation of their fa-
ther, ‘old Danaus’ (4).>* Although the doors of the temple are exquisitely carved
of African ivory, they display harrowing scenes, the hurling of the Gauls, con-
quered by Apollo, from Parnassus, and the death of Niobe (12-14):

et ualuae, Libyci nobile dentis opus;
altera deiectos Parnasi uertice Gallos,
altera maerebat funera Tantalidos

And doors, the noble work of Libyan ivory; one mourned the Gauls cast down from the
summit of Parnassus; another mourned the death of Niobe.

The high aesthetic value of the doors — ivory was normally carved on a small
scale, owing to the rarity of the material — contrasts sharply with the violent
scenes engraved on them. Through personification, the doors indicate an emo-
tional and compassionate as well as an aesthetic response; they ‘mourn’ for
the Gauls’ savage end, and for Niobe’s tragic death. The repeated allusion to
Niobe, the god’s grief-struck victim (6, 14), is an admonitory reminder of the
power and the potential for violence behind the artistic, cultured image of

30 Dufallo (2013, forthcoming) points out that a porticus was notoriously the site for prostitutes
and illicit lovers (e.g. Prop. 2.23.3-11; Catullus 55); the opening of Propertius 2.31 thus has a
mixed reverential and erotic cast.

31 On the poet’s selectivity see, e.g. Welch 2005, 92— 3; Miller 2009, 199 —-201.

32 Barchiesi (2005, 284) comments that ‘a mob of women’ suits the elegiac poet’s interests, and
teases Cynthia.

33 Miller 2009, 200 - 1.

34 See Barchiesi (2005, 284) on the political reception in Ovid’s poetry of the Danaids, figures of
female transgression doomed to eternal punishment, and of their punitive father.
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both god and emperor.*® Thus, while the poet in 2.31 presents an ordered view of
the temple, systematically beginning with the porticus, then moving to the tem-
ple in the middle of the complex, and finally into the inner sanctum, the descrip-
tion also contains allusions to a world of suffering and chaos outside the poet’s
control.>® This too is part of the poet’s ‘elegiac perspective’.

The generic transference of the public monument from epic to elegy, I sug-
gest, thus invited a form of literary and visual resistance to the authority of Au-
gustus to control the meaning of his own monuments. The metonymic associa-
tion between the temple and Apollo and Caesar allows the poet, as we have
seen, to respond in various ways to this expression of Augustan imperial
power. The last line of the poem (2.31.15-16), Pythius in longa carmina ueste
sonat, brings about a virtual epiphany of the god himself to Propertius.”” The
poet ends his description in a position of supreme poetic privilege; and indeed,
his poem does what Augustus’ art work could not do, give words and sound to
Apollo’s song. Propertius’ insertion of his description of the temple of Apollo Pa-
latine into his book of love elegies ensured that his selective version of the
monument would circulate far beyond the reaches of Rome, with the power to
define the temple for those many readers who would never see it with their
own eyes.

Propertius displays his exquisite artistic taste in his selective description of
the superb works of art that adorn the temple. He thus appeals to the artistic
taste of Cynthia also, a docta puella. But in the following poem artistic tastes
and viewing practices are seen to be fickle, especially where love is concerned;
Cynthia has deserted Rome for the country and counts as unattractive and bor-
ing another very sophisticated monument, the porticus of Pompey that was re-
stored by Augustus (2.32.11-12): scilicet umbrosis sordet Pompeia columnis / por-
ticus (it seems that even the porticus of Pompey with its shady columns has no
attraction (for you)).*® This remark has broader implications, suggesting, in the
context of the previous poem, the instability of monuments and their meanings,
and the limits of the poet’s power to control others’ response to them. Indeed,
2.32 opens with what seems to be a comment on the fallibility of the entire proc-
ess of viewing, qui videt, is peccat (he who sees, sins, 2.32.1). Propertius turns out
to be talking about the dangers of looking at Cynthia; but since this statement

35 On the allusion of line 6 to Callimachus’ Niobe in Hymn 2.24 see Heyworth 1994, 56—-8; on
‘Apollo the killer in Apollo the musician’ see Barchiesi 2005, 285.

36 Welch (2005, 91) points out how the poet’s creative word order replicates and enhances the
structure of the temple.

37 Miller 2009, 202.

38 On the linkage of architectural terms between 2.31 and 2.32 see Welch 2005, 95.
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lacks a direct object and follows directly upon the description of Palatine Apollo,
it can be taken as referring to the dangers of viewing the god himself — the tradi-
tional connection of 2.31 and 2.32 in the manuscripts suggests such a reading.*
As Welch points out, the connection is also supported by a reference to Callima-
chus’ Hymn to Apollo, which states however the opposite, that ‘he who sees the
god is great’ (10).“° In its context in the second book the expression ‘he who sees,
sins’, suggests the contingencies and possible risks involved in viewing — and
writing the remembered observations. In exploring the metonymic possibilities
of architectural ecphrasis, the elegiac poet makes it a particularly self-reflexive
and political form.

Ovid’s description of the temple of Mars Ultor in the Forum Augustum (Fasti
5.559-68), a complex dedicated in 2 BCE (almost thirty years after the Temple of
Apollo Palatine), is in some ways a response to Propertius’ ecphrasis of an ear-
lier Augustan monument.** Although a good deal of Ovid’s elegiac Fasti concerns
the dedication, building and restoration of monuments, the description of the
temple of Mars Ultor is the only architectural ecphrasis in this elegiac poem. Un-
like Propertius 2.31, it is incorporated into a longer poem; nonetheless it forms a
generic anomaly, or disruption in a poem dedicated to peace (Fasti 1.13-14),
marked by the poet’s apparent bewilderment at the clash of weaponry that
echoes in the poem (Fasti 5.549): fallor, an arma sonat? non fallimur, arma sona-
bant (am I mistaken, or is there a sound of arms? I am not mistaken, arms did
sound). The generic disruption too reflects the fact that the temple of Mars
Ultor was the first temple of the war god to be allowed within the pomerium
of the city of Rome. Like Propertius 2.31, therefore, the ecphrasis stands out in
the poem and in its poetry book.** But in contrast to the Propertian experiment
with ecphrasis, Ovid in this late poem removes his personal, elegiac voice and
eye from the description of the Augustan temple of Mars Ultor; the monument
is described from the point of view of the god or war himself, not the elegiac
poet-narrator.

As Barchiesi comments, the monumental complex of the Forum Augustum is
generally now viewed as ‘the culmination of Augustan political art’, although it
is only fragmentarily reconstructed; Ovid’s description has thus featured impor-

39 A connection that Heyworth complicates by transposing to the start of 2.32 lines 7-10, which
can then be taken as referring to the temple of Apollo but not to the sight of the god himself.
40 Welch 2005, 94.

41 For similar details between the two descriptions, see Newlands 1995, 99.

42 Nonetheless, Newlands 1995, 87— 123 traces thematic, if negative, connections in Fasti 5 with
Mars and warfare.
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tantly in archaeological debate.”® And yet, as I have argued, the description does
not convey the aesthetic splendor and beauty of the monument with its dazzling
array of coloured marbles.** Instead, Ovid’s description develops the metonymic
association between the god and his building. Mars’ description focuses on
structure, order, and Augustan ideology, not on aesthetics (Fasti 5.559 — 68):

perspicit Armipotens operis fastigia summi,
et probat inuictas summa tenere deas;
perspicit in foribus diuersae tela figurae,
armaque terrarum milite uicta suo.
hinc uidet Aenean oneratum pondere caro
et tot Iuleae nobilitatis auos;
hinc uidet Iliaden umeris ducis arma ferentem,
claraque dispositis acta subesse uiris.
spectat et Augusto praetextum nomine templum,
et uisum lecto Caesare maius opus

The god, powerful in arms, sees the rooftop of the building and he approves that the un-
conquered gods occupy the summit; he sees weapons of different shape on the doors and
foreign arms conquered by his own soldiery. On one side he sees Aeneas burdened by the
beloved weight, and so many ancestors of the Julian nobility; on the other side he sees Ro-
mulus bear the general’s arms (spolia opima) on his shoulders, and the following rank of
men of distinguished deeds. He sees the temple engraved with the name Augustus, and the
building seemed greater when he had read ‘Caesar’.

Verbs of seeing, symmetrically arranged in pairs at the start of each hexameter —
perspicit (559), perspicit (561), uidet (563), uidet (565) — map the Forum Augustum
on a grid. The two matching galleries of the lines of Aeneas and of Romulus are
neatly distributed into matching couplets: hinc/hinc. The temple description is
accommodated to the eye of the viewer, the god of war. His is not an admiring
eye, but the judgmental eye of surveillance, as probat suggests (560). The sculp-
tural programme of the Forum Augustum stressed continuity between past and
present greatness, with Augustus as the culmination of history; Mars approves of
the temple because Augustus’ name is inscribed on it (567—8). This is Augustum
with a capital ‘a’; the architectural, the literary, and the political are here conflat-
ed.

But the schematic, controlling vision of Mars in the poem has invited resist-
ing readings. As Fowler has argued, more allowance should be made for more
than one way of reading artistic images; ‘that after all an observer might be

43 Barchiesi (2005, 285), with overall discussion 284 —8; see also Barchiesi 2002, 4—22.
44 Newlands 1995, 99 -100.
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able to deconstruct Roman art as well as Roman literature.”* And a poet can in-
scribe alternate points of view into a literary ecphrasis, sometimes leading to a
conflict among different interpretations.*® As Barchiesi comments, ‘in Ovid’s
Fasti, in general, divine informants cannot be lightly dismissed: there is a multi-
plication of points of view, and even a power struggle, whenever the poet ask the
gods to explain the cults in which they are involved.*

Although Mars is the chief focaliser of the temple, the ideological interpre-
tation of the monument comes from the poet who, in the following passage, of-
fers two aetiologies for the construction of the temple and the epithet ‘Ultor’
(569 —-598): Octavian first vowed the temple of Mars Ultor to avenge his father’s
murder, promising the epithet also; then, as emperor, he renewed the vow when
intent on the recovery of the standards from the Parthians. Zanker argues that
the later identification of the temple with the restoration of the standards
from the Parthians was a convenient way of erasing the association with civil
war;*® but in Ovid’s text the original motive vividly stands out. Octavian’s pia
arma (pious arms, 5.569) involve a blood-soaked revenge; his savage invocation
of Mars Ultor emphasises that terrible time in Roman history, the prolongation of
civil war, rather than the later period of Augustus’ statesmanly intervention in
foreign “wars” (575): Mars, ades, et satia scelerato sanguine ferrum (Mars,
come, and satiate your sword in criminal blood). We are invited to read the
new Forum ‘directly against the memory of the civil wars’.*> And to resist, or
question, Mars’ triumphalist, exclusive gaze. Not just war enters the elegiac
poem, but war of the most terrible kind, accompanied by vengeance. Through
its embedding in his aetiological commentary, Ovid gives historical depth to
the ecphrasis of the temple.

The generic disruptiveness of this ecphrasis in the Fasti is reminiscent of a
similar disruption in Ovid’s earlier didactic elegiac poem, the Ars Amatoria
(1.177-228), in which Ovid celebrated in rather ambiguous fashion the ill-fated
campaign of Augustus’ adopted son Gaius against the Parthians: ultor adest
(Ars 1.181), Ovid writes, with reference to Gaius.”® By the time the Ars Amatoria

45 Fowler 2000a, 80 1.

46 Fowler (2000a, 76—7) maps out the other possible ‘focalisers’ that literary ecphrasis can
employ and that can hint at other possible paradigms of interpretation.

47 Barchiesi 2002, 8.

48 Zanker 1988, 194-5.

49 Barchiesi 2005, 286 7.

50 Ovid emphasises Gaius’ youth and lack of experience (Ars 1.182), bellaque non puero tractat
agenda puer (the boy handles wars a boy should not wage), perhaps a retrospective explanation
for the tragic failure of the campaign.
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was published, Gaius had died on the campaign. The presence in the Fasti pas-
sage of both another ultor, Mars, and also of the Parthians would possibly re-
mind readers of Ovid’s poetry of that earlier, failed enterprise, a tragic conclu-
sion that underlies the triumphalist rhetoric of the recovery of the standards
(which in fact glossed over an unspectacular diplomatic resolution).>

Rather than accommodating the Augustan victory monument to an elegiac
perspective, as does Propertius, Ovid here highlights the dissonance that Mars’
schematic gaze and martial associations bring to the main tenor of his elegiac
poem. At the same time as the metonymic association between Augustan temple
and god is tightened in this ecphrasis, the elegiac poet, our extradiegetic narra-
tor, distances himself from the celebration of military power expressed in the
Forum Augustum by the novel strategy of having Mars describe his own monu-
ment. Indeed, the very selectivity of Mars’ description, as in Propertius 2.31,
points also to other possible perspectives on the temple. Significantly absent
from the description is the adjective aurea, a key term of the temple of Apollo
Palatine in Propertius 2.31 and a frequent trope of architectural ecphrasis. In
Ovid’s elegiac poem the temple is not associated with a Golden Age ethos; the
only metal mentioned is ferrum, iron (575).

From these two elegiac examples it seems that architectural ecphrasis in
Roman poetry had a potential for political expression beyond the merely celebra-
tory. The call for pluralism embedded in ecphrasis could overcome or challenge
the official shaping of historical memory, thus presupposing a good deal of inner
freedom. By the late first century CE, however, the emperor had largely coopted
public, visual means of expression. In an age of restricted political expression,
there is an important shift in ecphrasis from the temple to the house, from the
building as an expression of sacred and political power to the building as an ex-
pression of personal identity; this shift is correlated with a new positive notion of
otium (leisure) as providing ‘a powerful mode of aristocratic self-definition’.>?

Statius’ architectural poems — Siluae 1.3, 1.5, 2.2, 3.1, and 4.2 — are at the fore-
front of this development, although, with the early exception of Friedldander, they
have often been overlooked in theorizing about ecphrasis.>® The age of Domitian
is often regarded as a dark period in Roman history. But it also saw the rise of a
new literary form, poems about buildings, especially ‘private’ dwellings, that
convey a far more positive view of this period and that are the precursor to
the laudatory architectural descriptions we find in the letters of Pliny and in

51 Zanker (1988, 186), for the background to the retrieval of the standards.
52 Myers 2005, 105.
53 Friedldnder 1912.
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the prose writings of the second Sophistic. Moreover, the aesthetic qualities of
the Siluae — the fascination with visual and architectural detail, with brilliance
and colour, with the experience of viewing and yet also the fallibility of appear-
ances — became key features of late antique poetics.**

In particular, in the Siluae for the first time the Roman villa, an important
demonstration of elite self-definition in the imperial era, becomes the theme
of a full-length poem, and the hexameter is again used to give this new form
prominence. The architectural descriptions of Statius (and also Martial, on a
smaller scale) arise from a new culture of leisure, made possible by the prosper-
ity of the empire and by political conditions that favoured withdrawal. Moreover,
through the expansion of the senatorial and equestrian ranks under the Flavi-
ans, wealth often mattered more than a noble lineage, creating ‘an aristocracy
of status rather than of office’.>> A well appointed house, along with education,
literature, and the arts, was a key factor in creating and displaying cultural su-
premacy.>®

Metonymy remains central to this new form of architectural ecphrasis, and
Statius draws house, owner, and poet into a triangular relationship. Just as
the temple of Apollo Palatine and the Forum Augustum were fabulous new struc-
tures in Rome, so the villas that Statius describes are on the cutting edge of a
contemporary architectural style that he correlates with his forging of a new, de-
scriptive style in his epideictic poetry.”” In Tacitus’ Dialogus Marcus Aper the
modernist uses the image of the luxurious house, sparkling with gold and jew-
els, to describe his contemporary ideal of oratory (Dial. 22.4):

Ego autem oratorem, sicut locupletem ac lautum patrem familiae, non eo tantum uolo tecto
tegi quod imbrem ac uentum arceat, sed etiam quod uisum et oculos delectet, non ea
solum instrui suppellectile quae necessariis usibus sufficiat, sed sit in apparatu eius et
aurum et gemmae, ut sumere in manus et aspicere saepius libeat.

But I want an orator to be like a rich and prosperous head of the household. His house
should not simply ward off the rain and wind but should also delight the sight and the
eyes; it should be furnished not only with items sufficient for daily use, but in its fittings
there should be gold and jewels, such that it would be a pleasure to take them into your
hands and gaze upon them over and over.

54 Roberts 1989, 62; Cameron 2011, 402-5.

55 Woolf (2003, 209), using Hopkins’ (1983) terminology (Death and Renewal, Cambridge).

56 See Newby (2002) on Lucian’s On the Hall. Appreciation of art, whether sensual or in-
tellectual, or both, was a mark of culture.

57 E.g. Newlands (2011) on Siluae 2.2.85-94: Pollius’ villa displays marble incrustation on the
walls, instead of wall painting, a recent, luxurious fashion.
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The villa poems of Statius adopt a luxurious type of rhetoric, thick with mytho-
logical allusions and also vivid descriptive imagery; the later writer Sidonius
Apollinaris described them as ‘jewelled meadows’ (gemmea prata siluularum,
Carm. 9.229). Roman rhetorical discourse frequently correlated a person’s literary
style with his character; in turn, architectural ecphrasis correlated a resplendent
style with a resplendent house. Statius builds upon Vitruvius’ theory (6.5.1-2)
that a person of high rank and office should have a spacious, lofty home. Al-
though his wealthy villa owners, by contrast with the elite citizens Vitruvius
had in mind, had retired from public life, their buildings display and embody
their moral as well as social and cultural worth. As I have argued, Statius’ de-
scriptions of the luxurious house thus challenge and revise Roman moral dis-
course.”®

Statius’ villa poems reflect the fact that ‘the view’ was probably the most cru-
cial factor in determining the social and visual articulation of the Roman
house.”® cernere (to observe) is the first word of his first villa poem, Siluae 1.3.
The point of view of the poet, as guest of the villa owners, is strongly marked
with enthusiastic expressions of appreciation and wonder. But not only is the
poet’s visual and verbal response central to the structuring of the villa, the
villa itself participates actively in viewing; in Siluae 2.2 the windows of Pollius’
villa are described as looking at the Bay of Naples from various angles (2.2.73 -
85), asserting architectural control over the landscape and structuring the land-
marks of the outside world into pleasing views. As Bergmann points out, archi-
tecture imposes order on the land — and the sea too, making of the notoriously
rough Bay of Naples a series of calm, attractive pictures.®® The villa poems thus
thematise viewing.

Moreover, the villa poems address the moralising tradition with another im-
portant innovation. The poet’s gaze is shaped by the centrality of the contrast
between past and present. This ‘then and now’ topos often had a moralising
slant, particularly in Augustan poetry where the early landscape of Rome, for in-
stance, was associated with the sterner virtue of Rome’s ancestors.! This type of
contrast is particularly marked in 2.2 and 3.1, the poems on Pollius’ villa which
was situated in a particularly rugged area, the southern peninsula of the Bay of
Naples. But Pollius’ use of wealth displays his moral and social worth — through
magnificent building, rather than fields of crops, he removes the memory and

58 Newlands 2002, 154 —74.

59 Elsner 1995, 76.

60 Bergmann 1992, 66.

61 The locus classicus of this topos is of course Vergil A. 8.306 - 69, Aeneas’ visit with Evander to
the site of early Rome.
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experience of the barbaric past and barbaric nature. But although Statius’ archi-
tectural ecphrases celebrate change, they do not depict an Ovidian universe; the
land changes for the better and remains stable. The villa poems end with assur-
ances of the longevity of the owners and therefore of their estates — and by im-
plication, of the poems about them (1.3.105-10; 2.2.143-6; 3.1.171- 81).

The complex metonymic associations of architecture in Statius’ poetry are
programmatically demonstrated in Siluae 3.1, on the building of a new temple
of Hercules on Pollius’ estate. The poem looks back to Augustan monuments,
and particularly Vergil’s ecphrasis of an imagined temple at the start of Georgics
3;%% it also occupies an intermediate realm between the public and the private
monument, between imperial and personal politics. The temple is not described
in particular architectural detail - it shines with precious materials and marbles,
and the standard features of pillars and roof top are mentioned (5- 6); otherwise
the idea of its beauty and magnificence is conveyed through a contrast between
the past condition of the land and its transformation (3 —22). The poet’s response
is emotional and full of wonder (Siluae 3.1.12-16):

o velox pietas! steriles hic nuper harenas

ad sparsum pelago montis latus hirtaque dumis
saxa nec ulla pati faciles vestigia terras

cernere erat. quaenam subito fortuna rigentes
ditavit scopulos?

O swift piety! Here one could see recently sterile sand by the side of a sea-lashed mountain
and rocks scrubby with shrubs and earth resistant to a human tread. What fortune sudden-
ly enriched the stiff rocks?

Here we see the triangulated metonymic relationship between owner, poet, and
building. uelox, subito, emphasise rapid and easy change. The Siluae are a poet-
ics of speed, composed ‘with the pleasure of haste’ (festinandi uoluptate, 1 pr. 3),
so building, like writing, happens quickly and joyfully. There is no nostalgia here
for a possibly more innocent past, such as we often find in Augustan poetic ‘then
and now’ formulations. Rather, the features of sterile sand, a mountainside lash-
ed by the sea, rocks bristly with scrubs, impassable ground, emphasise the for-
mer uselessness of the terrain that Pollius has now enriched for the god and his
worshippers; he has transformed the landscape into a sacred space that is also a
work of art.

As I noted earlier, cernere is the first word of Statius’ first villa poem (1.3.1).
Here the verb (15) self-consciously acknowledges the poem’s place in the ec-

62 Newlands 1991.
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phrastic tradition by allusion to one of the most famous of literary ecphrases,
Vergil’s shield of Aeneas (A. 8.625-731). The phrase cernere erat (3.1.15) ‘it was
possible to see’, recalls the scene of the Battle of Actium engraved in the very
centre of the shield (4. 8.675-77):%

in medio classis aeratas, Actia bella,
cernere erat, totumque instructo Marte uideres
feruere Leucaten auroque effulgere fluctus.

In the middle one could see the bronze fleets, the Actian war, and you could see all Leucate
seethe when battle was drawn and the waves shine with gold.

The allusion reveals Statius’ interest in the temporal aspect of ecphrasis. Where-
as Vergil’s cernere erat refers on the shield to an event that is yet to take place —
the Battle of Actium — here in Siluae 3.1 it refers to the past barrenness of the
landscape. In Virgil we are invited to look into the martial future, in Statius to
look to the sterile past, and to dismiss it. Unlike the warlike images on Aeneas’
shield, the image of the barren landscape is not present before our eyes; the
sands that were ‘lately’ (nuper, 12) sterile have been replaced by the beautiful
new temple precinct that the reader, through the skill of the poet’s words, is in-
vited to imagine. Statius thus marks out both his debt to Vergil and his innova-
tion; his ecphrasis marks a departure from the conventional objects of war, from
public monuments of imperial power. Precious materials such as gold now adorn
a sacred, peaceful building. The description of the monument in 3.1 emphasises
the peaceful present and indeed future, for at the end Hercules, here cast as a
genial, relaxed deity (3.1.23-8), vows the temple will last for ever (3.1.180 - 3).
Statius also uses the expression cernere erat in his description of Mars’ house
in the Thebaid (Theb. 7.60 —1): ubique ipsum, sed non usquam ore remisso / cer-
nere erat (he (Mars) was everywhere to be seen, but not with relaxed expression).
cernere erat conjures up therefore a type of viewing with negative temporal and
political associations; the past is to be rejected, the present of culture and tech-
nology and enlightened living to be embraced. Statius thus here emphasises the
private building as a significant ecphrastic theme.

Pollius’ transformation of the land through temple-building is here connect-
ed with the traditional Roman virtue of piety, given a modern, Statian twist — it is
‘fast-track piety’ (12), in keeping with the fast-penned poet who celebrates it. Sta-
tius does not occlude here what Barrell calls ‘the dark side of landscape’ — the
labour involved in reshaping the land to suit elite needs. However, he depicts the

63 I am grateful to Dustin Heinen for pointing out this allusion and suggesting some of its
ramifications.
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labour in positive but unspecified terms, as a communal effort: ‘innumerable
hands assembled to participate in the work’, 118); the manual labour is elevated
by Hercules, who himself chips in so the building is erected at particular speed
(19-22, 125-38). The poet suggests that the entire environment — the house, the
community, and nature itself — benefits from the construction of the beautiful
new temple (3.1.78 - 80):

innumerae gaudentia rura superne
insedere domus et multo culmine diues
mons nitet

countless houses occupy from the heights the rejoicing country and the mountain glitters,
rich with many a (roof)top.

The countryside rejoices at the many houses built upon it; the mountain, become
‘rich’, shines too like a luxurious building; the double meaning of culmen, a nat-
ural or artificial ‘top’, emphasises the harmony between technology and nature
through the latter’s transformation.

The ecphrastic poem given to Pollius is likewise a luxurious artifact; unlike
in Propertius 2.31 or Ovid’s Fasti 5, this self-reflexive poem closely associates the
poet as viewer with his addressee, the owner of the temple, and with the temple
itself. Adding further complexity to this ecphrasis, Statius also plays here off the
long-standing architectural metaphor of the beautiful building as a literary work
(e.g. Pindar O. 1-4; cf. Tac. Dial. 22.4). Statius’ first villa poem (1.3) also draws
attention to the house as a textual construct in its opening lines; Voluptas, for
instance, has written (scripsisse, 1.3.9) with ‘tender hand’ on the house. Through
the participation of the gods and personifications, the villa hovers between the
sacred and the secular realm, part temple, part house. Thus, outside the realm of
public monuments Statius, implicitly acknowledging also the Roman rhetorical
metaphor of ‘the storehouse of memory’, creates memorable gifts for his friends,
poems that remember, describe and elevate their homes to a semi-divine level,
and that will endure well beyond the buildings themselves (1.3.13-14): o longum
memoranda dies! Quae mente reporto /gaudia, quam lassos per tot miracula
visus! (o day long to be remembered! What joys I carry back in my mind, and
what observations exhausted by so many wonders!)

As a programmatic poem, moreover, Siluae 3.1 also implicitly comments on
the political function of temple descriptions in Roman poetry; Hercules is a god
who straddles both the political and private realm.®* Late in his reign Domitian
seems to have associated himself closely with Hercules. In three poems in

64 See for instance Siluae 4.6 with Newlands 2002, 73-8.
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Book 9, Martial refers to a temple in Rome with a statue of Hercules bearing the
features of Domitian (9.64, 9.65, 9.101). Henriksén comments that the comparison
between rulers and Hercules first appeared in the Hellenistic world, and was
used fairly cautiously by the emperors until Domitian, who boldly gave his
own features to the statue of Hercules in the temple on the Appian Way;* the
dating of Book 9 of Martial’s Epigrams to 94CE suggests that this happened
late in his reign. Siluae 1-3 were published early in the previous year (93CE),
so presumably Domitian’s interest in Hercules was current and well-known.®®
Pollius’ temple of Hercules, now on private ground, along with the opulent
house, forms a counterpart to imperial monuments. The ecphrasis of the temple
of Hercules appropriates the architectural tropes of public and imperial magnif-
icence, especially height and expensive materials (nitidos postes Graisque effulta
metallis/culmina, shining pillars and roofs supported by Greek marbles, 3.1.5-6)
and gives them new semantic value as signs not only of high social status and
cultured tastes but also of a rich inner life; thus these poems elevate otium
and its cultured pursuits and self-consciously offer a provocative counter
world to public, political, court-centred life in Rome.

Only one of Statius’ architectural ecphrases describes an imperial building,
Domitian’s palace in 4.2. In the appointments of luxury, there is a good deal of
overlap between the private and public descriptive poems; a key difference how-
ever resides in the poet’s point of view. In 2.2 and 3.1 for instance he visits the
villa as a welcome, special friend (2.2.6-12; 3.1.61-7); in 4.2 he is one of over
a thousand guests (33) and the hierarchical structure of the palace is expressed
in his viewing position (16): cerno iacens (recumbent, I see). iacens means of
course that he is reclining at dinner (OLD 2), but it also has powerful connota-
tions of submissiveness (OLD 3 and 5). The poet’s view of the palace is upwards,
as it to heaven itself (4.2.18—-26); looking on the emperor is like looking at the
sun (4.2.40 - 4), magnificent but dangerous.

For Propertius and Ovid, the description of public, imperial buildings pro-
vided a way of talking about imperial power that was both laudatory and dis-
tancing; so too, in a sense, for Statius the private building provided a window
through contrast and comparison onto imperial politics. But unlike these Augu-
stan poets, who represent the hierarchical distance between poet and the build-
ing and its owner, in his villa poems Statius displays the harmony between poet,
owner, and house. Keith has discussed the importance of architectural ecphrasis

65 Henriksén 1999, 9.64 (intro): 65— 6. Caligula and Nero associated themselves with Hercules’
attributes of lion skin and club but did not assume his facial features.
66 On the dating of Siluae 1-3 see Coleman 1988, xvi-xvii.
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in the Thebaid as a vivid Ovidian commentary on a society at the point of col-
lapse.®” The Siluae by contrast use architectural ecphrasis for the most part to
affirm social prosperity and cohesion.®® Despite its Greek adornments, Pollius’
home is described in traditional Roman ethical terms as felix simplexque
domus fraudumque malarum/inscia et hospitibus superis dignissima sedes (a
happy and uncomplicated home, innocent of evil deceits, a seat most worthy
of welcoming the gods, 3.1.32-3).%° Here the poet too is welcomed as a fellow
lover of literature and philosophy and a special friend, ‘no mere guest’
(3.1.64-66).7°

Cameron has recently pointed out the importance of postAugustan poets,
rather than Augustan, in the flourishing of late Antique Latin poetry.”* The
poems of Statius were singled out for special praise by the fifth century writer
and bishop Sidonius Apollinaris, in a prose coda to his own long villa poem
(Carm. 22.6):

si quis autem carmen prolixius eatenus duxerit esse culpandum, quod epigrammatis exces-
serit paucitatem, istum liquido patet neque balneas Etrusci neque Herculem Surrentinum
neque comas Flauii Earini neque Tibur Vopisci neque omnino quicquam de Papinii nostri
siluulis lectitasse; quas omnes descriptiones uir ille praeiudicatissimus non distichorum
aut tetrastichorum stringit angustiis, sed potius, ut lyricus Flaccus in artis poeticae uolu-
mine praecipit, multis isdemque purpureis locorum communium pannis semel inchoatas
materias decenter extendit.

If anyone thought my rather long poem should be faulted on the grounds that it exceeded
the brevity of epigram, he, it is quite clear, has not read the baths of Etruscus or Hercules of
Sorrento or the locks of Flavius Earinus or Vopiscus’ Tibur or anything at all from the Siluae
of our Papinius; that man of exquisite taste does not confine his verse within the narrows of
distichs or four-line stanzas but rather, as the lyric poet Horace teaches in his book on the
art of poetry, he decorously extends his formerly basic material with many similar purple
patches of topoi.

Sidonius justifies his own long, ornate villa poem by appealing to the descriptive
poems of Statius, willfully misunderstanding Horace at the start of his Ars Poet-
ica, who urges sparing use of the ‘purple patch’ (14-19); Sidonius by contrast
changes Horace’s unus et alter ... / pannus (‘one or two patches’, 15-16) to

67 Keith 2007.

68 Cf. Spencer (2010, 109-13), who sees Pollius Felix as leading an isolated existence. But
Pollius and his wife head a large family (4.8); one of their grandsons acts as a young priest in the
communal dedicatory ceremony for the temple (3.1.46 -8, 143).

69 Cf. Ov. Met. 8.685, dis hospitibus (Baucis and Philemon myth), with Laguna 1992, on 3.1.32-3.
70 See Laguna 1992, on 3.1.65, non hospes habebam.

71 Cameron 2011, esp. 399 —420.
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‘many purple patches’.”? For Brink, Horace is counseling against ‘virtuoso pieces
unrelated to the larger poetic aim’;”® already ecphrasis was a highly contested
form. For Horace, ‘purple patches’ are detachable; but Statius constructs an en-
tire work of purple patches. Sidonius defends his own poetry therefore on the
basis of Statius’ new experimental aesthetic; his ‘misinterpretation’ of Horace
recognizes and validates the new style and the new type of free-standing de-
scriptive poem that Statius introduced in the Siluae. Furthermore, with the adjec-
tive praeiudicatissimus Sidonius directs our attention to Statius as the new, rec-
ognized authority as regards the descriptive poem,” implying that Horace’s lit-
erary judgement was flawed; indeed the superlative adjective wittily endorses
the idea that an elaborate style can indeed be the product of good taste.
Sidonius’ listing of the addressee’s names for each poem suggests that he under-
stood the important role that the descriptive poem played in the Roman patronal
system of gift exchange and acquisition of cultural capital.

But, to return to the issue of genre with which we began, significantly the
poems of Statius which Sidonius singles out, the baths of Etruscus (1.5), the tem-
ple of Hercules at Sorrento (3.1), the hair of Earinus (3.4), and the villa of Vopis-
cus at Tibur (1.3), are all architectural ecphraseis, with the exception of 3.4,
which is vividly descriptive of its characters, but not of buildings. Thus, since Si-
donius does includes Siluae 3.4, it seems that he did not regard architectural ec-
phrasis, or the villa poem, as a separate genre.”® Rather, he seems to identify the
Siluae themselves as an important new genre, a representative of the cultural
richness of the ancient world. His principle of selection is not architecture per
se, but poems that were particularly rich in visual effects, the ones most con-
forming to his earlier description of the Siluae as gemmea prata, ‘jeweled mead-
ows’ (Carm. 9.229), poems whose luxury of style complemented the moral and
cultural prestige of his addressees. Writing in the heyday of Statius’ popularity
in late Antiquity, Sidonius makes here a contemporary attempt to describe a
new genre.

I have argued in this article that separate traditions existed within ecphrasis,
each with its own genealogy and set of tropes. Architectural ecphrasis can be re-
garded as a type of ‘super ecphrasis’ for it can incorporate and comment upon

72 See Brink (1971), on Hor. Ars 15—-16. He explains pannus as referring in this context to a type
of adornment sewn onto clothing, equivalent to the segmenta, the trimmings of purple and gold
that Ovid refers to at Ars 3.169.

73 Brink 1971, on Ars 18.

74 See Delhey 1993, 208.

75 Horace’s ‘purple patches’ moreover listed natural features such as a grove or rainbow as
suitable topics for description.
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works of art that are housed in buildings. But the issue of genre is not separate
from that of literary history. It is the so-called occasional poem that I believe
should be recognized as a new genre from the time of Statius on, though no
term for it had been developed in the ancient world.”® Architectural ecphrasis
is an innovative constituent of this new genre, articulating through vivid, lauda-
tory description changing social attitudes to wealth and leisure as well as a sys-
tem of cultural exchange that, outside the nexus of court politics, endowed both
parties with prestige, while cementing their friendships. Moreover, the Siluae not
only reflect cultural and social change, they are also instrumental in promoting,
and perhaps also to some extent creating, a new positive aesthetic of luxury,
doing so through a vivid, improvisational style.

The excerpt from King Alfred’s preface to St. Augustine’s Soliloquies that I
use as an epigraph to this article plays, like Statius’ collected Siluae, on the no-
tion of the florilegium, as well as the architectural mnemonic metaphor. The
gathering of wood for building a house has in Alfred’s passage transcendent con-
notations with securing a heavenly home; but it also suggests the collecting and
selection of materials to construct a compelling, orderly literary work, ‘the house
of the intellect’, that correlates with the construction of an orderly, moral life. So
too Statius in his Siluae gathers and selects ‘wood’, with reference both to build-
ing material for houses and metaphorical material for poetry, so as to construct
individual poems and their poetry books that celebrate the moral and intellectu-
al life. Revisiting Statius’ Siluae from this vantage point suggests that the title of
his collection is not simply metaphorical;” rather, since timber is the fundamen-
tal material for building, the title hints at the importance of ‘architecture’ in this
new genre of poetry.
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Therese Fuhrer
Hypertexts and Auxiliary Texts:
New Genres in Late Antiquity?

Abstract: The question of whether it makes sense to keep using the traditional
concept of genre for the Christian literature of Late Antiquity has been under dis-
cussion for some time. The most important characteristic of these texts is that
they refer, in some way or other, to a new reference-text, the Bible, that gives
rise not only to multiple meanings but also to many further texts. Yet, they do
not simply subordinate themselves to the interpreted text, but instead under-
stand themselves as works that may have high literary ambitions, in that they
draw on classical texts and forms. This in-between status, between heteronomy
and autonomy, is in fact programmatic and as a result these works must break
the boundaries of the old genre system.

Keywords: Late Antiquity, christian literature, exegetical literature, auxiliary
texts, biblical epic, hypertextuality, Augustine’s Confessions

The question of whether it makes sense to retain the traditional concept of genre
for the literature of Late Antiquity has been debated for some time.* The problem
in applying the concept of literary genre to this era of literary history is not, for
example, that the late antique authors did not understand how to deploy the old
genres: both pagan and Christian authors were trained in the literary processes
of imitatio and aemulatio by their grammatical and rhetorical schooling and they
knew the forms and rules of genre — rules that had been fixed for Latin literature
since Quintilian® — and continued to respect them. The genres that were still
being composed — limited to the corpus of Latin authors — include mythical or
historical epic (e.g. Claudian and Dracontius), didactic poems (Avienus, Palla-
dius), minor poetic forms and poetry cycles (Paulinus of Nola, Ausonius, Claudi-
an, Sidonius Apollinaris, Prudentius), historiographical writing (Ammianus Mar-
cellinus, the Historia Augusta, Orosius), philosophical dialogues (Minucius Felix,
Augustine), prose fiction (Tales of Troy, the Alexander Romance), oratory (Sym-

1 Cf. esp. Herzog (1976) and (1989) 24— 33; Ludwig (1976); Fontaine (1980) 1-130 (reprint of three
essays on the topic); Fontaine (1988) with references to the papers of conferences on relevant
themes in Rome (1974) and Barcelona (1983); Young (1997) 217 ff.; Young (1999); Moretti (2003);
Consolino (2005); Formisano (2007) 282f.; Wasyl (2011).

2 Quint. inst. 10.1.46, and still Isid. Etym. 1.38 - 44. On this, see Kirsch (1988) 2f.; Moretti (2003)
128f.
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machus, Panegyrici Latini, Ambrose), verse panegyric (Claudian, Sidonius, Ven-
antius Fortunatus) and letters (Symmachus, Ambrose, Jerome, Paulinus of Nola,
Augustine, Ennodius).?

In addition, the imperial and late antique periods saw a sudden upsurge in
the production of school texts and specialist literature, often in the form of trea-
tises (including the Christian theological treatises), handbooks, textbooks and
scholarly commentaries, especially on texts that could be classed as sources of
specialist knowledge.*

The present paper will not consider in any more detail these works that con-
tinued and further developed the traditional system of genres in a changed liter-
ary system, even though these texts in particular reveal, through subtle differen-
ces from their ‘models’, that literary works have acquired a new ‘Sitz im Leben’
and that they now fulfil communicative functions that differ from their role in
earlier centuries.” The paper is instead concerned with texts that do not fit the
old genre system, or that can be made do so only with some difficulty. These in-
clude texts that are today among the best known works of late antique literature
and, in the case of Augustine’s Confessions, of world literature as a whole.

The sharpest resistance to a classification in the traditional genre system, or
of any genre system, occurs in Christian literary works. A number of examples
from the large corpus of Latin Christian literature is presented here:

a) Narrative and poetic forms:

— martyr’s acts, passion literature and hagiographical literature, i.e. com-
posite forms deploying elements of historiography, epic (in poetic hagi-
ography),® biography and documentary literature; the Passio Perpetuae
et Felicitatis is a woman’s prison diary;’

— Prudentius’ corpus of poems, which Walther Ludwig has termed a
‘super-poem’ (‘Supergedicht’) that experiments with different forms;®

3 On the extent to which late antique Christian literature, and especially poetry, was or wished to be
part of the classical pagan tradition, see Charlet (1988), engaging with the views of Reinhart Herzog.
An overview and appreciation of the literary quality of late antique texts, which are in general very
heterogeneous in character, is provided by Dopp (1988); Herzog (1989).

4 Cf. the overview in Fladerer (2006) 282-296.

5 For this discussion of the question of ‘generic continuity’ (‘Gattungskontinuitat’) I refer to
Herzog (1976). On the process by which the traditional literary genres lost and redefined their
‘Sitz im Leben’ from the 3rd century onwards, see Kirsch (1988) 9 and 14-18.

6 Cf. Pollmann (2001) 119 -125 on Venantius Fortunatus.

7 On the question of the Passio’s genre, see Formisano (2012).

8 Ludwig (1976) 304.
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the short epic Psychomachia introduces the allegorical epic as a new
form;®

— Christian songs (hymns, abecedarii) that were either included in the lit-
urgy, giving a traditional form a very specific ‘Sitz im Leben’ (authors in-
clude Ambrose, Hilarius and Augustine), or were literary hymns (Pru-
dentius, Sedulius, Ennodius).t°

b) Literature with close reference to the text of the Bible:

— Bible poetry, i.e., the Bible paraphrases, almost all in epic form (Juven-
cus’ Evangelia, Paulinus of Nola, Arator, Sedulius, Dracontius, Avitus
and others), and the centones, which retell Bible stories through quota-
tions from Vergil;**

— sermons, i.e. orations that took their themes from the prescriptions of
the church calendar and, in the case of exegetical sermons (homilies),
from the text of the Bible; these texts form a large proportion of the cor-
pus of late antique Christian literature (Augustine, Ambrose, Cyprian,
Hilarius, Jerome and others);*?

— Bible commentaries, of which only a small number employed the forms
of the scholarly commentary mentioned above (especially Jerome), but
which explained the text of the Bible in various ways. Some have pas-
sages that take the form of treatises (Marius Victorinus) or that are re-
worked exegetical sermons (Hilarius, Ambrose, Augustine); often their
function is not just exegetical, but also pastoral or motivational (e.g. Au-
gustine’s commentaries on the letters of Paul).'®

Under this last rubric, the most ambitious literary text is probably Augustine’s
Confessions, an autobiographical narrative that is continuously linked back to
the Bible by citations of its text and is completed by a commentary on the begin-

9 Cf. Pollmann (2001) 106 —113.

10 Cf. Fuhrer (2007).

11 A number of recent papers and monographs on the late antique biblical epic and Christian
centones address the problem of genre; esp. Roberts (2004) and Sandnes (2011) 50ff. on Ju-
vencus; Pollmann (2001) 114-119 on Avitus. On the centones, Pollmann (2004); McGill (2007);
Bazil (2009); Sandnes (2011) 107 ff. Consolino (2005) provides an overview of the extant poetic
Bible paraphrases and their forms.

12 The surviving late antique sermons are composed on the lines of classical rhetoric, in which
most clerics had been educated; the exegetical sermons, like the Bible commentaries, are
characterised by pagan techniques of philological and philosophical commentary. Cf. on this
Schiublin (1994 -2005); Young (1997) 241ff.

13 On the forms and functions of patristic commentaries, see Fladerer (2006) 276f.; 282f.; 309 —
327.
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ning of the Book of Genesis, which is interpreted first literally, then allegorically.
This combination of biography and Bible commentary is distracting and contin-
ually raises the question of the work’s unity, which is closely connected to the
question of its literary genre.’ The City of God is similarly hybrid and also has
a type of Genesis commentary as a second part, in Books 11-14.

To avoid the difficulties of forcing these texts into a system of genres, it is
tempting to talk simply of ‘literary forms’ or of ‘text types’.” It is certainly
clear that there is great interest in experimenting with the literary tradition
and its genres and forms and, in doing so, to locate it in specifically Christian
ways of life.*

However, the most important distinguishing characteristic of the works listed
in the second section above is that they refer, in some way, to a reference-text
that was adopted into the ancient literary system when the Roman empire was
Christianised, namely the Bible."” A further distinction can therefore be made be-
tween (a) the works that in some form offer a vivid presentation of Christian
teaching, like hagiographical literature, passion literature in narrative form, or
hymns in poetic and musical form, and (b) those that refer to the text of the
Bible more or less explicitly, cite it, comment on it, paraphrase or rework it.
This second group includes the Bible commentaries and sermons, but also
texts with literary ambitions such as biblical epics, centones, Prudentius’
‘super-poem’ and Augustine’s Confessions and City of God. It is this second
group that is examined in this paper.

Although at first glance these texts seem to have little in common except
their resistance to classification in the traditional genre system, they can be
set in relation to a common denominator: they all belong to a type of literature
that has the distinctive feature of referring to a given pre- or hypotext, and which
can be termed heteronomous literature.'® As some of these texts have a liturgical
or pastoral function (such as the exegetical sermons and some of the commen-

14 Cf. Young (1999). On the question of the unity of the Confessions and the possibility of
reading the authorial figure ‘Augustinus’ as the object of the exegesis in the first part but as
subject in the second part, see Fuhrer (2011).

15 Cf. the title of the Entretiens edited by Fuhrmann (1976): ‘Christianisme et formes littéraires
de I’antiquité tardive en occident’ and Hempfer (1997) 651.

16 Cf. the discussion of the research literature on the topic in Formisano (2007), esp. 281—284.
17 On this, see Wilken (2008), esp. 8 —10, who talks of the ‘inescapability’ of the text of the Bible
in the production of literature in late antique Christian contexts. Cf. also n. 23 below.

18 The term heteronomy is not used here in an evaluative sense (i.e. in opposition to the
Kantian concept of art that is autonomous and follows only aesthetic laws), but to designate the
fact that texts stand in a relation to another text, in this case the text of the Bible; thus also
Kirsch (1988) 10. Cf. also n. 37 below.
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taries) or claim a literary and aesthetic status (as do the Bible paraphrases, the
Confessions and the City of God), they should be distinguished from the scholarly
commentary. Following Markus Dubischar, these forms or text types can be
termed ‘auxiliary texts’, a term that encompasses the various types of commen-
tary literature, further defined by their function.”® The concept of an auxiliary
text, in a strict sense, embraces all forms of ‘supporting material’ for literature,
i.e. texts that serve another text. In Genette’s terminology, these texts could also
be termed hypertexts, as they stand in some kind of relation to the hypotext of
the Bible.?®

The origin of the forms described here should be understood in the broader
context of practices of reading, interpreting and writing among late antique
Christians. I begin from the generally accepted thesis that the practice of textual
interpretation that had been deployed and systematised for centuries in the
teaching of grammar and rhetoric, and/or the practice of Judaeo-Christian textu-
al exegesis, marked the Christian authors’ own writing practices.” Through their
transtextual manner of writing, they developed a distinctive style that is often
labelled ‘fragmented’.?” One could say that the ‘classical texts’ are taken apart
and put back together again (as in the cento), or that they serve as a stock of
thought patterns, images and formulas (as in biblical epic); at the same time,
the text of the Bible itself is reworked, paraphrased (again in biblical epic),
cited repeatedly (in the homilies and treatises and the autobiographical part of
Augustine’s Confessions), excerpted and lemmatised (in the scholarly commenta-
ry). In these texts the new reference-text, the Bible, is also continually recontex-
tualised and, to some extent, given literary status in the generic and semantic
systems of the scholarly commentary, of ancient rhetoric, of the poetic forms
epic, elegy and lyric or, in the case of the Confessions, of biography combined
with scholarly commentary. The Bible is thus revealed as a text that can be re-
worked and fragmented without loss of meaning and that is not transformed
by this process, but instead has a transforming effect on these traditional
forms.”

None of the phenomena described here are in themselves novel. Transtextu-
al writing or the production of heteronomous literature or ‘literature in the sec-

19 Dubischar (2010).

20 According to Genette (1997); cf. Pollmann (2004) 79f.

21 Cf. e.g. Charlet (1988); Kirsch (1988); Moretti (2003); Bright (2008); Fuhrer (2011).

22 Cf. Formisano (2007) 283f., with reference to Isabella Gualandri.

23 Cf. Bright (2008) 55— 57 with further references; Young (1997) 235: ‘So Christian reading of the
scriptures for homiletic and liturgical purposes ... generated new texts’; Wilken (2008) 13: ‘The
Bible was ... an active participant in the new culture’.
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ond degree’, to use Genette’s terminology again, can also be taken as a charac-
teristic of Hellenistic literature and the tradition it shaped.** Commentary on
texts that have been declared canonical, i.e. the production of auxiliary texts,
reached its first highpoint in Hellenistic Alexandria in the second and first cen-
turies B.C. In that period it can already be seen that exegetic practice produces a
type of exegetic writing: Hellenistic and Roman poetae docti composed many of
their texts in such a way that they could be read as hypertexts related to other
texts by the explanatory role they adopted.”

Nonetheless, a basic difference between these two epochs of literary history
stands out: while the Hellenistic philologists and poet-scholars assembled their
canons of Greek literature primarily on criteria of literary aesthetics, the early
Christians established a canon of biblia that was determined by the authority
of the church; aesthetic quality played no part in it, nor did cultural and linguis-
tic homogeneity.?® The Bible was regarded as the work of inspired authors and as
a medium for communicating divine truth, and hence the writings of the Bible
were read not as literary texts, but as sacred ones. Their content, the divine
truth, must be discovered and revealed from beyond the body of the text,
which is accorded a pedagogical role.”

In a kind of ‘chapter on method’, Augustine illustrates this with the example
of the text of Genesis (Conf. 12.36).%® The biblical author Moses has a ‘skill in elo-

24 Charlet (1988), in particular, has drawn attention to the common features of Alexandrian and
late antique poetry, discussing the practice of mixing genres as ‘neo-alexandrianism’ (S. 77f.). Cf.
also Fontaine (1988) 58.

25 Thus, in certain passages, Callimachus implicitly takes a stand on questions of philological
scholarship on Homer or Pindar. Cf. e.g. Fuhrer (1992) 38ff.

26 Ancient debate on the matter is summarised by Dormeyer (1997) 138 —140 and most recently
by Sandnes (2011) 65ff. (ch. 3: ‘Why imitate classical texts’ — 3.1. ‘A literary reason: The gospels’
lack of culture’).

27 The Christian commentators frequently use the image of the relation between body and spirit
(thus Orig. Princ. 4.2.4 and 9) or a ‘wrapping’ or ‘covering’, through which this truth can be
communicated to humans; cf. Aug. Conf. 6.6: mysticum velamentum (according to 2 Cor 3.14-16);
Gn. adv. Man. 1.33; 2.40; c. Faust. 12.7: figuris involuta; etc. Cf. Dormeyer (1997) 134f.

28 Vellem quippe, si tunc ego essem Moyses ... talem mihi eloquendi facultatem dari et eum
texendi sermonis modum, ut neque illi, qui nondum queunt intellegere quemadmodum creat deus,
tamquam excedentia vires suas dicta recusarent et illi, qui hoc iam possunt, in quamlibet veram
sententiam cogitando venissent, eam non praetermissam in paucis verbis tui famuli reperirent, et si
alius aliam vidisset in luce veritatis, nec ipsa in eisdem verbis intellegenda deesset (So had I been
Moses ... I would have wished to be granted such skill in eloquence and facility of style that
those unable to understand how God creates would not set aside the language as beyond their
power to grasp; that those who had this ability and by reflection had attained to some true
opinions would find in some terse words used by your servant that their true perceptions were
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quence’ (eloquendi facultas) and achieves a ‘facility of style’ (texendi sermonis
modus), with which he can create a text that functions on three levels: (1) a
level that introduces the untrained general readership to the subject conveyed
by the text; (2) one that provides the trained reader with the intellectual stimu-
lation to seek the truth in Moses’ text; and (3) a level that directly communicates
the truth to the enlightened. The opacity and openness of the Bible’s meaning,
which made a commentary necessary, was often criticised, but here it is seen
as an opportunity to assert that scripture is universally effective not only in its
content, but also in its form.?®

The hermeneutic significance of this is that a text, as a system of linguistic
signs, is open to different interpretations. That is especially true of texts, such as
the books of the Bible, which were created in a culture and era foreign to the
reader and which have undergone changes in the process of transmission and,
especially, of translation.>® The text of the Bible can thus produce a whole palette
of true interpretations, extended greatly by the option of allegorical and typolog-
ical interpretation. Behind every interpretation lies the same, single truth. Be-
cause more than one ‘true’ interpretation is always possible, the text of the
Bible works like a kaleidoscope: a seemingly infinite number of images can be
composed by turning it, but the number and kind of stones inside stays the
same, and so the possible combinations and reflections are in fact limited.

Augustine is thus formulating a kind of base-text in terms of an aesthetics of
reader response,® and thereby justifying the invention and production of the
forms of literature under discussion here, which serve the Bible text or make it
their hypotext. In other words, a strong transformative effect is ascribed to the
Bible text: it provokes a reaction in readers, stimulates them to search for the
sense, and by doing so generates multiple meanings. Although this text does
not exhibit literary and aesthetic qualities, it is nonetheless, in Bloomian
terms, a ‘strong’ text that gives rise to multiple meanings and also to many fur-

not left out of account; and that if, in the light of the truth, another exegete saw a different
meaning, that also would not be found absent from the meaning of the same words; transl.
Henry Chadwick).

29 This type of apologetic justification of the Bible’s obscuritas is found repeatedly in Augu-
stine’s writings: inter alia Doctr. Chr. 2.7; 4.9; 4.22f.; Cat. Rud. 13; and elsewhere. On this, see
Bright (2008) 59 ff. (‘Augustine and the Transformative Dynamics of Reading’).

30 Thus in the first part of the passage at Conf. 12.36 cited above in n. 28. Further on, in
Conf. 12.42, Augustine even says that he would rather write an ambiguous and polysemic text
that generates a plurality of readings, than one that allows only a single interpretation — even at
the risk that his text would be open to false interpretation. On this almost postmodern her-
meneutic problem, see Fuhrer (2008) 377-381.

31 This is made clear also by Bright (2008) 57f.
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ther texts. The text of the Bible is thus not only a pre- or hypotext, but also a type
of supertext, a ‘great code’ in Northrop Frye’s term, whose language and ‘myths’
create — indeed, demand - an almost infinite series of possible interpretations.*

The chapter on method in Confessions 12 is primarily to be read as a compan-
ion text to the exegesis of the first Creation narrative, presented in Confessions 11
to 13.® However, it also offers an account of Christian exegetical literature as a
whole in terms of the aesthetics of production and reader response. If the con-
cept ‘exegetical literature’ is understood in a broad sense, all hypertexts that
refer to the biblical hypotext can be understood, with Augustine, as products
of the transformative effect of the Bible text. This would embrace not only the
various forms of commentary and the exegetical sermons, but also the centones,
biblical epics and the autobiographical books of the Confessions, which, as a
whole, can be understood as transformations of the supertext of the Bible.

In conclusion, the question asked in the title of this paper can be posed: to
what extent do these text-types, which either have an auxiliary role or function
as hypertexts to the hypotext ‘Bible’, fit into the system of literary genres at all,
permitting them to be regarded as ‘new genres’? If a descriptive and formalist
concept of genre is adopted, in which the key aspect is the shared features of
text-groups that have emerged historically,> then these texts can be regarded ei-
ther as variant forms of existing genres — of the commentary, oration, epic or bi-
ography — or, with Jacques Fontaine, they can be seen as ‘tétes de série’, as mod-
els for new genres (‘les modéles de genres littéraires nouveaux’) and hence as
the basis for new generic traditions, like the motivational commentary, biblical
epic, the cento, spiritual biography or autobiography etc.*

I propose a different answer to the question: what distinguishes these texts
is their referentiality, in that, as commentaries, speeches (sermons), epics or bi-
ographies, they put themselves at the service of another text. They do not simply
subordinate themselves to the interpreted text, but instead understand them-
selves as works that may have high literary ambitions, in that they draw on clas-
sical texts and forms. However, they use them as a vehicle to make the Bible
readable; that is, they re-functionalise the forms of the old genre system with re-

32 Frye (1982). The term ‘supertext’ is used of the Bible by Dormeyer (1997) 139f. The prefix
‘super-’ does not of course correspond to the ‘hyper-’ of the term ‘hypertext’, in contrast to the
term ‘super-genre’, which Moretti (2003) 131 proposes for exegetic literature (cf. also the con-
tribution to the present volume by Gregory Hutchinson).

33 The passage at Conf. 12.36 is part of a longer reflection (12.24-43) on the possibilities of
verbal exegesis of Genesis 1.1 (in principio fecit deus caelum et terram).

34 On this, see Hempfer (1997), esp. 654.

35 The quotations are from Fontaine (1988) 66.



Hypertexts and Auxiliary Texts: New Genres in Late Antiquity? = 87

spect to the specifically Christian reference-text.>® This in-between status, be-
tween heteronomy and autonomy,” is in fact programmatic and as a result
these works must break the boundaries of the old genre system.

I return to my image of the kaleidoscope, which may clarify this phenomen-
on too. Hypertexts and texts with an auxiliary function illuminate the reference-
text, the text of the Bible, in multiple ways by combining it with the texts and
genres of the classical pagan tradition in countless possible combinations, like
pebbles in a kaleidoscope. The Bible, however, is such a strong text that each
of these newly composed images, that is, each new genre, inescapably bears
its stamp.3®
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Abstract: This paper argues that Cicero’s much-maligned poem about his consul-
ship was a highly original work that challenged the boundaries of the epic genre.
Incorporating elements of political autobiography and didactic poetry and rais-
ing interesting questions about poetic voice and persona, the poem presents a
prime example of Kreuzung der Gattungen. The poet-protagonist’s privileging
of civic over military achievements is a bold move in terms not only of Roman
political ideals but also of generic decorum, constituting a recusatio of tradition-
al martial epic in favor of a new, uniquely Ciceronian type of poetry.

Keywords: autobiography, Cicero, De consulatu suo, epic, genre, Kreuzung der
Gattungen, recusatio

Cicero’s poem about his consulship may well be the most reviled work of ancient
literature.! Ridiculed already in the author’s time, its mention is even today usu-
ally accompanied by a knowing rolling of eyes, and the quotation of its most no-
torious line, o fortunatam natam me consule Romam, is bound to cause hilarity—
that is, among those who have even heard of the work’s existence. In what fol-
lows, I will not attempt to vindicate De consulatu suo as a great work of litera-
ture, but I will take the poem seriously and argue that—as far as we can tell
from the meager fragments—it was a highly original work and one that played
fast and loose with generic categories. In doing so, I will pass over many topics
that have been the subject of scholarly debate, including the work’s title,? the

1 My heartfelt thanks go to the organizers of the Thessaloniki Generic Interfaces conference,
especially Stavros Frangoulidis and Stephen Harrison, for inviting me and hosting such an
inspiring and enjoyable event, as well as to the other conference attendees for valuable com-
ments and suggestions. For further observations I am grateful to audiences in Munich and
Philadelphia, as well as to Jim Zetzel, who provided helpful comments on the written version.
This paper is dedicated to Jim on the occasion of his sixty-fifth birthday, suauis amicitiae causa.
2 Ancient book titles are notoriously slippery, and De consulatu suo, De consulatu meo, De
consulatu, and Consulatus (all of which have been championed by modern scholars) are all
plausible ways of referring to what would probably have been known simply as Cicero’s poem
‘about [his] consulship.’ In what follows, I stick with De consulatu suo, the title most commonly
used in modern scholarhip.
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order of the fragments,? individual problems of text and interpretation, and the
question of the relationship of De consulatu suo to De temporibus suis, a kind of
sequel that Cicero was working on in the 50s BC but most likely never publish-
ed.” Focusing on the poem’s generic affiliations, I will not be able to discuss all
interesting aspects of the work, nor will I engage in any significant close reading
of the fragments. However, I believe that my approach will illuminate what
makes this text special, and how this special text relates to the special circum-
stances and purposes of its composition.®

1. Kreuzung der Gattungen

So what is the genre of De consulatu suo? The simple answer is that it is, of
course, an epic. The work is written in hexameters, treats a historical subject,
and was, at three books, of not inconsiderable length.® Its generic integrity, how-
ever, is complicated by a number of factors. First, even though immediately after
his suppression of the Catilinarian conspiracy, Cicero began to think about how
his achievements might be presented most effectively to his contemporaries and
to posterity, it is not as though he decided right away to immortalize them in a
poem of his own.” In the three years 62 through 60, we find the author composing
a number of texts on the topic and hatching various schemes to have others write
as well. What exact genre such a treatment was going to take, and in what lan-
guage it was going to be written, seem to have been only secondary considera-
tions.

Cicero first described—and no doubt glorified—his actions as a consul in an
extensive letter to Pompey, which is now lost but which seems to have been a

3 The reconstruction in Courtney 1993, 157 seems largely reasonable to me, though the place-
ment of some individual fragments must of necessity remain speculative.

4 Harrison 1990 argues convincingly that De temporibus suis (which treated Cicero’s exile and
return) remained unpublished, demonstrating that putative references to it in authors other than
Cicero himself all refer instead to De consulatu suo or other texts. Though De temporibus suis will
not play a role in the following discussion, it was clearly a project very similar to the poem on
Cicero’s consulship, especially in its use of divine figures, a topic on which see Section 2 below.
5 Unless otherwise indicated, I quote De consulatu suo from Courtney 1993 (C.), while also
providing the fragment numbering of Soubiran 1972 (S.) and Blansdorf 2011 (FPL). All transla-
tions are my own.

6 That the poem had three books, and three books only, is indicated by Att. 2. 3. 4.

7 For Cicero’s ‘carefully orchestrated management of the recording of [his] consulship,’ see Steel
2005, 49 - 63 (quotation at 52); more generally on Ciceronian self-presentation across his ceuvre,
see Kurczyk 2006 (with discussion of De consulatu suo at 76—103).
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kind of mini-treatise intended to be passed around to other readers as well.® In
addition, Cicero was hoping that the Greek poet Archias would write a laudatory
poem about him, as he had done for such other Roman statesmen as Marius and
Lucullus (Arch. 28, 31). Once it turned out, to Cicero’s disappointment, that Ar-
chias had no intention of doing so,’ the consular took matters into his own
hands and, as we can reconstruct from the correspondence with Atticus, first
composed a Greek vmopvnua, a prose account of his consulship.'® This he circu-
lated widely in the Greek world, sending it, among other people, to Posidonius,
in the express hopes that the Greek author would use it as the source of a longer
historiographical work—another case of wishful thinking.*! Instead, Atticus him-
self tried his hand at a short Greek narrative of his friend’s achievements (Att. 2.
1. 1; cf. NEP. Att. 18. 6), which Cicero pronounced horridula ... atque incompta
(‘rough and unpolished’) while still claiming to have read it with pleasure
(Att. 2. 1. 1).

Meanwhile, Cicero himself was reportedly working on a Latin commentarius,
though it is unclear whether he ever finished or even seriously started it (Att. 1.
19. 10). The poem is thus the third treatment of the topic the author himself un-
dertook: in March 60, he tells Atticus, no doubt with a certain irony, tertium
poema expectato ne quod genus a me ipso laudis meae praetermittatur (‘as the
third [work], you can expect a poem, lest I leave out some genre of self-praise,’
ibid.); by December, the work appears to have been finished (Att. 2. 3. 4). The
same year 60 saw the publication of a selection of Cicero’s consular speeches
(Att. 2. 1. 3), another deliberate effort to promote a well-designed image of the
author’s achievements three years eatrlier.

These numerous actual or envisaged expositions of Cicero’s consulship
were, or would have been, to some extent different in content, style, purpose,
and audience. It is nevertheless striking how Cicero, when shopping the topic

8 See Sul. 67; Planc. 85 with SCHOL. BoB. ad loc. (167. 23 -30 Stangl). Fam. 5. 7 (Cicero to Pompey,
April 62) seems to be a response to Pompey’s apparently less than enthusiastic reception of
Cicero’s letter.

9 Att.1.16. 15 (July 61): Archias nihil de me scripserit (‘Archias has written nothing about me’); in
the same place, Cicero mentions another Greek poet, Thyillus, who has likewise failed to deliver
a poem on the topic.

10 See Att. 1. 19. 10, 1. 20. 6, 2. 1. 1 (March-June 60). On the work, still used by Plutarch, see
Lendle 1967.

11 See Att. 2. 1. 2. Cicero may have been less than serious in his endeavors to have Posidonius
pick up the topic: the humble genre of the Unépvnpa/commentarius liked to present itself as a
rough source for more literary treatment, but this may have been little more than a convention;
what Cicero was really after may simply have been Posidonius’ praise and approval (see Pelling
2009, 43 on ‘that distinctive commentarii-pretence’ and 2006, 17 specifically on Cicero)
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around and experimenting with it himself, apparently considered a number of
different genres potentially appropriate for his content and moved easily from
one to the other.”” He finally settled on an epic poem, but even this work is
not generically stable, instead presenting—to use Wilhelm Kroll’s celebrated
phrase—a veritable Kreuzung der Gattungen.*

Before investigating what types of texts exactly are ‘crossed’ in De consulatu
suo to make up Cicero’s very own genre of self-praise, we may reflect for a mo-
ment on how we wish to conceive of generic hybridity. In an article of 2001, Ales-
sandro Barchiesi revisits Kroll’s famous discussion, pointing to the biological
and genetic ideas that underlie the German scholar’s conceptualization of the
mixed genres of Hellenistic and Roman poetry. Kroll’s idea of genre is essentially
positivist: genres exist as such, in the real world, as it were, just like species of
animals and plants, and can, so to speak, be ‘bred’ into hybrids by enterprising
authors, who take what they find and make it into something new.

By contrast, as Barchiesi points out, scholars today are less prepared to con-
sider genre as a given, preferring instead to view it as something created by the
text itself, in particular by the self-referential and metapoetic statements of the
poet’s voice. Genre is thus an intratextual construct rather than an extratextual
reality; it does not exist so much as it is projected. For most of the following dis-
cussion, I will adopt a rather Krollian positivist attitude, pretending that there
are genres ‘out there,” elements of which Cicero incorporated into his own
text. This approach, though perhaps questionable from a more constructionist
perspective, will, I believe, yield interesting insights,’ and is at any rate neces-
sitated by the fact that the fragmentary nature of the De consulatu suo makes it
difficult to isolate programmatic strategies that would allow us to trace the con-
struction of genre effected by the text itself. Only at the end of this paper will I
stop describing the genre of Cicero’s poem as viewed from the outside and dis-
cuss one passage in which I believe that the author actively engages in defining
or, indeed, inventing his own type of poetry.

Embarking on our quasi-genetic analysis of De consulatu suo, we may start
by observing that beginning with Naevius and Ennius, historical epic had a
long tradition in Rome, and that epic poems on contemporary events, probably

12 Compare Misch 1907, 142f.: ‘Und wenn die Eitelkeit, die hier den Cicero treibt, nicht zum
Verweilen lockt, so ist es doch etwas Wesentliches, daf3 dies individualisiertere Selbstgefiihl sich
in der Freiheit der Bewegung innerhalb der Formen ausdriickt.’

13 See the classic chapter of Kroll 1924, 202-224 and compare the more recent theoretical
reflections by Barchiesi 2001 and Harrison 2007, 1-33.

14 It may also be more in keeping with the ideas of genre held by Cicero and his contempor-
aries; compare Harrison 2007, 2—10.
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often with a strong panegyric flavor, were an established subgenre in the late Re-
public. We thus find, for example, Hostius’ Bellum Istricum, the Bellum Sequani-
cum of Varro of Atax, and a poem on Caesar’s Gallic war by one Furius, perhaps
Bibaculus (if so, this work may be identical with the Annals attested for the same
author).” Closer to home, the Cicero brothers, Marcus and Quintus, in 54 each
attempted an epic treatment of Caesar’s British campaign, though apparently
only Marcus made significant progress on his version.

It is unclear whether the Roman predilection for historical and political epic
reflects particularly Roman concerns with empire and the res publica or whether
it is an inheritance from the Greek Hellenistic world. In his influential Das hel-
lenistische Epos (1934; 2nd ed. 1966), Konrat Ziegler argued that there had
been ‘hundreds and thousands of verses’ of historical and/or panegyric Hellen-
istic epic, of which Roman epic was the direct descendant.” This view was vig-
orously attacked in 1995 by Alan Cameron, who—after surveying the evidence in
Chapter 10 of his iconoclastic Callimachus and his Critics—came to the conclu-
sion that there was ‘not a single indisputable example of a full-scale epic
poem on the deeds of a Hellenistic king’ (281). While lack of testimony need
not imply that a phenomenon never existed, the dearth of concrete evidence
for Hellenistic historical epic (of which Ziegler himself was fully aware) means
that we are in no position to make pronouncements on the influence of such po-
etry on Roman epic in general or on Cicero’s poem in particular.*®

A different important model for De consulatu suo was Roman political auto-
biography, a type of writing that had arisen in the late Republic and often served
a purpose of self-justification, a major concern of Cicero’s as well.® M. Aemilius
Scaurus (cos. 115) and P. Rutilius Rufus (cos. 105) each wrote De uita sua, and Q.
Lutatius Catulus (cos. 102) is credited with a Liber de consulatu et de rebus ges-

15 For the fragments of Hostius, see Courtney 1993, 52—55 and Blansdorf 2011, 90-92; for
Varro’s Bellum Sequanicum, see Courtney 1993, 238 and Blansdorf 2011, 240 —241; on Furius’
poem on the Gallic war, see Courtney 1993, 195-198 (with discussion of the ‘Furius question’ on
198-200) and Bldnsdorf 2011, 206 -207 (with different ideas about the identity of Furius). A
useful overview of Republican historical and panegyric epic can be found in White 1993, 78 - 82.
16 See Q. Fr. 2.16. 4, 3. 1. 11, 3. 4. 4, 3. 6. 3, 3. 7. 6, with Allen 1955.

17 Ziegler 1966, 21: ‘Hunderttausende von Versen.” Feeney 1991, 264—-269 follows Ziegler in
assuming a plethora of Hellenistic historical epics, which crucially influenced Roman epic and
its depiction of the divine.

18 Hose 1995 views Cicero as a ‘Hellenistic epicist,” primarily based on his treatment of the gods,
on which see further below. See now also Knox 2011.

19 On the genre, see Misch 1907, 124—156, Lewis 1993, 658 — 669, Scholz 2003, Walter 2003, Baier
2005, Kurczyk 2006, 4854, the papers in Smith and Powell (eds.) 2009, Candau 2011, and
Tatum 2011.



98 —— Katharina Volk

tis.?° Most famous were Sulla’s memoirs, in twenty-two books, in which the erst-
while dictator styled himself a protégé of Fortune and stressed his supernatural
gift of felicitas (good luck); such ideas of divine support and legitimation are cen-
tral to De consulatu suo as well.!

If Cicero’s poem can thus be described as a cross between historical epic and
political autobiography, it also exhibits elements of didactic poetry and indeed
philosophy.?? Our longest fragment (10 C. = 2 S. = 6 FPL) consists of a speech
by the Muse Urania, who explains the portents that accompanied the Catilinar-
ian conspiracy from the perspective of natural philosophy. The central idea that
divine nature provides human beings with prophetic signs has a strong Stoic
taste and is reminiscent of the theology of Aratus’ Phaenomena, the popular Hel-
lenistic poem of celestial signification that Cicero himself translated in his
youth.” The fragment concludes with the decidedly unepic praise of those
who have studied inque Academia umbrifera nitidoque Lyceo (‘in the shady Acad-
emy and gleaming Lyceum,’ 73), a group of sages in which Cicero is explicitly
included (75f.).2*

The relationship of De consulatu suo to the most important Latin didactic
and philosophical poem of the late Republic, Lucretius’ De rerum natura, is con-
troversial. There are intriguing points of contact between the two works, not just
in terms of diction but also in content, moments where the two authors, with
their widely divergent world-views, seem to engage in debate. For example, Cic-
ero interprets Jupiter’s striking his own Capitoline temple with lightning as a di-
vine sign of impending doom (10 C. = 2 S. = 6 FPL, 36— 38), while Lucretius con-
siders lightning damage to shrines a clear indication that the gods play no part

20 For the fragments of these works, see HRRel 1. 185—194; for discussion, see the titles cited in
the previous note.

21 The fragments of Sulla’s memoirs can be found in HRRel 1. 195-204. On the work, see Scholz
2003 and Smith 2009; specifically on the role of felicitas and the supernatural, see Thein 2009
and Wiseman 2009.

22 For the didactic mode of the Urania speech, see Biichner 1939, 1247; more generally on the
poem’s philosophical outlook, see Plezia 1983 and Gildenhard 2011, 292—-298.

23 On the influence of Aratus on De consulatu suo, see Kubiak 1994. We owe the Urania speech
to Cicero’s self-quotation in Div. 1. 17— 22, where Quintus uses Marcus’ own verse in an attempt to
persuade his skeptical brother of the validity of divination; note that for the same purpose,
Quintus also quotes a fair number of lines from his brother’s Aratea. Cicero the author is playing
an elusive game here, highlighting his poetic achievements while ultimately disavowing (via his
textual alter ego Marcus, who remains unswayed by Quintus’ arguments) the sentiments ex-
pressed therein.

24 One wonders whether line 73 contains an in-joke about Cicero’s own ‘Academy’ and ‘Ly-
ceum,’ the two gymnasia on his Tusculan estate (see Pease 1920-1923 ad Cic. Div. 1. 8, with
references).
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in the workings of nature (LUCR. 2. 1101f. and 6.417—-420). Biichner 1939, 1249f.
and Courtney 1993, 166f., 170, and 171 believe that here and elsewhere, Cicero
is reacting to Lucretius. However, this scenario is chronologically problematic,
given that De rerum natura is usually believed to have been published only in
the mid-50s* (there may also be an unspoken prejudice at work that a great
poet like Lucretius cannot possibly have been influenced by a work like De con-
sulatu suo?®). I would therefore side with Fellin 1951 and assume that it is instead
Lucretius who is engaging with De consulatu suo. By the end of the decade, as
Zetzel 1998 has shown, we find Cicero in turn responding to De rerum natura
in his De re publica, presenting an anti-Epicurean cosmos in which political ac-
tivity is man’s highest calling. It is attractive to view these two writers as engaged
in an extended discussion that is both philosophical and literary and extends
across the boundaries of genres, from historical epic to didactic poetry to philo-
sophical prose treatise.

2. Cicero the Protagonist, Cicero the Poet

To return to De consulatu suo itself, the poem’s most unusual feature is, of
course, the fact that its author is also its hero, a phenomenon unparalleled in
previous epic and one whose implications have not been fully explored in schol-
arship. An obvious question is that of the work’s narrative voice: did Cicero tell
his story in the first or the third person? There are two possible pieces of evi-
dence, which do, however, point in opposite directions. First, the famous line

25 The only contemporary piece of evidence for De rerum natura is Cicero’s own report in a letter
of February 54 (Q. fr. 2. 10. 3) of heaving read Lucreti poemata. Biichner 1939, 1249 and Courtney
1993, 171 assume that Cicero knew parts of the poem already in 60: not impossible, but certainly
a stretch. It also surely makes more sense for a poem to react to a published work rather than
one still ‘in progress,” at least if a readership beyond the two authors is supposed to appreciate
the reference.

26 Even the idea that Lucretius drew on Cicero’s youthful Aratea —now generally acknowledged
as fact (see, e.g., Gee forthcoming)—took a long time to gain acceptance. Early-20th-century
scholars such as Guendel 1907, 51— 81, Wreschniok 1907, and Merrill 1921 painstakingly collected
parallels between the two authors while still maintaining that these must be owed either to
common dependence on Ennius or otherwise to a shared poetic idiom. While De consulatu suo
does not seem to have been as influential as the Aratea (at least as far as its fragmentary state
allows us to tell), it did inspire not only ridicule but poetic imitation. Apart from the case of
Lucretius, note especially Horace’s reworking of the poem’s most notorious line, et formidatam
Parthis te principe Romam (‘and Rome, feared by the Parthians under your rule,” Ep. 2. 1. 256),
and see Setaioli 1975 and Gee forthcoming on Vergilian echoes.
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o fortunatam natam me consule Romam (8 C. = 7 S. = 12 FPL) undoubtedly con-
tains a first-person pronoun: ‘Rome, fortunate to have been born under my con-
sulship (lit. with me [being] consul).” Second, a fragment describing someone,
possibly Cicero himself, as waiting fearfully at night is written in the third per-
son: atque animo pendens tnoctut euenta timebat (‘and, agitated, he [?] was
afraid of what would happen at night,” 9 C. = 3 S. = 7 FPL). Note incidentally
that this is the only fragment of De consulatu suo we have that can be remotely
described as narrative—perhaps another indication of how unusual an epic this
poem was.

Scholars normally assume that De consulatu suo presented a third-person
narrative and that o fortunatam comes from an embedded speech by the charac-
ter Cicero. (Some have even posited a speech by another person and emended to
te consule—a reading for which there is, however, no ancient evidence.?’) This
consensus on the third-person narrator appears to be based primarily on a feel-
ing that a narrative in the first person would simply not be appropriate, rather
than on evidence from the fragments or testimonia. Nothing a priori precludes
o fortunatam from being uttered by the narrator, and the person who was afraid
at night could well be Catiline or perhaps Cicero’s wife. In fact, as Ernst Koch
remarked ninety years ago, it seems somewhat unlikely that Cicero would
have presented himself as being so fearful: animo pendens, yes, but timebat?*

In this context, it is of interest that the Roman political autobiographies
mentioned above appear to have been written in the first person.? In an impor-
tant discussion of the ways in which writers of historiography present their own
deeds, John Marincola (1997, 182-205) has shown that while historians often use
the third person when telling of their own achievements as part of a larger nar-
rative, autobiographers, who exclusively focus on their own actions, typically
employ the first (the notable exception being Julius Caesar): ‘[ijn hypomnematic
literature, both Greek and Latin, the first person is used’ (205). We may therefore

27 The verse is unanimously transmitted in the version given above in the text ([SAL.] Cic. 5;
[Cic.] Sal. 7; QUINT. Inst. 9. 4. 41, 11. 1. 24; Juv. 10. 122; Diomedes 466. 1 Keil). Pascoli 1911, 68f.
proposes emending o fortunatam, Tulli, te consule Romam, getting rid not only of the first person
but also of the much-criticized jingle fortunatam natam (on which see already QUINT. Inst. 9. 4.
41). Allen 1956, 144—146 (followed by Goldberg 1995, 167 + n. 17 and Hose 1995, 467) suggests
changing solely the pronoun.

28 Koch 1922, 34: ‘Vix credibile videtur poetam, quo carmine sese laudibus extulerit, scripsisse
sese eventura timuisse.” Commentators, however, point to App. BC 2. 1. 6, which describes Cicero
on the evening of 5 December 63 as 8ediwg auepl Tf vukti Tpoctovon (‘in fear about the night to
come’), a suggestive though hardly conclusive parallel.

29 See HRRel, Scaurus frr. 3 and 6, Rutilius Rufus frr. 9 and 14, and Sulla fr. 3, with Marincola
1997, 196 n. 101.
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assume that in his Greek vmopvnua and (putative) Latin commentarius, Cicero
told of his consulship in the first person as well. Could he, or would he, have
done the same in his epic, a genre where third-person narrative was the norm?

The idea of a hero-narrator as such is not altogether alien to epic. Famously,
Odysseus recounts his own adventures in Odyssey 9 - 12, a feature that Vergil imi-
tated in Aeneas’ account of the fall of Troy and his own subsequent wanderings
(A. 2-3). What makes the epic protagonist Cicero different from Odysseus and
Aeneas, however, is the fact that he is at the same time the poet of the work
in which he appears, a state of affairs that raises mind-boggling questions. For
in a typical epic (with a typical epic third-person narrative), it is the poet-narra-
tor who is the first-person speaker par excellence, and he usually does make a
few statements in propria persona, primarily in self-referential passages such
as the work’s proem. In ancient reading practice, this narrator is habitually iden-
tified with the author: thus, for example, ancient readers usually take the speak-
er of arma uirumque cano to be Vergil, even though they may be dimly aware of
the fact that poetic persona does not equal historical author.>® So unless De con-
sulatu suo uncharacteristically did not feature any proem or other authorial
statements, are we to imagine the poem to have opened with something like
‘Of Cicero I sing,” thus presenting a confusing split between Cicero the poet
(first person) and Cicero the character (third person)? By contrast, an opening
‘Of me 1 sing’ would have avoided this problem, but would have been a bold in-
novation within the epic genre.

This brings us to a related issue. One of the most striking features of De con-
sulatu suo as presented in the ancient sources is the work’s use of divine figures.
Apparently, Cicero throughout the poem was shown as personally interacting
with the gods: he was called by Jupiter into a council of the gods®; Minerva

30 On ancient approaches to the poetic first-person speaker, see Clay 1998 and Mayer 2003.
31 See [SAL.] Cic. 3, 7; QUINT. Inst. 11. 1. 24. Since these testimonies do not refer directly to De
consulatu suo, it has sometimes been assumed that the divine council mentioned by pseudo-
Sallust and Quintilian comes not from Cicero’s poem on his consulship, but the sequel De
temporibus suis, where such a plot element is attested by Q. fr. 2. 8. 1 and 3. 1. 24. However,
Harrison 1990, 458 — 460 demonstrates that at least [SAL.] Cic. 3 must refer to De consulatu suo: in
the divine council mentioned there, Cicero is designated guardian of Rome, no doubt in pre-
paparation for the threatening Catilinarian conspiracy (see also below with n. 43). The council is
therefore typically believed to have occurred in the poem’s first book (though Hose 1995, 467 f.
places it at the work’s end). For a discussion of Cicero’s divine council within the history of Latin
epic, see Barchiesi 2009.
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taught him the artes®; and two Muses, Urania and Calliope, addressed speeches
to him, parts of which make up our most significant fragments (10 C. =2S. =6
FPL;11 C. = 8 S. = 8 FPL). Of course, the many portents surrounding Cicero’s con-
sulship are also a form of communication from the divine. It is obviously the
case that Cicero’s purpose was to present his actions in 63 as divinely supported
and legitimized, a strategy in evidence also in other Ciceronian works.*

Cicero’s hobnobbing with the gods was criticized already in antiquity as pre-
sumptious,® but for our purposes it is yet another indication of how unusual
and original a work De consulatu suo was. Scholars have long wondered how
these interactions with the divine were presented in the text and have generally
come to the conclusion that the character Cicero must have encountered the gods
and Muses in a dream or dreams. This communis opinio once again seems to be
based primarily on a sense of propriety: the fragments and testimonia say abso-
lutely nothing about dreams, and potential literary models point in diverse direc-
tions. While it is true, for example, that Callimachus in the first two books of the
Aetia conversed with the Muses in a dream, he was awake during the epiphany
of Apollo recounted in the prologue, and Hesiod encountered the goddesses of
poetry in broad daylight. As some critics have pointed out, it would be a bit
odd for the protagonist of an epic to be asleep for vast stretches of the text,*
and I see no reason why Cicero could not have met Jupiter, Minerva, Urania,
and Calliope face to face while fully conscious.

The prevalence of the motif is still striking and has led some scholars to
speculate that Cicero’s conversations with the gods might have been more
than just occasional interludes. Perhaps the council of the gods and/or the en-
counter with the Muses was the frame narrative for the entire poem and the ac-
tion was in fact narrated by divinities**—a setup that would, incidentally, be a
way around the problem of first- vs. third-person narrative. A framework in
which speeches by Muses or other gods make up the majority of a literary text
is not unheard of. The most famous example is Callimachus’ Aetia, an important

32 See [SAL.] Cic. 7; QUINT. Inst. 11. 1. 24. 1t is wholly unclear whether the poem featured an
actual scene of instruction or whether Minerva’s acting as teacher is a figurative way of referring
to Cicero’s education, especially his study in Athens (mentioned in 10 C. =2 S. = 6 FPL, 71-76).
33 See, e.g., Steel 2005, 49 - 63, Cole 2006, 36— 49, Gildenhardt 2011, 272-298, and more gen-
erally Kurczyk 2006.

34 See CIc. Dom. 92; [SAL.] Cic. 3, 7; QUINT. Inst. 11. 1. 24.

35 Hose 1995, 464: ‘... darf man ... annehmen, daf ... [Cicero] in die epische Darstellung gleich
zwei ... Schlafsequenzen in wichtigen Ndchten einfiigte?’; Kubiak 1994, 56 n. 20: ‘Cicero cannot
have slept through the entire poem.’

36 Some kind of divine frame narrative is suggested by Misch 1907, 145, Brush 1971, 57, Jocelyn
1984, 44—46, and Schmidt 2001, 103f.
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comparandum that has only in recent years begun to be taken seriously as a
source for Cicero.*” A later example from Latin literature, greatly influenced by
Callimachus (and perhaps Cicero as well?), is Ovid’s Fasti, where the poet en-
counters a series of gods, including the Muses, who in sometimes lengthy
speeches convey to him the information he seeks about the Roman calendar.®
Ovid, incidentally, meets his divine interlocutors while fully awake: no coy re-
sorting to dreams there.

Imagining a similar setup for De consulatu suo raises interesting questions.
First, it should be noted that the interactions with the divine found in the poem
are remarkably unepic. Of course, councils of the gods are a part of the tradition-
al epic Gotterapparat, but human protagonists are not normally invited to them,
nor typically treated to lengthy didactic speeches by the Muses. There are a few
meager parallels from other texts and genres: critics like to point out that in a
work by the Greek historian Silenus, Hannibal dreamt that he was summoned
to a council of the gods, where Zeus told him to invade Italy,*® and Cicero’s
own Somnium Scipionis presents an important, albeit later, parallel to the Urania
speech.?® Still, the fact remains that epic heroes (or indeed the protagonists of
historiography) do not ususally have extended conversations with divine figures,
let alone the Muses. By contrast, it is poets—such as Callimachus in the Aetia
and Ovid in the Fasti—who do.*

With the scanty fragments we have, it is admittedly difficult to construct a
concrete scenario in which the envisaged plot of De consulatu suo would be nar-
rated by divine figures, and scholars who favor such a setup are often quite
vague about what exactly they imagine. Thus Misch 1907, 145 simply posits
that ‘die Haupthandlung ist auf den Olymp selbst verlegt, wo Jupiter, Apollon,

37 On the ‘Callimachean design’ (Hutchinson 1998, 298) of Cicero’s poem, see Kubiak 1994, 57f.,
Hutchinson 1998, 278f. and 298, Schmidt 2001, 104, and esp. Zetzel unpublished. For a con-
trasting argument that Cicero was never a ‘Callimachean’ poet, see now Knox 2011.

38 Schmidt 2001: 104 briefly mentions the Fasti as a parallel to De consulatu suo. In the dis-
cussion following Schmidt’s original presentation at a Fondation Hardt conference, Alessandro
Barchiesi suggested (p. 134) that the speech of Urania in Fast. 5. 55— 78 might be modeled on the
appearance of the same Muse in Cicero; see also Barchiesi 2009 on the possible influence of the
council of the gods in De consulatu suo on that in Metamorphoses 1.

39 See Silenus, 175 F2 Jacoby = CIC. Div. 1. 49, and the discussion of Hose 1995, 466 f.

40 Plezia 1983, 389f. (cf. Courtney 1993 ad loc.) suggests that the Calliope speech (11 C. =8 S. =
8 FPL), which seems to have concluded the poem (Att. 2. 3. 4) and of which we only have the
three final (?) verses, was something like a first sketch for the Somnium, dealing with the
statesman’s eternal rewards. Calliope enjoins Cicero to keep pursuing his virtuous path ‘in the
meantime’ (interea, 1): does this mean, ‘before gaining astral immortality’ vel sim.?

41 Compare Jocelyn 1984, 44 and Schmidt 2001, 104.
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Minerva, Urania, Kalliope zu Cicero und {iber ihn reden,” while Brush 1971, 57
states in passing that ‘one assumes that part of the narrative technique was to
have the events described through the mouths of the gods,” first and foremost
Jupiter. H. D. Jocelyn and Ernst A. Schmidt are more explicit about the fact
that they view at least the interactions with the Muses as encounters specifically
of Cicero the poet and thus not part of the epic narrative as such.*? Jocelyn even
suggests that

[w]e may therefore imagine Urania and her sisters confronting Cicero sometime in 60, when
he is composing his poem and in need of instruction, not about the facts of his narrative, as
Homer living centuries after the Trojan war had been, but about the significance of some of
these facts. (1984, 46)

However, such a clean distinction between Cicero the writer of 60 and Cicero the
consul of 63 is not borne out by the fragments and testimonies, which present
the poem’s divine interlocutors as concerned not only with recounting and inter-
preting events but also, crucially, with influencing the actions of the hero. While
Urania’s speech is more plainly informative, Calliope’s transmitted lines are an
exhortation to Cicero to keep pursuing his political path, and the invitation to
the council of the gods has the specific purpose of designating Cicero ‘guardian’
of Rome, that is (one assumes), preparing him for his role in battling the Catili-
narian conspiracy.”* Cicero the protagonist and Cicero the poet must therefore
have been closely identified in the poem: the gods and Muses provided him
with information, as they had done and would do for many a poet, but they
also inspired him to the political action of his consulship and of the years to fol-
low.** For the epic hero Cicero himself, unlike all previous such characters, is at
the same time an intellectual, one who has been taught by Minerva and has al-
ways had interactions with the Muses, as Urania points out at the end of her frag-
ment:

42 Schmidt 2001, 104: ‘sie sind nicht Teil der epischen Handlung, sondern poetologische
Kommunikation mit dem Leser,” situated on a ‘Meta-Ebene zum narrativen Corpus.’

43 [SAL.] Cic. 3: se Cicero dicit in concilio deorum immortalium fuisse, inde missum huic urbi
ciuibusque custodem (‘Cicero says he was in a council of the immortal gods, whence he was sent
as a guardian to this city and her citizens’).

44 Kubiak 1994, 56 coins the term ‘Politikerweihe’ for the experience Cicero undergoes (rather
than the more usual and more literary ‘Dichterweihe’).
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tu tamen anxiferas curas quiete relaxans,
quod patria uacat, id* studiis nobisque sacrasti. (10 C. =2 S. = 6 FPL, 77f.)

Soothing your anxious cares in leisure, you have dedicated to your studies and to us that
which is not taken up by the fatherland.

3. Cedant arma togae

Even if we cannot determine with certainty the narrative voice and setup of De
consulatu suo, the features I have been discussing convey the strong impression
that the poem was a decidedly unorthodox epic, one in which the philosophical-
ly trained and divinely inspired poet is identical to the philosophically trained
and divinely inspired hero. As a matter of fact, the entire plot of De consulatu
suo is pointedly unepic, especially when compared to other Latin poems on con-
temporary events. Epic traditionally deals with war, and so we have our Bellum
Poenicum, Istricum, Sequanicum, Gallicum, and Britannicum, works that cele-
brate more or less significant Roman compaigns against external enemies. De
consulatu suo, by contrast, treats the achievement of a civil magistrate who de-
fends the state by vigilance and eloquence, without any recourse to military
might. Of course, Catiline was ultimately defeated in battle, and perhaps this ep-
isode was mentioned in Cicero’s poem. However, Cicero himself did not partici-
pate in the action and would have tended to stress his own, non-military
achievement, which he claimed was equal or even superior to service to the
state by force of arms.

This sentiment is expressed in a second famous—or infamous—line from De
consulatu suo:*®

cedant arma togae, concedat laurea laudi.”” (12 C. = 6 S. = 11 FPL)

Let arms yield to the toga [i.e., the non-military, civil dress of the Romans], let the laurel
[i.e., the symbol of military triumph] yield to praise [i.e., the praise bestowed on a civil lead-
er].

45 1 read Davies’ patria and Madvig’s uacat, id for the manuscripts’ patriae uocatis. Soubiran
1972 and Blédnsdorf 2011 print patriae uacat, id, but as Courtney 1993 ad loc. points out, ‘[t|he
dative patriae gives the exact opposite of the sense required.” Courtney himself confusingly
prints patria uocat, id in the text but in his commentary gives patria uacat, his as the lemma.
46 Compare Tatum 2011, 178.

47 The variant linguae appears in all non-Ciceronian sources ([SAL.] Cic. 6; QUINT. Inst. 11. 1.24;
compare Laus Pis. 35f.; PLIN. Nat. 7. 117; PLu. Cic. 51), while Cicero himself only quotes the verse
with laudi (Pis. 74; Off. 1. 77). The relationship of the two versions is a famous crux, to which I
hope to return in a future publication.
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This verse was viciously attacked by Cicero’s enemies in his own time, largely on
the grounds that by elevating his non-military service to the state, the ex-consul
was perceived as slighting the achievements of Pompey, Rome’s greatest contem-
porary military hero.*® This hostile interpretation is apparent, for example, in the
words of Cicero’s antagonist Piso, as reported in Cicero’s speech against him:
tuae dicis ... togae summum imperatorem esse cessurum (‘you say that the great-
est commander will yield to your toga,” Pis. 73).*° Though Piso may well have a
point here (for Cicero’s response, see immediately below), his reading is deliber-
ately one-sided. While we are greatly hampered in our interpretation of the verse
by the fact that we do not have its context within the poem, it is clear that cedant
arma togae is a well-crafted, complex utterance that can be understood in differ-
ent ways.>®

First, as Cicero himself explains a number of times, we can take the phrase
to mean simply that the armed uprising of the conspirators would be, and ulti-
mately was, overcome by the peace symbolized by the toga. This is what Cicero
points out to Piso, imparting at the same time a lesson in the workings of poetic
language:

non dixi hanc togam qua sum amictus, nec arma scutum aut gladium unius imperatoris,
sed, quia pacis est insigne et oti toga, contra autem arma tumultus atque belli, poetarum
more locutus hoc intellegi volui, bellum ac tumultum paci atque otio concessurum. (Pis. 73)

I did not mean this toga which I am wearing, nor did I mean by ‘arms’ the shield and sword
of a specific commander, but—since the symbol of peace and order is the toga but arms are
the symbol of upheaval and war—I was speaking poetically and wanted to express that war
and upheaval would yield to peace and order.

48 Cicero certainly liked to put his own consular achievements on a par with Pompey’s military
exploits (e.g., Cat. 3. 26; Att. 2. 1. 6, 6. 1. 22), a rhetorical move that in itself might have been
viewed as presumptious and one that could easily shade into, ot at least be perceived as, an
actual declaration of superiority.

49 By contrast, [SAL.] Cic. 6 calls into question whether Cicero’s deeds were really civil and
peaceful: quasi uero togatus et non armatus ea quae gloriaris confeceris, atque inter te Sullamque
dictatorem praeter nomen imperii quicquam interfuerit (‘as though you had really achieved the
things in which you glory while wearing the toga and not bearing arms, and as if there were any
difference between you and the dictator Sulla except the title’).

50 Compare Steel 2005, 59.
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On this reading, the arma are those that threaten the Roman state and they are
defeated by our hero, the toga-clad consul.** The same thought recurs in the sec-
ond Philippic, where Cicero opposes his own actions to those of Antony:

‘cedant arma togae.” quid? tum nonne cesserunt? at postea tuis armis cessit toga. quaera-
mus igitur utrum melius fuerit libertati populi Romani sceleratorum arma an libertatem
nostram armis tuis cedere. (Phil. 2. 20)

‘Let arms yield to the toga.” Well, didn’t they yield at that time? But later the toga yielded to
your [sc. Antony’s] arms. Let us consider what was better: for the arms of wicked men to
yield to the freedom of the Roman people or for our freedom to yield to your arms.

As the Ciceronian persona of the pseudepigraphic invective sums up, togatus ar-
matos et pace bellum oppressi (‘wearing the toga, I defeated men in arms, and
through peace, I defeated war,” [C1cC.] Sal. 7).>

At the same time, cedant arma togae can very well be taken to mean that
civil power is superior to military might. On this reading, Cicero elevates his
own actions as a consul above those of triumphant generals (including Pom-
pey?), an interpretation that is at any rate suggested by the second part of the
line, concedat laurea laudi, where laurea can hardly refer to the nefarious weap-
ons of the Catilinarians. The following passage from De officiis 1 nicely shows
Cicero moving from the first interpretation of cedant arma to the second:

illud autem optimum est, in quod inuadi solere ab improbis et inuidis audio: ‘cedant arma
togae, concedat laurea laudi.” ut enim alios omittam, nobis rem publicam gubernantibus
nonne togae arma cesserunt? neque enim periculum in re publica fuit grauius umquam
nec maius otium. ita consiliis diligentiaque nostra celeriter de manibus audacissimorum
ciuium delapsa arma ipsa ceciderunt. (Off. 1. 77)

It is an excellent sentiment, the one for which I know I am constantly being criticized by
bad and envious people: ‘Let arms yield to the toga, let the laurel yield to praise.” Not to
mention other people, did not, when I governed the state, arms indeed yield to the toga?
For there was never greater danger in the state or greater order. Thus, thanks to my counsel
and diligence, the arms themselves quickly fell from the hands of the most daring citizens.

51 Nisbet 1961 ad Pis. 73. 11 and Soubiran 1972, 259 believe that Cicero is here and elsewhere
deliberately distorting the meaning of his own verse (‘explications tendancieuses,” Soubiran)
and that the ‘correct interpretation’ (Nisbet) is the one that I discuss below as the (in my opinion)
second possible reading. It seems to me that Cicero has deliberately written a polyvalent line
capable of generating more meaning than the one-dimensional verse Nisbet and Soubiran
imagine.

52 Compare also Fam. 12. 31. 1.
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So far, Cicero is pushing the first interpretation: the arms of the conspirators
yielded to the peaceful man in the toga. Then, however, he continues,

quae res igitur gesta umquam in bello tanta? qui triumphus conferendus? ... sunt igitur do-
mesticae fortitudines non inferiores militaribus; in quibus plus etiam quam in his operae
studiique ponendum est. (Off. 1. 77f.)

What achievement in war was ever equally significant? What triumph can be compared? ...
Domestic courage is thus not inferior to the military kind; in fact, one must dedicate even
keener effort to the former than to the latter.

From one sentence to the next, Cicero has switched to the second interpretation:
his actions as a consul cannot be paralleled by any triumph, and political
achievements are as significant as military success, or even more so.>

The author’s implicit devaluation of the triumph, traditionally the culmina-
tion of a Roman political career, places De consulatu suo in a polemical relation-
ship to those autobiographies that were at least partly its models. As Christopher
Smith has shown (2009), the memoirs of Scaurus, Rutilius Rufus, Catulus, and
Sulla concentrated on military matters and treated their authors’ triumphs as
their crowning achievements.” They seem to have contained but little political
commentary: Sulla, for example, had apparently next nothing to say about his
own dictatorship. Cicero’s achievements and his own autobiographical text
were different: he was awarded not a triumph but rather a supplicatio—an
honor that (as he did not tire pointing out) had never been extended to a civil
leader (togatus) before*>—and instead of celebrating individual victories in bat-
tle, he could pride himself on having saved the entire res publica from certain
disaster.>®

53 The general context of the discussion in De officiis is Cicero’s attempt to upgrade political
achievements vis-a-vis military ones.

54 ‘In short, the autobiographies celebrated the individual’s achievement of the highest Roman
honour, triumph, but seem to have contextualized that with reference to responsibility, personal
valour and determination, or divine honour’ (Smith 2009, 78f.); compare also Thein 2009, 101f.
and Tatum 2011, 166 on Sulla.

55 See Cat. 3. 15, 4. 5; Pis. 6; Fam. 15. 4. 11; Phil. 2. 13. While no fragment or testimonium mentions
it, it is likely that the supplicatio was treated in De consulatu suo; perhaps laudi in our line
alludes to it.

56 See Pis. 6: mihi togato senatus non ut multis bene gesta, sed ut nemini conseruata re publica,
singulari genere supplicationis deorum immortalium templa patefecit (‘the senate opened the
temples of the immortal gods in a unique form of thanksgiving for me, a civil magistrate, not
because—like many others—I successfully waged war for the state but because—like no one
else—I saved it’); compare Fam. 15. 4. 11.
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To return to cedant arma togae, it is clear that on both readings, the peaceful
pursuits of the fogatus show themselves to be superior to armed actions, whether
those of Rome’s enemies or those of her greatest generals. Either way, the idea is
a radical one to voice in an epic, the genre traditionally dedicated to celebration
of prowess in war. Cicero’s De consulatu suo thus appears as a veritable anti-epic,
featuring an anti-hero who rejects arms for the toga and refuses the laurel wreath
as inferior to the praise he has earned by political measures. I would therefore
suggest a third interpretation of the famous line, namely, to take cedant arma
togae as a recusatio: the declaration of preference is thus not only of Cicero
the protagonist, but also of Cicero the poet, who rejects traditional military
epic in favor of a new epic that celebrates civil triumphs.>”

This metapoetic reading is made easy by the metonymy by which ‘arms’
means ‘war’ and ‘war’ in turn is a shorthand for the subject matter of epic, a phe-
nomenon best known from the proem of the Aeneid and from Ovid’s parody
thereof in Amores 1. 1. 1. Tellingly, Servius in his commentary on arma uirumque
cano quotes Cicero’s half-line in the context of explicating the metaphorical
meaning of Vergil’s arma:

arma, quibus in bello utimur, pro bello posuit, sicut toga, qua in pace utimur, pro pace po-
nitur, ut Cicero cedant arma togae, id est bellum paci.”® (SERv. A. 1. 1)

[Vergil] wrote ‘arms,” which we employ in war, for ‘war,” just as the toga, which we employ
in peace, is used to mean ‘peace.’ Thus Cicero says, ‘let arms yield to the toga,’ that is, [let]
war [yield] to peace.’

I propose that just as Vergil programmatically committed himself to a poem of
war, Cicero daringly and originally set out to write a poem of peace. It is an un-
expected but in my eyes attractive additional thought that the Augustan poet

57 The use of cedo in the subjunctive or imperative is widespread in later Latin poetry in
contexts where poets express the superiority of one poem, topic, or genre over another (see
Bannier 1906 —1912: 730. 19-32): see PROP. 2. 2. 13 (the goddesses featured in the judgment of
Paris should yield to Cynthia), 2. 34. 65 (Greek and Roman writers should yield to the Aeneid);
Luc. 7. 408 (Cannae and Allia should yield to the Battle of Pharsalus); cf. also STAT. Silv. 1. 1. 84,
1.3.83-89, 2. 4.9, 3. 1. 142f.; Panegyrici Latini 7. 23. The most famous Latin verse containing such
a form, omnia uincit amor, et nos cedamus amori (‘love conquers all; let us too yield to love,’
VERG. Ecl. 10.69), falls into the same category since Gallus can be understood with these words to
be choosing love elegy over bucolic (the phrase is picked up by Ovid when, at Ars 1. 21, the poet
proclaims the end of love elegy as we know it with the words et mihi cedet amor, ‘and love will
yield to me’).

58 Compare Cicero’s own discussion of metonymy in de Orat. 3. 167, where he mentions togam
pro pace, arma ac tela pro bello (‘““toga” for “peace,” “arms and weapons” for “war”’) as two of
many examples.
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might in fact have been influenced in the choice of his most iconic line by the
most harshly criticized verse of his famous older contemporary.

Equally unexpected is the role Cicero may now be seen to play in the devel-
opment of Roman epic. After the military narratives of Naevius and Ennius, Latin
poets in the late Republic experimented with the genre of hexameter poetry,
crafting works unlike any epic poem seen in Rome before. Employing Ennian
style in the service of Epicurean philosophy, Lucretius created a monumental di-
dactic epic, one in which the heroes are not kings and generals but the atoms
and the heroic savior of mankind, Epicurus himself. In a completely different
vein, Catullus in his 64th poem fashioned an intricate Alexandrian epyllion, re-
plete with obscure allusions and logical conundrums, centering around a pathet-
ic love story rather than martial exploits. It is attractive to view De consulatu suo
as partaking in the same spirit of poetic innovation, all the while keeping in
mind that Cicero’s poem in fact precedes both De rerum natura and Catullus 64.

To conclude, I hope to have shown that while Cicero may not have been a
great poet, he was a highly original one, fashioning as a vehicle for his self-
praise a genre-bending, pacifist, didactic, historiographical, Callimachean
epic, which at the end of the day is just one thing: uniquely Ciceronian.”®
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Robert Cowan
Fear and Loathing in Lucretius:
Latent Tragedy and Anti-Allusion in DRN 3

‘Is it better to wear my purple
and green Acapulco shirt,

or nothing at all? No way to hide
in this monster. This will not

be a happy run. Not even

the Sun God wants to watch.

He has gone behind a cloud

for the first time in three days.’

Thompson 1971, 83.

Abstract: In his catalogue of contemporary evils caused by the fear of death at
the start of DRN 3, Lucretius includes the phenomenon that men ‘hate and
fear’ their relatives’ tables. This has widely and correctly been taken as a refer-
ence to the fear of poisoning, despite its echo of Accius’ Atreus and attendant
evocation of the mutually exclusive scenario of an unwitting cannibalistic
feast. By comparing the generic relationship constructed with tragedy by writers
of satire and old comedy, it can be seen that Lucretius partially evokes the Thyes-
tean feast, only to reject its very existence, and with it the validity of the tragic
genre. This technique of ‘anti-allusion’ is analogous to Christopher Ricks’ ‘anti-
pur’. There may also be wider tragic anti-allusion in the DRN 3 proem, and the
target may be not only tragedy itself but its employment by philosophical and
political writers.

Keywords: Lucretius, Accius, didactic, tragedy, satire, anti-allusion, poisoning,
Thyestes

In the extended proem of De rerum natura 3, the first course from the smorgas-
bord of evils served up by the fear of death climaxes with the chilling, simulta-
neous breakdown of two central Roman values, familial piety and commensality:

1 Versions of this paper were delivered at the 5™ Trends in Classics International Conference on
Latin Genre at the Aristotle University of Thessaloniki, 27—-29"™ May 2011, and at the University of
Sydney Classics and Ancient History Research Seminar on 5 September 2011. I am very grateful
to both audiences for their questions, and to Elly Cowan, Paul Roche and the anonymous reader
for their comments on written drafts.
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crudeles gaudent in tristi funere fratris
et consanguineum mensas odere timentque.
Lucr. 3.72-3

they cruelly rejoice in the grim death of a brother
and hate and fear the tables of their blood-relatives.

The mention of unbrotherly brothers and dinner tables, smacking as it does of
Thyestean feasts, might help the reader, in spite of an only partial verbal corre-
spondence, to detect an allusion to the famous words of the eponymous villain
of Accius’ tragedy Atreus: oderint / dum metuant (Let them hate so long as they
fear).? Sander Goldberg shows no such tentativeness and argues that the allusion
is not merely detectable, but glaringly obvious: ‘it takes no special feat of erudi-
tion to spot the general reference to Thyestes’ notorious meal and a more specific
allusion to the language of the tragic stage. ... Both Lucretius’ intent and his
technique are clear.” They may be clear to Goldberg, but they have evidently pro-
ven far less so to other scholarly readers of Lucretius.

Only one commentary on Lucretius makes the connection (though it has
been recognized more readily by Accian scholars): Don and Peta Fowler’s
notes on Ronald Melville’s translation refer to ‘an implied mythological model,
that of Atreus serving up the children of his brother Thyestes’.* All other com-
mentators who feel the need to account for the fear and loathing at all offer
the same explanation: ‘There is fear of poisoning’, ‘sc. through fear of poison’,
‘they are afraid of being poisoned’, ‘in case they are poisoned’, ‘in case of poi-
soning’, ‘car ils ont peur d’y étre empoisonnés.” Even allowing for the inevitably
tralaticious—one might even say cannibalistic—nature of commentaries, this is a
striking consensus about the implications of DRN 3.73. What is even more strik-
ing, however, is that this consensus is not merely a failure to perceive the added
layer of meaning which the Accian allusion might add to its exegesis, the Fowl-
ers’ ‘implied mythological model’. Rather the commentators offer a quite distinct

2 Acc. Atreus fr. 203-4 R’ = 47 Dangel.

3 Goldberg 2005, 131.

4 Fowler & Fowler 1997, ad loc. Accian scholars: ‘Attraverso 'impiego del nesso allusivo Lu-
crezio conferisce una carica fortemente paradigmatica alla situazione descritta.” Degl’Innocenti
Pierini 1980, 13; cf. Dangel 1995, 29 n.54 and 279 ad loc. The comment by Ernout & Robin (1962,
ad loc.) that it is a ‘rapprochement fréquent depuis le oderint dum metuant de 1’Atrée d’Accius’
suggests the unmarked use of a collocation which Accius introduced into general poetic usage,
rather than a directed allusion.

5 Respectively, Merrill 1907, Bailey 1947, Kenney 1971, M. F. Smith 1974, P. M. Brown 1997 (all ad
loc.) and Salem 1997, 102 n.7. Lachmann, Munro, Wakefield, Heinze, and Ussani either make no
comment, or cross reference to 1.162 regarding the form of the genitive plural consanguineum.
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and mutually exclusive interpretation: if the relatives are afraid of poison, then
they are not afraid of having their sons served up to them in a casserole. It seems
that, pace Goldberg, Lucretius’ technique is not entirely clear and hence we may
suspect that neither is his intent. Only by understanding how such perceptive
scholars could interpret this line in such radically divergent ways can we see
what Lucretius’ technique and intent were.

Reasons for interpreting 3.73 as an allusion to poisoning are not far to seek.
Although there is no absolutely explicit allusion to contemporary Rome, readers
of DRN 3.59 - 86, with its ambition, exile, and civil conflict, would surely feel jus-
tified in recognizing at the very least a moralizing construction of Rome in the
50s BCE, ‘our homeland’s troubled times’ (patriai tempore iniquo, 1.41).¢ Martha’s
oft-quoted description of the passage as ‘du Salluste en vers’ captures its affinity
with Bellum Catilinae 613 and other moralizing narratives of decline such as
the end of Catullus 64, though Lucretius as ever appropriates the conventional
discourse to prove an Epicurean point, that these evils result, not from the
sack of Carthage, the influx of luxury, or lack of intimacy with the gods, but
from the fear of death.” If the evils are those of contemporary Rome, then that
associated with a kinsman’s table is most likely to be the threat of poisoning.
While, for the modern imagination, Tacitus, Suetonius and Robert Graves may
have fixed the Julio-Claudian period as the pre-Borgia heyday of poison at the
family table, there is ample evidence that it was prominent at least in the late
Republican imaginary, if not in real life, and most probably in the complex in-
tersection of the two. The multiple poisonings in the case of Cluentius, Catiline’s
alleged poisoning of his son, Clodia’s of her husband, and Calpurnius Bestia’s of
his wife, all attest, if not necessarily to the ubiquity of ueneficium, then at least to
Romans’ readiness to claim and believe in its ubiquity.® That poisoning of kin

6 1 follow the standard dating of the DRN to the 50s, pace Hutchinson 2001, who argues for the
early 40s (see the response of Volk 2010). Fowler 1988, 137 urges caution when locating 3.59 — 86
in Rome, but still foregrounds such an interpretation: ‘The moralizing traditions into which the
passage inserts itself are again complex, and a purely “Roman” reading would be reductive, but
the presence of contemporary political language is not hard to seek.” For contemporary politics
in the DRN, see esp. Minyard 1985 on political discourse and Penwill 2009 on coded allusions to
Caesar, Pompey and Crassus, including the application of 3.70-1 to the last named (85-6).
7 Martha 1869, 206. Heinze 1898, ad 3.59 draws particular attention to Cat. 10, while Fowler
1988, 138 - 40 suggests more precise parallels between 3.70 -1 and Cat. 14.1- 3, and 3.74—-7 and
Cat. 20.7-8.

8 Cluentius: Cic. Clu. passim; Catiline: V. Max. 9.1.9 (Sall. Cat. 15.2 does not specify the means);
Clodia: Cic. Cael. 59-60 (implicit, but heavily so); Bestia: Plin. NH 274. On the problems of
interpreting evidence about late Republican crime, see esp. Riggsby 1999, 1-20. Kaufman 1932
offers a useful if uncritical survey of attested Roman poisoning cases.
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fitted into a discourse of moral decline, if not self-evident, can be seen not only
from its association with paradigms of that decline such as Catiline and Clodia,
but most clearly from the elder Cato’s equation of adulteresses with poisoners, a
nexus or rather continuum of immorality.” Merrill and his successors can there-
fore be considered perfectly justified in interpreting Lucretius’ words as a refer-
ence to poisoning. The question becomes, no longer why so many readers have
detected ueneficium in DRN 3.73, but why Lucretius has carefully encouraged
them to do so while simultaneously making an allusion to the mutually exclusive
tragic cannibalism of Accius’ Thyestes.'®

How to do things with genres: appropriation,
rejection and aemulatio

By asserting the ‘reality’ of uenificium in contemporary Rome, Lucretius implic-
itly denies that of Thyestean cannibalism and in so doing rejects the explanatory
power and relevance of the tragic genre. Before I try to justify this claim, it will
be useful to situate this tragic allusion (or, as I shall argue, anti-allusion) within
the context of Lucretius’ (and other Roman poets’) other engagements with rival
genres. At the risk of over-generalizing, Lucretius’ basic technique is that of ge-
neric appropriation. The DRN makes all genres serve its didactic aim, even going
so far as to imply that they were always already Epicurean, if only they were read
aright.* This technique can be most obviously seen in his treatment of mytho-
logical epic, where it is the generic analogue of the process of rationalizing de-
mythologization. In part this is an invitation to allegorical interpretation. When
Lucretius denies the existence of an Underworld where transgressors are punish-
ed, and in doing so threatens to reject the explanatory power of Odyssey 11 and
other epic katabaseis, his demythologizing of the transgressors and their punish-
ments (Tityos as the obsessive lover, Sisyphus the ambitious politician, and so
on) immediately restores epic’s claim to that explanatory power, but does so
by appropriating the genre and insisting that it be read in a rationalizing, alle-

9 Cato fr. 240 ORF = Quint. IO 5.11.39, with Edwards 1993, 51-2.

10 Alessandro Schiesaro (pers. comm.) notes that Lucretius does not explicitly identify the
scenario as one of poisoning, and hence neither does he specifically exclude the possibility of
cannibalism. The lack of explicitness cannot be denied, but such a reading is overwhelmingly
supported by the strong suggestiveness of the contemporary context and by the empirical evi-
dence that a large and distinguished community of readers has taken it so.

11 Cf. epic as a ‘totalizing form’ (Hardie 1993, 1-18), though Lucretius tends to adapt and
appropriate rather than assimilating other genres whole.
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gorizing manner.” Even when Lucretius flatly contradicts Ennius’ erroneous es-
pousal of metempsychosis and the existence of Acheron, his polemical act of ae-
mulatio is not a rejection of epic itself, but rather part of an appropriation of the
genre in order to achieve its true potential.® Lucretius’ didactic epic, with its
multi-book structure, hexametric form, extended similes, and Ennian style,
shows that the genre can bring the light of reason into the mind’s darkness,
not only when it is read aright, but even moreso when it is written properly.

The DRN’s far less pervasive engagement with tragedy operates in a similar
manner. The effectiveness of Lucretius’ description of Iphianassa’s sacrifice de-
rives in large part from his harnessing of the reactions which a tragedy would
produce in its audience.™ It is not only the sense of pathos and horror which
the sacrifice generates (and here, at the beginning of her introduction to Epicur-
eanism, the reader need not, indeed should not, maintain the same level of atar-
axia with which she will be expected to read the climactic Athenian plague). The
ethos of tragedy, so hard to define, is in part the sense of a world out of joint, and
in Attic tragedy at least, that sense often manifests itself in the perversion of rit-
ual.” Lucretius’ masterstroke is to take that sense of the perversion of ritual and,
with a characteristic Epicurean twist, make his audience feel that it is ritual itself
which is a perversion. However, for Lucretius’ argument to work, the reader must
still accept that Iphianassa was sacrificed, and her reactions to that event must
be, in modified form but still recognizably, those appropriate to tragedy.'® The
tragic genre is not rejected, only appropriated.

A partial exception to this policy of appropriation is the treatment of erotic
motifs from Hellenistic epigram and perhaps contemporary neoteric poetry in

12 3.978-1023, with Ackermann 1979, 57— 81, Wallach 1976, 83-91, Gale 1994, 37—-8, 93—4. For
Lucretius’ exploitation of katabasis’ initiatory connotations, see Reinhard 2004. Gale (1994,
190 - 1) sees demythologization as more overtly polemical, though with a paradox at its core: ‘He
retains the attractive qualities of myth while challenging its status as a vehicle for conveying
truth. Paradoxically, this is done by drawing attention to the core of truth which the stories often
contain.’

13 1.112-26. DRN as epic: Murley 1947, West, 1969, 23— 34, Hardie 1986, 193 -219, Mayer, 1990,
Gale 1994, 99 —128; contra: Volk 2002, 69 —72. Lucretius and Ennius: Gigon 1977, Harrison 2002,
Garani 2007, 25-8.

14 1.80-101. Iphianassa and tragedy: Rychlewska 1957- 8, Goldberg 2000, 55-7 ~ 2005, 131-4,
Harrison 2002. Tragedy elsewhere in the DRN: Schiesaro 1990, 111-22, Fowler 2000, Markovic
2008.

15 On perversion of ritual in Attic tragedy: Seaford 1994, esp. 369 - 88.

16 Cf. Minyard 1985, 39: ‘He accepts the story of Iphianassa and her father as true. Literature
does not here tell a false tale but a true one about what happens when people have a false view
of the world.’
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the diatribe against obsessive love which concludes book four.”” Yet even here,
although the engagement with another genre is parodic and antagonistic rather
than appropriative, Lucretius nevertheless acknowledges the existence of that
genre and the Weltanschauung which it embodies, even if it is only to ridicule
and negate that worldview; in fact the case could even be made that Lucretius
isolates and amplifies that awareness of the destructiveness and absurdity of ob-
sessive passion which is already part of the complex, fractured Catullan voice.
This is still quite different from the treatment of tragedy which I am proposing
in 3.73. Lucretius appropriates Catullan love-poetry by acknowledging the exis-
tence of Catullan lovers and then ridiculing them, but he denies the very possi-
bility of a Thyestean feast, and thus rejects rather than appropriates tragedy.
The relationship (or absence thereof) with tragedy which I suggest that Lu-
cretius constructs has nothing to do with hybridity, the Kreuzung der Gattungen,
or generic enrichment, any of the ways in which authors in practice amalgamat-
ed the diverse features of different genres.'® Rather it is based on texts’ self-con-
scious assertion of rigid and narrow generic rules and boundaries (defined by
form, content and ethos), the transgression of which in itself provides the
text’s dynamic, a practice most clearly seen in epic’s ostensible rejection of
the erotic and the feminine as alien to its generic essence, what Stephen
Hinds neatly termed ‘essential epic’.'® Epic’s construction and transgression of
its own generic boundaries offers what might initially seem a promising parallel
in (one aspect of) the Aeneid’s engagement with and rejection of tragedy in the
Carthage episode.?® Alessandro Barchiesi has eloquently shown how the generic
tussle between epic and tragedy tropes (and is troped by, following Hinds’ prin-
ciple of ‘reversing the trope’*) the ideological tussle between fate and love:

‘Love between Dido and Aeneas runs counter to the will of fate, but also contradicts the
generic canons of epic since it represents, on more levels than one, an intrusion of materi-
als outside and not provided for in the epic code (e.g., erotic-elegiac, erotic-tragic). The di-
alectical overcoming of the deviant Carthaginian episode ends up being therefore victory
for epic no less than for Fate.’”

17 4.1037-1285. Lieberg 1962, 284—-300, Kenney 2007 (1970), 314-27, R. D. Brown 1987, 133 -5,
139-43.

18 Kreuzung der Gattungen: Kroll 1924; generic enrichment: Harrison 2007.

19 Hinds 2000.

20 On the Aeneid’s wider engagement with tragedy: Stabryta 1970, Hardie 1997, Goldberg 2005,
114 - 43, Panoussi 2009.

21 Hinds 1998, 10 -16.

22 Barchiesi 2001, 131.
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Tragedy, and all it stands or can be made to stand for, is rejected by the epic Ae-
neid, or by one of its voices at least, and left behind on Aeneas’ literal and Vir-
gil’s metapoetic voyage. In this respect we have a clear parallel for its similar re-
jection and exclusion at DRN 3.73. Yet the Aeneid’s rejection is not the total denial
of relevance, of validity, of existence even, which we see in Lucretius. In some
ways, tragic Carthage is closer to the Catullan lover of DRN 4, the embodiment
of a genre and its ethos which is deprecated and even excluded, but whose ex-
istence has to be acknowledged for that deprecation and exclusion to take place.
For brutal violence towards rival genres, rather than lofty condescension, we
must descend the generic social scale to poetry’s streetfighter, satire.

Satire is the genre most prone to the aggressive denial of other genres’ val-
idity, and it is there that we might expect to find a closer parallel for Lucretius’
rejection of tragedy. The search for such a parallel is the more justified because
the DRN is widely acknowledged to have close affinities with satire.”> Moreover
the way in which the two genres construct their relationship with other genres,
most often epic but also tragedy, is similar in that the higher genres are depicted
as artificial, fantastical, and irrelevant in contrast with the ‘realism’ and rele-
vance of satire and didactic. Among such satiric constructions of tragedy, both
of which incidentally include a specific reference to Thyestes, we might note
the opening of Persius 5 and (to include satire’s close kin, scoptic epigram) Mar-
tial 10.4.2* Although there is a high degree of complexity in these passages, as
Persius collapses as well as constructs the distinction between the bloatedness
of tragedy and satura,” and Martial extends his Alexandrian recusatio to a rejec-
tion of Alexandrian poetry,®® the basic message of both is that tragedy is over-
blown in style and frothy in content (grande locuturi nebulas Helicone legunto...
Pers. 5.7), dealing only with the fantastic and unreal (qui legis Oedipoden caligan-
temque Thyesten, / Colchidas et Scyllas, quid nisi monstra legis? Mart. 10.4.1-2),
whereas the satirist’'s own work is down-to-earth (plebeian ... prandia,
Pers. 5.18) and true to ‘real life’ (quod possit dicere uita ‘meum est.” Mart. 10.4.8).*”

23 Murley 1939, Waltz 1948, Dudley 1965.

24 On the opening of Pers. 5, Bramble 1974, 2—12, Gowers 1993, 180 — 8, Hooley 1997, 64— 80. On
Mart. 10.4: Citroni 1968, 280, Watson & Watson 2003, 95-9.

25 ‘A strange contradiction arises. Many of Persius’ most distasteful images are the very ones
that most recall the origins of satura.” Gowers 1993, 184.

26 ‘[Callimachus’ Aetia] normally symbolises the “slender” style of poetry as opposed to the
trite and inflated genus of epic but here is associated...with the unreal themes of elevated
poetry.” Watson & Watson 2003, 99.

27 Paul Roche (pers. comm.) ingeniously suggests that Cornutus’ praise of the satirist on the
grounds that he ‘pursues the toga’s words’ (uerba togae sequeris, Pers. 5.14) might not only be an
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The locus classicus for this topos is of course the proem of Juvenal 1, where
the irrelevance of the tragic Telephus and Orestes is contrasted with the rele-
vance and realism of satire which is directly ‘inspired’ by the vices and follies
surrounding the satirist, and which later pour unmediated from the crossroads
into his capacious writing tablets.?® Yet it is the engagement with tragedy in Sat-
ire 6 which offers the most interesting parallel for DRN 3.73:

fingimus haec altum satura sumente coturnum
scilicet, et finem egressi legemque priorum
grande Sophocleo carmen bacchamur hiatu,
montibus ignotum Rutulis caeloque Latino?
nos utinam uani. sed clamat Pontia ‘feci,
confiteor, puerisque meis aconita paraui,

quae deprensa patent; facinus tamen ipsa peregi.’
tune duos una, saeuissima uipera, cena?

tune duos? ‘septem, si septem forte fuissent.’
credamus tragicis quidquid de Colchide torua
dicitur et Procne; nil contra conor.

Juv. 6.634-44

No doubt I'm making this up, as my satire puts on the lofty tragic buskin, I’'ve gone beyond
the legal limits of my predecessors and ululate a grandiose song with a gaping mouth wor-
thy of Sophocles, a song unfamiliar to the mountains of Rutulia and the sky of Latium? If
only we were talking rubbish! But Pontia shouts aloud, ‘I did it, I admit it, I mixed poison
for my boys, poison which was discovered and made known; nevertheless, I myself carried
out the crime.’ Did you kill two with one meal, most cruel viper? Did you kill two? ‘Seven, if
there had happened to be seven.” Let us believe whatever is said by the tragic poets about
the fierce woman of Colchis and Procne; I shan’t try to argue against them.

As with DRN 3.73, this passage has prompted diametrically opposed interpreta-
tions. According to Anderson, ‘Essentially, he makes the same proclamation as
in Satire 1, that he totally replaces tragedy and epic with his lurid portrait of con-
temporary monsters’, whereas for Morford ‘The satirist ... has the same material
as the tragedian, and the distinction between them drawn in Satire 1 no longer

instance of satire’s characteristic Roman chauvinism, but also stress its relevance to contem-
porary Rome, the gens togata, in contrast to the irrelevance of costumed tragedy.

28 Juv. 1.1-18, 63—-4. It is ironic that Martha (1869, 205-6) contrasts Lucretius’ use of con-
temporary vices with Juvenal’s employment of ‘literary’ exempla, clearly thinking of the latter’s
tenth satire and ignoring his rejection of such themes in Sat. 1, 6 and elsewhere: ‘Il ne poursuit
pas de fureurs littéraires et rétrospectives, ’ambition d’un Alexandre ou d’un Xerxés a la facon
de Juvénal. C’est un Sylla, un Clodius, un Catilina ou leurs précurseurs que désigne son in-
dignation présente et civique.” On Juvenal and tragedy: W. S. Smith 1989.
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applies.” That both critics are right expresses the paradox at the heart of Juve-
nal’s engagement with tragedy. In an act of generic aemulatio, satire not only re-
places tragedy but surpasses it, as Pontia’s willingness to kill seven children sur-
passes Procne’s one and Medea’s two. Similarly Nero surpasses Orestes, with a
more diverse portfolio of kin-killing topped by his crimes against poetry
(8.215-21); the cannibalistic citizens of Ombi outdo anything in the tragic
poets (15.27—32); with greater ironic—even Epicurean—detachment and less indig-
nation, human affairs are more entertaining than any of the ludi scaenici
(14.262-4). There is no need for tragedy, when satire can outdo it in producing
horrors which are not only real but also more terrible.® Yet the parallelism be-
tween Pontia and Medea means that, while tragedy is now dispensable, it cannot
be considered fantastical or irrelevant (credamus... nil contra conor). The very act
of replacing tragedy paradoxically validates its truth-value. To some extent Juve-
nal here is not rejecting but appropriating tragedy, rather in the manner of Lu-
cretian demythologization. Whereas Atreus and the poisoners are mutually ex-
clusive, Pontia and Procne are both infanticides. Lucretius shares satire’s polem-
ical rejection of irrelevant genres, but goes further (than Juv. 6.634—8 at least) in
denying them even the vestige of truth-value which would enable them to be de-
mythologized and trumped. We have come close to a sense of how Lucretius em-
ploys anti-allusion to reject the validity of tragedy, but we must take three more
steps along the path, a path which will take us past Aristophanes and Housman
(in poetic rather than scholarly guise), but which begins, appropriately enough,
with Lucretius himself.

Three steps to anti-allusion: latent myth,
paratragedy, and the anti-pun

The first step towards understanding Lucretius’ anti-allusion to Accius’ Atreus in-
volves an extension of Monica Gale’s concept of ‘latent myth’, to which my for-
mulation ‘latent tragedy’ of course alludes. Gale uses the term to describe ‘pas-
sages where mythological characters, themes or situations seem to lie at the root
of Lucretius’ imagery or phraseology or choice of exempla, without an explicit

29 Anderson 1962, 152; Morford 1972, 198.

30 In the context of our analysis of DRN 3.73, it may be significant that the ‘real-life’ Pontia
poisons her children (aconita paraui, 6.639), whereas both Medea (e.g. E. Med. 1244) and Procne
(e.g. Ov. Met. 6.641) traditionally used the more heroic sword.
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reference.”® On a simple level, of course, DRN 3.73 is straightforwardly an in-
stance of latent myth, since Atreus and Thyestes are evoked but not explicitly re-
ferred to. However, there is a marked difference from most of Gale’s examples. In
comparing the insatiable lover’s situation to a dream of being in a river but un-
able to drink, the evocation of the unnamed Tantalus invites the reader to draw
close parallels between ‘reality’ and (latent) myth (suitably demythologized),
even making the additional Epicurean point of equating thirst and sexual desire
as purely physical needs and katastematic pleasures.’® In contrast, 3.73 requires
the reader to dissociate the ‘reality’ from the myth, indeed rejecting the latter’s
cannibalism in favour of the former’s poisoning.

However, Gale’s analysis of certain latent myths as adynata offers a more
promising parallel. In discussing Lucretius’ proofs that nothing will come of
nothing, since otherwise nature would produce men of immense stature or lon-
gevity, she argues that the ‘existence of such beings [as Polyphemus, Nestor and
Tithonus] is ... rejected in such uncompromising terms that their non-existence
can be used as the basis for an argument.’* The rhetorical effectiveness (albeit
logical circularity) of the way in which Lucretius ‘kills two birds with one stone’
(Gale 1994, ibid.), using the non-existence of mythical prodigies to ‘prove’ the
non-existence of ‘real’ prodigies and vice versa, is further enhanced by the
very fact that the myths are latent. The exclusion of the names of Polyphemus,
Nestor and Tithonus from the poem acts as a parallel for the exclusion of such
adynata from Lucretius’ universe.>* Of course, not all Lucretius’ latent myths op-
erate like this, as the examples of Tantalus and many others discussed by Gale
show, but it is one way in which they can be employed. Neither is the parallel
with the mutually exclusive relationship of Atreus and the poisoner exact,
since the mythical Polyphemus and the hypothetical giants are still equivalent
to each other, even though that equivalence constitutes their being equally
non-existent. However, this use of the latency of latent myth to reject the exis-
tence of Polyphemus and Nestor (and, by extension, the truth-value of Homeric

31 Gale 1994, 156. She does not mention 3.73.

32 Lucr. 4.1097-104, with R. D. Brown 1987, ad loc., Gale 1994, 184. On kinetic and katastematic
pleasures, see most conveniently Woolf 2009, 170 -7.

33 Lucr. 1.199 - 204. Gale 1994, 183 (original italics). Cf. Gigandet 1998, 126: ‘ce sont des figures
de I'impossible, données comme évidemment telles par un appel implicite au bon sens ou au
constat empirique. Cependant, dans ce contexte, les exemples de métamorphoses voisinent avec
d’autre échantillons de figures mythiques, formant ainsi avec eux une séquence soumise a une
réfutation implicite supplémentaire, redoublée.’

34 On the DRN as a simulacrum of the universe which it explains, see esp. Thury 1987.
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epic) does provide us with our first step on the path to anti-allusion, and Lucre-
tius’s rejection of Atreus, and by extension of tragedy.

The second step involves the heinous (but very Lucretian) crime of self-cita-
tion. Gale’s latent myths as adynata have given us a parallel for the rejection of
an implied mythical analogue which is reassuringly located within the DRN, but
it does not parallel the disjuncture of privileged ‘reality’ and rejected myth which
I propose in 3.73; nor, for all that a latent Polyphemus or Nestor might loosely
evoke Homeric epic, does it parallel the specifically generic antagonism with
which I believe Lucretius rejects tragedy through its representatives Atreus and
Thyestes. To find a (surprisingly) close parallel, our path to anti-allusion must
take a detour via Aristophanes and my own interpretation of Mnesilochus’ con-
trast between Euripides’ tragic heroine Phaedra and a ‘real-life’ (for which, of
course, read comic) adulteress at Thesmophoriazusae 497—501.> Among the
catalogue of women’s crimes which his disguised kinsman asserts that Euripides
has not depicted is that of an adulterer fleeing his lover’s house as follows:

el 8¢ Daidpav Aotdopet,
AUV i ToDT €0T’; 008’ EkelV’ elpnké Mw,
g 1 yuvn Sekviboa Tavdpi TolykukAov
DMOVYAO” 010V €07, £YKEKAAVHEVOV
TOV poLOV EEémeppev, oK elpnké nw.
Ar. Thesm. 497-501.
But if he abuses Phaedra, what’s that to us? Nor has he said anything about this, how the
woman, while showing her husband her cloak to see by the light, sent her lover away with
his head swathed; he hasn’t said anything about that.

I have suggested that the image of a young man fleeing a sexually immoral
woman with his head swathed would, especially just after the reference to Phae-
dra, evoke the Hippolytus of Euripides’ Hippolytus Kaluptomenos, covering his
head in shame as he flees the advances of his stepmother. However, ‘the evoca-
tion of the Kaluptomenos does not suggest that Euripides had also described this
sordid tale of comic adultery. On the contrary, it demonstrates the sort of scenar-
io—parallel but, for that very reason, the more distinct—which Euripides had not
described.”® The superficial parallelism of the scenarios combines with their dif-
ferences (the flight is motivated not by repulsion but by the need to evade the
husband, the swathing not by shame but by a desire not to be recognized) to
privilege the ‘real-life’ over the mythological, and hence the comic over the trag-

35 Cowan 2008.
36 Cowan 2008, 318.
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ic. As such it fits into the play’s wider agonistic assertion of the relevance and
potency of comedy over that of tragedy.>” Although there is a vast gulf between
Aristophanes’ Thesmophorion and Lucretius’ Rome, their technique in rejecting
their common generic enemy, tragedy, is remarkably similar. Just as the mental
image?® of the swathed youth in flight evokes Hippolytus, only to reject him as
the sort of irrelevant figure which tragedy depicts, in favour of the real-life rele-
vance of the adulterer, so Lucretius momentarily conjures the image of the tragic
Thyestean feast, only to dismiss it as a tragic irrelevance, in favour of the ‘real-
life’ relevance of poisoning. In both cases, the rejection is not only of the actual
incestuous approach/cannibalistic feast, but of the tragic genre represented by
it.

The third and final step brings us finally to the term ‘anti-allusion’, and in-
vokes a far weightier authority than myself in the form of Christopher Ricks.
Among the stylistic features which Ricks has detected in his analyses of modern
English poetry is the ‘anti-pun’, which he defines as follows:

‘Whereas in a pun there are two senses which either get along or quarrel, in an anti-pun
there is only one sense admitted but there is another sense denied admission. So the re-
sponse is not “this means x” (with the possibility even of its meaning y being no part of
your response), but “this-means-x-and-doesn’t-mean-y”, all hyphenated.”**

The effect is particularly well illustrated by a quatrain from the twenty-seventh
of A. E. Housman’s Last Poems (cited at Ricks 1984, 174):

The diamond tears adorning
Thy low mound on the lea,
Those are the tears of morning,
That weeps, but not for thee.

The anti-pun lies in the ‘tears of morning’ and signifies, using Ricks’ formula-
tion, that ‘this-means-morning-and-doesn’t-mean-mourning’, an implication
made explicit in the following line, which specifies that the tears are the meta-
phorical tears of morning dew, not the literal tears of mourning, which the dead
addressee does not receive. If the rival connotations of a single word, or more

37 On the victory of comedy over tragedy in Thesmo., see esp. Bowie 1993, 217-27, Tzanetou
2002, 355-9, Cowan 2008, 318-20.

38 Unlike DRN 3.73, which could, out of context, be interpreted as a straightforward allusion to
Thyestean cannibalism, Aristophanes’ reference to the young man as a poiy6g means that only
the visualized scene, and not its verbal description, could suggest Hippolytus.

39 Ricks 1984, 265-6.
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precisely a single sound, can simultaneously be one admitted and the other ex-
cluded, then an analogous effect can be produced by allusion. In Housman’s
anti-pun, the sound of the word ‘morning’, assisted by the deliberately mislead-
ing juxtaposition of the metaphorical ‘tears’, produces rival associations in the
listener’s (or sensitive reader’s) mind, drawing her towards thoughts of ‘mourn-
ing’, only for those thoughts to be excluded by the following line (and indeed,
for the reader, by the visual appearance of the word), forcing her to interpret
the ‘tears’ as dew and the ‘morning’ as simply morning. In Lucretius’ anti-allu-
sion, the intertextual connection with Accius’ oderint dum metuant, assisted by
the reference to blood-relatives and tables, produces rival associations in the
reader’s mind, drawing her towards thoughts of Thyestean cannibalism, only
for those thoughts to be excluded by the pressure of the contemporary Roman
context, forcing her to interpret the fear as one of poisoning. To appropriate
Ricks’ formulation, Lucretius’ anti-allusion signifies that ‘This-means-the-fear-
of-poisoning-and-doesn’t-mean-a-tragic-cannibalistic-Thyestean-feast’.

Anti-allusion is not the same as antiphrastic allusion. The latter is still an
allusion, which directs the reader’s mind towards the source text, even if the re-
lationship it sets up is a contrastive one. When, for example, Lucan evokes Ae-
neas’ visit to the future site of Rome when describing Caesar’s visit to the former
site of Troy, whether the reader takes this as an undermining of Virgil’s epic tele-
ology or as pointing the contrast between the ktistic Aeneid and the cataclysmic
Bellum Ciuile, either option demands that she give full consideration to the
source text, even if the relationship of the target text to it is one of perversion
or inversion.*® Anti-allusion excludes the source text and even denies its status
as source text, or as bearing any significance at all. As with the Aristophanic ex-
ample, the sense which is excluded extends beyond the action which is (almost)
signified, be it incest or cannibalism. By including an anti-allusion to a paradig-
matic tragic scene and producing the effect of anti-allusion by evoking a famous
tragic phrase, Lucretius rejects the whole genre of tragedy, its ethos and its ca-
pacity to convey truth, implicitly branding it as fantastical, artificial, irrelevant,
just as satire does explicitly. Tragedy is a particularly significant target in this
context, since the initial performances of the plays in 5™-century Athens (almost
certainly) and mid-Republican Rome (possibly), and without question their re-
performance in the late Republic, carried heavy political significance, an implicit
claim to be able to represent the problems of a broken society.**

40 On Caesar at Troy, see Rossi 2001, with further bibliography.

41 Among the immense scholarship on the politics of Attic tragedy, Carter 2007 offers a succinct
and useful discussion. On the equally fraught question of the politics of Republican tragedy, see
esp. Gildenhard 2010. On politicized restagings in the late Republic, Beacham 1991, 15663,
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Lucretius’ intent and technique may not be as clear as Goldberg asserts, but
they are undeniably subtle and effective. However, after reaching the end of the
path to anti-allusion, there remain three points which will both illuminate and
complicate Lucretius’ technique still further.

Three last thoughts: more (anti-)tragic imagery,
quotation, and the limits of anti-allusion

It may be that 3.73 is an isolated instance of Lucretius’ polemical rejection of
tragedy within the extended proem of DRN 3. However, at least two other passag-
es suggest that it might form part of a more extensive, and perhaps even sus-
tained, engagement with (or rather exclusion of) the rival genre. The depiction,
immediately preceding the catalogue of contemporary vices, of the man who es-
pouses rational philosophy, but reverts to superstitious mumbo-jumbo when ex-
iled, climaxes with an image which has generally been accepted as an allusion to
the stage:*

nam uerae uoces tum demum pectore ab imo
eliciuntur et eripitur persona, manet res.
Lucr. 3.57-8

For the real words are then finally drawn up from the bottom of the heart and the mask is
torn away: the real thing remains.

The use of theatrical imagery to represent the contrast between the deceptive fa-
cade presented to the audience of the outside world, and the reality beneath, is
an obvious and common one. However, it could also serve as a programmatic
announcement of Lucretius’ assault on tragedy using the weapon of anti-allu-
sion: the tragic mask which is torn away is a metonymy for the tragic genre,
its ethos, and its employment as a means of understanding the world; Lucretius
instead will reveal (his construction of) reality, the res beneath.

Such a programmatic reading of these lines would hardly be appropriate for
a single instance of anti-allusion hidden away among many other instances of
fear-of-death-inspired criminality. Are there more instances in the extended
proem? Unfortunately, the loss of so much of Republican (and indeed of Hellen-

Champlin 2003, 295-305, Erasmo 2004, 81-101, Boyle 2006, 143 -59. On the politics specifically
of Thyestes tragedies: La Penna 1979, Leigh 1996.

42 The exception is Farrington 1955, who unpersuasively argues that persona refers to political
status rather than an actor’s mask.
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istic, fourth-century, and even, proportionately, of fifth-century) tragedy makes
the task of recognizing allusions very difficult for the modern reader. To recog-
nize an anti-allusion is even harder, since it would not be simply a case of,
say, detecting a tragic Ariadne, Medea or Scylla behind those ‘who have betrayed
their homeland and dear parents’ (patriam carosque parentis / prodiderunt,
3.85—-6). Rather we should have to hypothesize a tragic scenario which bears
a partial correspondence to the contemporary scenario described, but which is
also as distinct from it as Atreus’ butchery is from a case of poisoning. To
make such a (partial) connection, we should probably require an additional sig-
nal, such as the verbal (or rather semantic) echo of oderint dum metuant in odere
timentque.

I should like to propose one possible case. Lucretius specifies the desire to
flee from the (metaphorical) gates of death as the motivation for the atrocities he
proceeds to describe:

unde homines dum se falso terrore coacti
effugisse uolunt longe longeque remosse...
Lucr. 3.68-9

From whence, while, forced by false fear, men
want to have escaped far and far to have removed themselves...

The (often hyperbolic) desire, usually on the part of the chorus, to flee far away
from the present horror is a common topos in Attic tragedy and one which recurs
later in Seneca, perhaps significantly in his Thyestes.** That it occurred in Re-
publican tragedy too is shown by a fragment preserved in a number of variations
as one of Cicero’s favourite tags: ubi nec Pelopidarum nomen nec facta aut famam
audiam (‘...where I might hear of neither the name nor the deeds nor news of the
sons of Pelops’).** The parallel between the Lucretian passage and the tragic
topos is clear and recognizable, but there is also sufficient difference for it to
have the potential to act as an anti-allusion. Whereas the tragic chorus desires
to escape to the ends of the earth from some horrific crime which has just
been committed in their vicinity, Lucretius’ Romans desire to escape the gates
of death by remaining in Rome and committing horrific crimes. The anti-allusion

43 Soph. Oenomaus fr. 476 Radt, OC 1081-4, Eur. Andr. 862-5, Hec. 1099 -1106, Hel. 1478 - 94,
HF 1157-8, Hipp. 1290 -3, Ion 796 -8, 1238 - 43, Med. 1296 — 8, Phaéth. fr. 781.61-4 Kannicht. On
Attic instances, see Padel 1974 and Wright 2005, 219 -22. Sen. Thy. 623 -6, Pho. 420 -1.

44 ex. inc. inc. fab fr. 44 R’. Quoted at Att. 14.12.2, 15.11.3, Fam. 7.28.2, 7.30.1. All date from 46— 44
BCE, after even Hutchinson’s late dating of the DRN, but still show the role of such tragic tags in
political discourse.
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would probably be to the topos as a topos, rather than to any particular instance
of it, but this would if anything reinforce the sense of rejecting the tragic genre as
a whole. Its force is undeniably neither as striking nor as effective as that of 3.73,
but it does indicate the possibility that polemical anti-allusion to tragedy per-
vades the extended proem. It may also be significant that both ubi nec Pelopida-
rum... and oderint dum metuant are not only tragic phrases, but tragic tags, our
second point, to which we now turn.

In his characteristically subtle analysis of Lucretian intertextuality, Don
Fowler made the following important observation:

‘in considering literary intertextuality, we should certainly return to the original texts for
our comparison and contrast because this will often suggest traces present in our target-
text under erasure, but we should also consider the way in which these literary texts
may have been used already within the context of philosophical discourse, and how
they may thus have acquired further associations in the history of their reception.’*

Up until this point we have considered Lucretius’ generic attack as being a direct
one of didactic against tragedy, but the DRN also stands in an agonistic relation-
ship with other philosophical texts, many of which made use of tragic quotation
and allusion.”® The figure of Thyestes does make a surprising number of appear-
ances in philosophy, beginning with his rather different implicit appearance as
the emblematic tyrant in Plato’s myth of Er, and continuing in Cynic and Stoic
writings.*”” However, while Fowler, in considering intertextuality, encourages us
to look for the further associations which specific passages have accrued by vir-
tue of their tendentious quotation in philosophical discourse—a possibility
which we should by no means exclude for oderint dum metuant—rather than
solely returning to the unmediated source-text, when considering anti-allusion,
where the text discourages us from engaging with any associations, original or
accrued, it is more likely that Lucretius is rejecting the use of tragedy by philos-
ophy in general. As well as emulatively asserting the generic superiority of his
didactic epos over tragedy, he asserts the superiority of his Epicurean philoso-

45 Fowler 2000, 154.

46 On philosophy’s use of tragedy, see esp. Gill 2005; specifically on Ciceronian philosophy:
Michel 1983, Auvray-Assayas 1998, Eigler 2000, Goldberg 2000.

47 Pl. Rep. 619b-c, with Halliwell 1984, 50 — 5. Hook 2005 surveys the presence of Thyestes (and
Oedipus) in Greek philosophy.
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phy, with its close connection to ‘reality’, over other schools, whose writings
make use of the irrelevant fantasies of tragedy.*®

Yet it was not only philosophy which made use of tragic quotation and allu-
sion. We have already noted how the performance of tragedy itself could be made
to carry political significance, but such significance could also be imparted by
quoting or alluding to tragedy in political speeches and letters.*’ There are nu-
merous examples in Cicero, including Clodia as Clytemnestra murdering Metel-
lus as Agamemnon (Cael. 59 - 60), and Clodius as any number of frenzied tragic
figures; as Gildenhard puts it, ‘Clodius has, as it were, stepped out of the tragic
imagination into Roman reality.”*® Since the extended proem of DRN 3 includes
none of the more technical aspects of Epicurean physics or epistemology, and
deals even with ethics in only the broadest sense, Lucretius’ rejection of tragedy
as a means of understanding society might be thought a response less to the phi-
losophers who so use it than to orators and politicians.

Our final point brings us back, perhaps inevitably, to Don Fowler. In a char-
acteristic move, he concludes his classic study of Lucretian intertextuality by
sowing the seeds of deconstructing everything he has just written:

‘I have taken a conservative view of the effect even of the intertexts that I have discussed,
with the emphasis on the way in which they contribute to the master argument of the De
rerum natura rather than on their potential for disruption: in another mood, I might wish to
go further down that road than I have here.”*

In a comparable manner, I have given Lucretius complete power over the recep-
tion of his text and its intertexts.>? The very notion of anti-allusion assumes that
it is possible for the author (or, if we prefer, the text) to prescribe for the reader
which associations she is permitted to make and which she is not. Yet the es-
sence of intertextuality, even more than of interpretation in general, is its uncon-
trollability. Lucretius (which is as good a way as any to designate the controlling
voice of the text, especially one which constructs for itself such a charismatic

48 Epicurus’ famous, if controversial, opposition to mythological poetry is no doubt a further
element in Lucretius’ generic game, though the complex way in which he engages with a range
of genres suggests that it is a minor one.

49 Since Cicero’s speeches (notably Sest.) and letters are our main source for politicized tragic
performance, the boundary between the two categories is not a sharp one.

50 Gildenhard 2011, 340, on Har. 39. On the use of tragedy in Ciceronian oratory, see also Kubiak
1989, Hollis 1998, Gildenhard 2007. Cf. Wilson 1996 on fourth-century Attic oratory.

51 Fowler 2000, 154-5.

52 See Hinds 1998, 47-50, on the usefulness of retaining at least a constructed alluding author
even for a text-reader-focused intertextuality.
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and coherent persona) encourages the reader, perhaps even insists, that she ex-
clude Atreus and Thyestes (and with them the whole tragic genre) from her read-
ing of DRN 3.73, but does he have the power to do so?** Even without going to
extremes of hermeneutic indeterminacy and allowing all interpretations to be
equally valid, anti-allusion is by its very nature peculiarly susceptible to being
hoist with its own petard. It dangles an intertext before the reader’s eyes and
then forbids her to use it, but it may be that the idea of Atreus is not so easily
dispelled, and no matter how hard Lucretius tries to expel the tragic Pelopids
from his contemporary Roman world, there is always the possibility that they
will creep back in.
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Lucan and Caesar: Epic and Commentarius

Abstract: Masters’ monograph Poetry and Civil War in Lucan’s Bellum Civile (1992)
brought into critical focus and subjected to sustained investigation two crucial, if
controversial, features of Lucan’s Bellum Civile: its obsessive reflexivity and its
sustained interaction with Caesar’s three books of commentarii on the civil
war. This paper attempts to bolster Masters’ analysis by establishing a connec-
tion between Lucan’s reflexivity and his poetic ‘response’ to Caesar’s commenta-
ries. It is argued that Lucan archly exploits the notion of the commentarius as a
provisional and transient literary form whose purpose was to give rise to texts in
loftier genres. A secondary objective is to detach the claim that Lucan made sig-
nificant use of the Caesarean commentarii from arguments for the completeness
of the Bellum Civile.

Keywords: civil war, commentarius / commentary, composition myth, historical
epic, intertextuality, metapoetics, Scaeva

1 Introduction

Two decades ago, Jamie Masters’ monograph Poetry and Civil War in Lucan’s Bel-
lum Civile, brought into critical focus and subjected to detailed investigation two
crucial, if controversial, features of Lucan’s Bellum Civile: its obsessive reflexivity
and its sustained interaction with Julius Caesar’s three books of commentarii on
the civil war. Neither feature was entirely new to scholarly discussion. The first
had, for example, been treated by John Henderson with characteristic brilliance
a few years earlier.' The second, though roundly dismissed as implausible from
the 19™ century onwards, had found occasional champions. The most pertinent
of these is the German scholar Heinz Haffter, who, in an article published in 1957,
argued not only that Lucan had used Caesar’s Commentarii de bello civili as a
model, but that he had deliberately concluded his epic at much the same
point that Caesar’s civil war narrative had broken off, as a marked intertextual
gesture. The implication, of course, was that Lucan’s epic stands complete in
the form we have it. Haffter’s article provoked a strong, mostly negative and
sometimes scathing critical response. Masters, on the other hand, characterized

1 Henderson (1988), which remains among the most important landmarks of modern Lucan
scholarship. O’Higgins (1988) is another important precursor.
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the piece as ‘one of the great moments of Lucanian scholarship’, and took its es-
sential ideas on board.?

Masters was, I think, fully successful in demonstrating the pervasive reflex-
ivity of Lucan’s epic. He appears to have been somewhat less so in demonstrat-
ing Lucan’s engagement with the Caesarean commentarii. One indication of lin-
gering critical scepticism is the publication in 2004 of Jan Radicke’s monograph
Lucans Poetische Technik, a study running to several hundred pages that reverts
to the long-standing communis opinio that Livy was the only significant prose
source for Lucan’s epic, dismissing Caesar’s influence out of hand. Part of the
difficulty critics have had in embracing Masters’ argument on this point derives
from his acceptance of Haffter’s thesis that the epic Bellum Civile stands com-
plete as we have it, a rather doubtful proposition in itself that is then used as
evidence for Lucan’s intertextual engagement with Caesar. This probable misstep
notwithstanding, Masters was right, I think, in his intuitions regarding both the
first and the second features of Lucan’s epic. Where he may have missed an op-
portunity is in recognizing that these two features are closely interrelated, and
can be productively brought together in an integrated analysis.

It will be the principal goal of this paper to do precisely that, to establish a
connection between Lucan’s reflexivity and his poetic ‘response’ to Caesar’s civil
war commentaries. A secondary objective will be to detach the claim that Lucan
made significant use of the Caesarean commentarii from arguments for the com-
pleteness of the Bellum Civile.

2 The Genre of the Commentarius

Before proceeding with the analysis, it will be useful to take a step back and con-
sider in general terms the genre of the commentarius as such. Its somewhat
vague, amorphous and programmatically ephemeral nature makes the commen-
tarius an intriguing generic form. All the more so in the context of this volume
and the conference on ‘generic interfaces’ from which it arose, for commentarii
were often written with the express purpose of spawning new works of literature
in different genres. That is to say, the commentarius was frequently produced to
provide material to be reprocessed, in order to give rise to other writing in differ-
ent, which is to say more lofty and polished, generic form. One might write a
commentarius to provide the raw materials for a prose history or, more impor-
tantly for present purposes, an epic poem. For this practice we have the testimo-

2 Masters 1992, 244.
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ny of Cicero, who reveals in a series of letters to Atticus that, he wrote a commen-
tarius (in Greek) on his consulship of 63 BCE; this was not intended for publica-
tion as such, but was meant to provide the basis for histories written by others.
In the event, Cicero reports, those he proposed the project to turned him down
after inspection of the proffered commentarius.?

Recent scholarship has rightly moved away from the idea that the commen-
tarius was inevitably or even typically meant as source material to be written up.*
Already in the late Republic, commentarii were ‘an established form of apologet-
ic history, history written and published by (or for) a public figure to affirm his
achievement and defend his actions.” As composed by Caesar, the commentarius
was a generic form that evolved from dispatches sent by the general fighting
campaigns on behalf of the Roman state. And this is part of their collective ideo-
logical significance. Unlike the Gallic War commentaries, those on the Civil War
were not in the event published by Caesar himself. But they clearly belong to the
same body of work. Indeed, as Henderson acutely observes, ‘Caesar’s commen-
tarii run, and should be read, together: the Gallic Wars and Civil Wars claim a
scandalous continuum’.® The civil war commentarii ‘pretend to be no other
than a rough draft, a provisional string of raw documents’.” They are, of course,
anything but. If in some incarnations the commentarius was barely recognizable
as a stand-alone generic form, Caesar famously succeeded in making it so. Nev-
ertheless, as Batstone and Damon observe, it was easy to imagine that Caesar’s
commentarii were intended, as was Cicero’s Greek commentarius, to serve as a
basis for other narratives.® Indeed, Hirtius (one of Caesar’s continuators), explic-
itly remarks that they were published ne scientia tantarum rerum scriptoribus
deesset (BGall 8 pref.), but agrees with Cic. Brut. 262 that their stylistic excellence
was such as to discourage others from undertaking to rewrite them.® The remarks
of Cicero and Hirtius are telling: with Caesar, if not before, the commentarius
could clearly stand on its own two feet; but both nevertheless link the Caesarean
commentaries to the conventional horizon of expectation, that is, they speculate
upon the probability of a ‘write-up’ by a different author in a more lofty genre.

3 See Riggshy 2006, 147.

4 Riggsby (2006, 147), noting that the term commentarius has a fairly broad range of senses,
including ‘notebook’ and ‘record book’.

5 Batstone and Damon 2006, 10 —-11.

6 Henderson 1996, 39.

7 Henderson 1996, 48.

8 Batstone and Damon 2006, 10 —11.

9 My observations here continue to follow Batstone and Damon 2006, 10 —11.
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Evidently no commentarii, not even Caesar’s, could entirely pull free from their
prescribed trans-generic destiny.

Caesar’s commentarii thus present a challenge to would-be literary succes-
sors, a challenge that is both formal and, in the case of a Pompeian sympathizer
such as Lucan, ideological. I want to suggest that Lucan was in a sense taking up
the challenge, that is he chose to undertake a trans-generic reprocessing of the
‘raw materials’ offered by Caesar’s commentarii. His ‘writing up’, of course, is
anything but an obliging act of homage: it entails not so much elaboration
and embellishment of the Caesarean original as inversion and denunciation.

Be that as it may, the logic of the generic interface is clear enough, and para-
digmatic in its wishfulness. Lucan’s act of composition amounts to an act of re-
placement, an act that seeks to consign the ‘humble’ original to the rubbish heap
of literary history. According to normal practice, after its ‘writing up’ the com-
mentarius has lost its raison d’etre: it no longer needs to be read. The new, deriv-
ative text subsumes and supersedes the old and thereby renders it disposable.
The commentarius has, in effect, outlived its usefulness and may be allowed
to lapse into oblivion.

Such trans-generic posturing would be in accordance with prevailing prac-
tice: few commentarii will have long survived their write-ups. But even the notion
of a defiant ‘writing-up’ by Lucan, an ideological recasting of the Caesarean orig-
inal stands in need of demonstration. For scholars have generally objected to any
attribution of engagement with or indebtedness to Caesar’s civil war commenta-
ries on Lucan’s part. So before proceeding further, a brief consideration of the
vexed question of Lucan’s use of Caesar’s Commentarii is in order.

3 The Caesarean Model

In 1912 René Pichon published Les Sources de Lucain, a monograph that remains
surprisingly influential on its centennial anniversary. Pichon established the
communis opinio that Livy was Lucan’s only important source for historical
facts. The problem, of course, is that the eight books of Livy covering the civil
war are not extant; nevertheless, it can be established from testimonia and
other evidence that Lucan did make use of Livy’s account in a number of passag-
es. 10

10 Here I conveniently refer the reader to Lintott (1971, esp. 489), demonstrating instances of
dependence on the Livian account.
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Pichon’s argument depends on two suppositions: firstly, that Lucan would
have had recourse to a single source for historical facts; and second, that any
similarity between Lucan and other post-Livian authors arises from common de-
pendence on Livy. This appeal to the unique and decisive influence of a non-ex-
tant text has the great advantage that by its very nature it precludes decisive ref-
utation. In each and every discussion of Lucan’s sources, as Bramble has well
put it, ‘Livy is pointlessly, but necessarily invoked’.'* Similarities and overlaps
in coverage between Lucan and Caesar can be explained by the mediation of
Livy, since Caesar was one of Livy’s sources. With Livy established as the crucial
intermediary, Caesar can simply be bracketed out. And for the most part, he has
been.

But if Pichon’s views continued to prevail in the critical debate, arguments
for Lucan’s use of Caesar were occasionally aired. I have already mentioned the
article by Haffter, published in 1957, which argued for Lucan’s deliberate imita-
tion of Caesar, based on the fact that the two narratives open and break off at
almost the same point. This was followed three years later by an article by Mi-
chel Rambaud arguing that Lucan’s epic aimed at a systematic reversal of the
subtle propaganda of the Caesarean civil war commentaries.

This last point is crucial, for it announces a fundamental conceptual shift,
that is to say, it imagines a different kind of intertextual relationship between
Caesar’s commentarii and Lucan’s epic. Instead of considering (and, with Pichon,
rejecting) Caesar as a source for Lucan, Rambaud had redefined him as a model
- more specifically, as a negative model."* Masters seized upon this notion, and
developed it with characteristic perspicacity, balancing Caesar as Lucan’s anti-
model in prose with Virgil as his antimodel in poetry.*®

One of the many virtues of this approach is that it eliminates from consider-
ation what we might call arguments of sympathy, which have enjoyed an advo-
cacy that spans at least three different centuries.* Such arguments reject Lucan’s
use of Caesar’s commentarii largely on the grounds that their sanitized reports

11 Bramble 1982, 43.

12 It should be acknowledged that some critics have attempted to support the Livy theory more
constructively, adducing similarities between Lucan and extant parts of Livy (i.e. those coverage
of non-civil war history). This would obviously mean a very deep and systemic indebtedness. So
Vitelli (1902), for example, finds similarities between Lucan’s description of Dyrrachium (6.19 ff.;
likewise Ilerda at 4.12ff.) and Livy’s of Scodra (Liv. 44.31.2).

13 Masters 1992, 17-18: ‘I wish here to sustain the hypothesis, advanced first by Griset, Haffter,
and Rambaud, that Lucan’s Bellum Civile is a deliberate counterpoise to Caesar’s commentary of
the same name; that, in short, just as Lucan opposes and confronts Virgil in the domain of
literary epic, so does he oppose and confront Caesar in the domain of history’.

14 We might point to Giani 1888, 23-4 and 119 —20; Pichon 1912, passim; Radicke 2004.
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would have offended Lucan’s political convictions, and would not have appealed
to his aesthetic sensibilities; in short, it would not have provided appropriate
raw material for his anti-Caesarean narrative. Naturally, the argument goes,
Lucan would have much preferred the ‘Pompeian’ account of Livy, which had
evidently already performed the kind of ideological ‘neutralization’ and reversal
that Lucan required. But if we assume, with Rambaud and Masters, that Caesar is
an anti-model, the prose equivalent to Virgil’s epic, then we will no longer be
looking at Caesar the same way we would a ‘source’ like Livy. Here it will be
helpful to recall Bramble’s insightful observation that ‘Lucan is at his best
when he has some pattern to follow, adapting, reversing, or negating it’.>

In ideological terms there would have been no single text that Lucan would
have been more keen to neutralize, to counter, and indeed to write out of exis-
tence, than Caesar’s civil war commentaries. Henderson has well discussed
such features of the commentarii as the negative ventriloquism of Caesar’s oppo-
nents, and the play of Caesarean euphemism against Pompeian denigration.'®
Caesar’s subtly biased prose is among the most compelling explanations for Lu-
can’s blatantly biased poetry. It seems inherently likely that Lucan would have
spared no efforts to render null and void the subtle but powerful ideological cur-
rents of Caesar’s commentaries. And, as already noted, the conventional teleol-
ogy of the commentarius offered a formal framework and a transgeneric logic (or
if we prefer, a generic interface) for such a procedure.

4 ‘Pharsalia Nostra’

Having in the most general terms set the form of the commentarius against a kind
of transgeneric horizon of expectations, and having established the basis for a
close intertextual relationship, it is now time to look more closely at Lucan’s Bel-
lum Civile. As noted earlier, my goal is to bring together in an integrated analysis
Lucan’s metaliterary tendencies on the one hand, and his intertextual engage-
ment with the Caesarean commentarii de bello civili on the other. In practice
this means looking for passages where Lucan has thematized or drawn attention
to his trans-generic appropriation, which is also an eclipsing of his predecessor’s
opus.

My analysis takes as its point of departure the much-discussed passage in
Book 9, in which Caesar visits the site of Troy, a once mighty city, now paltry

15 Bramble 1982, 47.
16 Henderson 1996, 42.
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ruins, barely perceptible to the casual visitor. As Masters observes, the protago-
nist of the “last” epic war returns to the city of the first, to see where the Homeric
heroes had battled so long ago.” Lucan amplifies the metaliterary resonance of
the scene, by evoking the role of poetry in the commemoration of the past — a
notion that, of course, finds its earliest articulation in Homeric epic. Troy is no
more, but the heroes of Troy live on in poetry: multum debentis vatibus umbras.
(9.963) This idea is more fully elaborated a little later in the passage:

o sacer et magnus vatum labor! omnia fato
eripis et populis donas mortalibus aevum.
invidia sacrae, Caesar, ne tangere famae;
nam, siquid Latiis fas est promittere Musis,
quantum Zmyrnaei durabunt vatis honores,
venturi me teque legent: Pharsalia nostra
vivet, et a nullo tenebris damnabimur aevo.
(9.980-6)

0 labor of poets, how holy and great you are! You snatch everything from fate and give life
to mortal peoples. Caesar, do not be envious of the poet’s holy fame. For, if Latin Muses are
allowed to produce anything which will endure as long as the honors rendered to Homer,
people in time to come will read both you and me. Pharsalia, our tale, will live, and no age
shall condemn us to the shadows.

(transl. Ahl)

This passage constitutes one of the more remarkable authorial intrusions in all of
Roman epic. Lucan interrupts his account of Caesar’s visit to Troy with a double
apostrophe, first to the immortalizing power of poetry, and then to Caesar him-
self. Every clause in this fascinating sequence merits scrutiny: the language is
slippery, and double senses abound. The referential complexity derives in no
small part from Caesar’s unique status among the dramatis personae of Lucan’s
poem as not only a protagonist but also a crucial literary predecessor.

A crucial statement in this regard is venturi me teque legent (985). For Do-
lores O’Higgins, this suggests that ‘Lucan shares an identical status with Caesar
with regard to the poem. The distinction between the actor and the recorder of
action seems blurred for these future readers.*® But the overall effect, I think,
is to make it difficult for the implied reader not to think of Caesar the author
as well as Caesar the protagonist of Lucan’s epic. The 19th century translator
H. T. Riley rendered this ‘those to come shall read both me and thee’; and
while clearly sharing O’Higgins’ view of the sense, he observed in a note that

17 Masters 1992, 158.
18 O’Higgins 1988, 216.
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‘it is just possible that Lucan may here allude to Caesar’s labours as an historian,
namely, his Commentaries’.*® At the end of the 19th century C. M. Francken un-
equivocally affirmed the same view; and most recently Andreola Rossi has restat-
ed and developed the hypothesis.?® Indeed, the grammatical parallelism of me
teque surely makes the reader think initially of two writers, subject to correction
upon further reflection.”* Here as elsewhere, Caesar’s commentarii are evoked,
but they are evoked under the sign of erasure.

Pharsalia nostra has given rise to much critical discussion, and has, of
course, sometimes been taken as evidence for the epic’s title. But what does
the expression mean? In the apparatus to his 1926 edition Housman glossed
Pharsalia nostra as ‘proelium a te [Caesare] gestum, a me scriptunt’. A decade ear-
lier, Postgate had in his edition translated it as ‘the memory of Pharsalia in
which you and I, Caesar, have a share’. O’Higgins, among others, followed Hous-
man’s lead, adding the attractive insight that ‘Lucan recognizes the irony of his
achievement in preserving for posterity an infamous victory and a maniacal vic-
tor.”>? This is a compelling reading, to be sure, but it does not do justice to the
metaliterary thrust of the authorial intervention, to the dynamic tension between
inclusion and exclusion that the phrase creates. Nutting remarks on the odd in-
timacy of the address to Caesar, which he characterizes as ‘an almost chummy
aside’.” Certainly the expression ‘Our Pharsalia’ does seem rather ‘chummy’;
but its thematic and metaliterary evocations are somewhat less benign.

The implication of Pharsalia here is of a specifically poetic vision of the civil
war. Pharsalia refers to a single battle, albeit a crucial one, that took place on a
particular day, and at a particular place. It constitutes a tiny fraction of the war’s
chronology and geographical span. From the point of view of Lucan’s epic, it
also represents a fraction of the total narrative (one book out of at least ten,
s0 10 % or less), and involves the downfall of a single character. Events at Phar-
salus signalled the demise of Pompey, not the end of the civil war. ‘The battle
was, for Lucan, a turning point in history, after which the whole world was en-
slaved.”” But the historical reality was rather more complex.

At the very opening of the epic, Lucan announces his subject as Bella per
Emathios plus quam civilia campos | iusque datum sceleri canimus ... (1.1-2).
As with Pharsalia nostra in Book 9, so in the epic’s opening verse we are con-

19 Riley 1896, ad loc.

20 Francken 1896-7, ad loc.; Rossi 2001, 234.

21 Cf. Nutting 1932, 174: ‘other things being equal, that is what the words should signify’.
22 O’Higgins 1988, 216.

23 Nutting 1932, 174.

24 O’Higgins 1988, 216 n. 25.
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fronted with a poetic vision. It is, as Rambaud has pointed out, the declaration of
a poetic ‘centre’ that stands opposed to the annalistic chronology that Caesar did
his best to follow.”® From the very beginning, the same scholar notes, Lucan op-
poses the very form of the Commentarii of Caesar.?® With Pharsalia, in other
words, Lucan reinvokes a programmatic and structural opposition to the Caesar-
ean model.” In combination with Pharsalia, then, nostra begins to look some-
what less ‘chummy’: the pronoun evokes the ‘marginalizing’ of Caesar’s com-
mentaries by Lucan’s poem. The epic becomes Caesar’s not simply because he
is an important protagonist, but because it has supplanted his literary output.
The ultimate act of relegation, according to the transgeneric logic discussed
above, is to write the derivative work that eclipses the commentarius, rendering
it redundant.

A similar metageneric thrust is found in the qualification attached to the
poet’s and Caesar’s projected immortality at 984 quantum Zmyrnaei durabunt
vatis honores. This invokes Homer as the perceived founder and greatest expo-
nent of epic, and signals the genre’s longevity. Johnson well paraphrases the
qualification: as long as people remember what epic is.® A suggestive feature
is the exclusionary force of Lucan’s generic specificity. The future he imagines
is one in which his epic will survive; the prose commentaries from which it de-
rives are excluded from the discussion, and, if not written out of literary history,
at least written out of Lucan’s literary-historical prognostications.

Along the same lines, a suggestive double sense is found in line 982 invidia
sacrae, Caesar, ne tangere famae. I have provided Ahl’s translation, which is con-
troversial at this point: ‘do not be envious of the poet’s holy fame’. Ahl construes
the epithet sacer as modifying an attribute of the poet, as it often does in such
metaliterary moments (OLD s.v. 8a). But most scholars have understood the epi-
thet as relating to the fame that poetry imparts to the heroes whose exploits it
commemorates.”® In other words, Lucan enjoins Caesar not to feel envy of the
fame of old-time heroes, as his own deeds will be immortalized by the poem
now being written. O’Higgins translates in this way: ‘Caesar, you need not

25 Rambaud 1960, 157.

26 Rambaud 1960, 157.

27 The designation Pharsalia is even more telling in regard to Caesar, who does not mention
Pharsalus or use any associated adjectives in the civil war commentaries. Caesar merely states,
with surprising imprecision, that the battle took place in Thessalia (BCiv 3.100.3, 101.7, 111.5). In
lexical terms, then, ‘Pharsalia’ is an un-Caesarian designation.

28 Johnson 1987, 120 1.

29 E.g. Haskins (1887, ad loc.) glosses: ‘do not, Caesar, feel jealousy of the fame of Homer’s
heroes’.
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envy the fame that sanctifies [others]’.>° In her commentary on Book 9, Wick fol-
lows suit.>* Zwierlein more cautiously observes that it is unclear why Caesar
should feel envy at the fame of a poet.*

Zwierlein’s doubt is natural enough; according to the usual formulations,
poet and hero share success, so invidia would seem out of place. But if Caesar
is understood here not merely as a protagonist, but also as a writer, a sense of
literary invidia emerges: by writing the epic that derives from Caesar’s commen-
tarii Lucan is writing the latter out of literary history. Once again, this can be read
as a statement of generic one-upmanship, or better, of generic displacement.*

5 The Circumvallation at Dyrrachium

If the foregoing analysis is valid, one might expect to find additional encodings
of the trans-generic relationship that Lucan establishes with Caesar’s civil war
commentarii. As before, the logical search domain is that shadowy metanarrative
discourse which Masters refers to as the poem’s ‘composition myth’. I have al-
ready made reference to the insightful work of both Masters and Henderson in
this area, their compelling demonstrations of the pervasive tendency of Lucan’s
narrative to refer to its own coming into being. This, as they show, is largely fo-
cussed on the figure of Caesar, Lucan’s diabolical protagonist, who is no less es-
sential to Lucan’s metanarrative than to his narrative. ‘For Caesar to wage war’,
Masters notes, ‘is, in Lucan’s terms, for the poet to compose epic’.>* In order to
locate Caesar’s commentarii in this reflexive dynamic, I take my point of depar-
ture from Masters’ analysis of the Brundisium episode in Book 2, in which Caesar
attempts (ultimately unsuccessfully) to blockade Pompey’s forces by construct-
ing an immense floating barricade. Here, as Masters shows, Lucan exploits the
metaphor of writing as (architectural) construction:

‘A barricade is not a temple, a monument, or a city, but it is a construction of a sort, and, as
constructions go, it is the one most appropriate for the context of a martial epic. Already it
has been suggested that Lucan sees his own activity as a poet as closely analogous to Cae-
sar’s activity as a wager of war; we now need only make a final step to see that Caesar’s

30 O’Higgins 1988, 216.

31 Wick (2004, ad loc.): ‘Gemeint ist der Ruhm den ein Dichter, den von ihm gesungen Helden ...
verleien kann.’

32 Zwierlein 1986, 461-2.

33 Cf. Rossi (2001, 324 -5) who sees the poet and Caesar ‘coming out even in this confrontation’,
or Caesar even gaining the upper hand.

34 Masters 1992, 7.
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construction of the floating agger parallels Lucan’s composition of the poem, in accordance
with the metaphor of poem-as-building.’*

At the beginning of Book 6, Caesar constructs an even more striking barricade in
the vicinity Dyrrachium in western Greece. In certain respects, the Dyrrachium
episode amounts to a terrestrial recapitulation of its predecessor in Book 2. If,
as Masters argues in discussing the earlier episode, the barricade is the ‘most ap-
propriate’ structure to be used as a symbol for the composition of a martial epic,
then one might well expect to find a metaliterary dimension here as well.*® But
whereas the metaliterary imagery of the Brundisium episode signals Lucan’s
composition of epic tout court, that of the Dyrrachium episode evokes Lucan’s
epic recasting, or generic transmogrification, of Caesar’s prose.

In terms of the composition myth, there are new elements. Caesar’s ambi-
tious attempt at circumvallation represents a singular moment of creativity on
his part, a bold and inventive act of warfare, as he himself emphasizes at BCiv
3.47% 1t was indeed widely recognized as such, both at the time and in later
ages; even Napoleon would weigh in on Caesar’s audacious scheme. The idea
of blockading a numerically superior enemy with its back to the sea, whether
sound or ill-advised, is an instance of surpassing military creativity.

Lucan’s emphasis on the circumvallation as a creative, imaginative act on
Caesar’s part is a noteworthy feature. The account begins with Caesar’s mens
‘caught by an extravagant design’ (Duff), that is, with an initial moment of ‘in-
spiration’: hic avidam belli rapuit spes improba mentem | Caesaris (6.29 —30).
He conceives a construction on a vast scale — so vast that it he must ‘scale’ it
in his mind (6.32). As Caesar sets about realizing his opus Lucan seems once
again to invoke the metaphor of writing as building: planumque per ardua Caesar
| ducit opus (6.38-9).

The literal sense is clear enough: Caesar ‘draws a rampart of even height
across the hills’.3® But there are subtle metaliterary shadings at work here as
well. Ducit opus is of course immediately suggestive.?® The qualification of
opus with planum is more intriguing. Much like its English equivalents, the ad-
jective can be used metaphorically of discursive forms, when it bears the sense

35 Masters 1992, 33 -4.

36 Masters 1992, 34.

37 Cf. Henderson 1998, 55 n. 45, esp. on the ‘new-fangled war’ in Greece.

38 Haskins 1887, ad loc.

39 Ducere has the literal sense ‘draw out’; but the verb can also be used figuratively of literary
composition (OLD s.v. 23d).
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‘simple, plain, straightforward’.“® The commentarius is a ‘flat’, matter-of-fact
genre. In stylistic terms, Cicero characterized Caesar’s commentaries as ‘naked’
(nudi, Brut. 262), that is, stripped of all rhetorical ornament. Per ardua is no
less suggestive, as it is famously part of a Virgilian declaration of poetic inspira-
tion at G. 3.291-2 sed me Parnasi deserta per ardua dulcis / raptat amor. As per
the trans-generic prescription, then, Lucan signals his reworking of unadorned
source materials, investing them with due poetic elevation.

The generic reprocessing, or epic exaltation, of the Caesarean material is sig-
nalled more overtly in the claimed superiority of Caesar’s barricade to earlier leg-
endary walls, above all those of Troy:

nunc vetus Iliacos attollat fabula muros
ascribatque deis ...
(6.48-9)

‘After this let legend (p)raise the walls of Troy, and ascribe the building to the gods ...’

The pun on attollat, which I have rendered with ‘(p)raise’ plays on both a literal
and metaphorical sense. The literal sense, of course, confirms the figural equiv-
alence of the building of structures and the composition of poetry.“* As in the
Book 9 passage, discussed above, Lucan invokes Homeric epic in order to signal
a generic transmogrification of Caesar’s commentarii. Once again, the reference
to the mythic world of Homer’s Troy shifts Lucan’s poem into an imaginative, ge-
nerically-marked space that is wholly alien to the commentary, thereby signal-
ling an epic reprocessing of Caesar’s prose.*?

40 OLD sw. 6.

41 The connection is emphatic here as just a few lines earlier Lucan has attollere muros (6.33),
with the verb in its literal sense, of Caesar building his siege wall.

42 Additional turns of phrases seem to evoke Caesar’s literary production. So for example,
Lucan speaks of Caesar’s circumvallation as subitum bellique tumultu [ raptum ... opus (‘a work
hastily thrown up in the midst of war’, 6.53—4). But this is an equally apt description of Caesar’s
civil war commentarii, which were famously composed by Caesar while he was on campaign.
Likewise the expression surgens operum structura (6.64) looks suggestive: structura is regularly
applied to literary works (OLD sw. 1b), so that operum structura has a literary feel to it. And as
Masters (1992), 33 has shown, surgere in connection with opus has a strong metaliterary valence
in Lucan’s epic.
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6 Scaeva

The centurion Scaeva, a historical figure, figures prominently in Book 6, single-
handedly defending a castellum that is attacked by Pompey’s forces. It is, as
Lucan tells us, a novel form of warfare: one man against an entire army
(6.191-2). These defensive heroics of Scaeva, as critics have observed, constitute
the lone martial aristeia in the Bellum Civile. This aristeia is the example par ex-
cellence of the ‘madcap hysteria of Lucan’s deformed epic topoi’, illustrating, as
Henderson well observes, that the charisma of the battle wound, a fundamental
element of traditional epic, cannot survive its exposure in civil war.*?

The Scaeva episode finds it source in Caesar, who reports the fort in question
to have been heroically defended by its garrison at the cost of much personal in-
jury; he makes Scaeva not the only defender, but the most heroic of the group
(Caes. BCiv 3.53). In Lucan’s account, as Johnson observes, ‘Scaeva’s virtue is
[presented as] a caricature of Caesar’s account of Scaeva, in mocking hyperbole
that echoes the conventions of Roman and epic virtue only in order to subvert
them’.** A noteworthy detail in the episode is the absence of Caesar, who is
far away from the fort. Lucan has his Scaeva lament this absence:

‘peterem felicior umbras

Caesaris in uoltu: testem hunc fortuna negauit:

Pompeio laudante cadam ...’
(6.158-60)

This is a suggestive touch, which plays with one of the clichés of the Caesarean
commentarii, namely, that Roman soldiers fought better under the observation of
their commander-in-chief.** By explicitly raising the matter in a fictitious and
ahistorical speech, Lucan suggestively turns that treasured Caesarean principle
on its head. He assigns the epic’s only martial aristeia, a superhuman demon-
stration of military virtus, to a figure well beyond Caesar’s perceptual limits.
There is, moreover, a broader metaliterary point here. Lucan’s episode vivid-
ly elaborates a sequence that was for Caesar inherently non-narratable. Caesar
could not personally attest as to what happened since he was not present. He
offers second-hand information, and ‘forensic’ evidence (BCiv 3.53) — a state of
affairs that Lucan’s Scaeva partially anticipates (6.153—4). All this amounts to
a play on degrees of authorial omniscience, offering an epic reelaboration of

43 Henderson 1988, 167.
44 Johnson 1987, 59.
45 Goldsworthy 1998, 208.
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an episode that constituted a case of non-narrability in Caesar’s own account.
On one level, Lucan’s treatment involves an arch reversal of Caesarean emphasis
and selectivity. Caesar’s account focuses on himself: not on Scaeva’s actions, but
Caesar’s rewarding of those actions. On another level, Lucan ‘liberates’ his
source narrative from the limitations of Caesarean autopsy. This ‘liberation’ of
Caesarean material signals a reprocessing of the model, a kind of generic trans-
position of the raw materials of the content of the Caesarean commentarii.

7 Endings

The figure of Scaeva naturally brings up the question of the end of the Bellum
Civile, which, as noted, breaks off at much the same point as Caesar’s civil
war commentaries. It is a dramatic moment: Caesar finds himself besieged in
Alexandria, assailed by a rag-tag Egyptian force that nonetheless looks over-
whelming against the paltry resources he has at hand. Caesar’s life hangs in
the balance; all seems lost; but then he looks back and sees his devoted centu-
rion:

captus sorte loci pendet; dubiusque timeret
optaretne mori respexit in agmine denso
Scaevam perpetuae meritum iam nomina famae
ad campos, Epidamne, tuos, ubi solus apertis
obsedit muris calcantem moenia Magnum.
(10.542-6)

Henderson rightly sees this sequence as a metapoetic moment: ‘at the end, his
pen wrote that he — Lucan-Caesar — “looked back” over the text, to see his finest
creation, the accursed Caesarean soldier-hero Scaeva, undead, and at Caesar’s
back. Ready to repeat his cameo, ... resistance in the form of a renewed one-
man siege.”*® Scaeva’s encore at the precise moment that Caesar ‘fades out’ as
a source for Lucan’s narrative is an apt programmatic marker, signalling the nec-
essary end of Lucan’s interaction with his prose antimodel. It is, as it were, a
wholly invented Caesarean curtain call, a final nod to the commentarii de
bello civili. Even more than in the earlier episode, Scaeva here becomes an em-
blem of Lucan’s epic rewriting of Caesar’s prose.

Arguments for the poem’s completion naturally focus heavily on this scene.
In addition to the coincidence of this ending with that of Caesar’s commentarii de

46 Henderson 1988, 172.
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bello civili, adduced by Haffter, Masters points to the reappearance of Scaeva
himself. The point of this recurrence is, for Masters, to generate a kind of closural
gesture, an end that, as it were, signals the ‘endlessness of civil war’. By such a
reckoning, Lucan’s ending, which is a non-ending, is the intended conclusion.
While studded with rich insights, these arguments have persuaded few, and,
twenty years on, it may be more profitable to seek a middle position, one that
accounts for the coincidence of endings without staking everything on the
poem’s completeness. The coincidence could well arise from the tight ‘generic in-
terface’ between the two texts. For Lucan, reaching the end of the Caesarean
commentaries would mean the end of an intertextual or compositional mode
that had figured prominently to this point. If we accept that Lucan has been
closely engaging Caesar all along, what would be the likely result when this an-
timodel was exhausted? The poet would surely want to pause, as henceforth his
narrative would need to proceed according to different guiding principles.
After more than nine books of (Virgil and) Caesar-negating, the coming to an
end of the latter would be a natural occasion, both psychologically and in terms
of textual production, for a significant pause. Lucan’s post-Caesarean text would
have to follow different metaliterary principles, a different intertextual logic. It
follows, then, that there are few, if any, other points in the unfolding epic narra-
tive that could have rivalled the probability of this one as candidates for a sus-
pension in the composition of an epic that was, in the event, never resumed.
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Marco Fantuzzi
Achilles and the improba virgo

Ovid, Ars am. 1.681-704 and Statius, Ach. 1.514-35 on
Achilles at Scyros

Abstract: Analysis of the possible influence of Ovid’s apostrophes to Achilles in
cross-dress at Scyros (Ars am. 1.681—704) on Statius’ Achilleid 1.619 — 39 (Achilles’
dialogue with himself in the night he rapes Deidameia) and 1.514-35 (apostro-
phes to Thetis and Achilles by Calchas, who is asked by the Greeks at Aulis to
divine where Achilles is hidden).

Calchas’ speech may be read as an epic retelling of Ovid’s narrative, which
had presented the didactic author (mockingly, of course) as the positive influ-
ence that ensured Achilles would adhere to his twin destiny as martial hero
and great lover. Statius’ Calchas has the same tone of indignation over the des-
tiny of the character Achilles as Ovid had in the Ars. Like the Ovidian narrator,
he also serves as the catalyst that advances the plot towards Achilles’ definitive
liberation from cross-dressing, in that he provides Odysseus and Diomedes with
the necessary information to summon the hidden hero to the war. Calchas’ as-
suming this role is well within the limits of the poetics of epic, since his Iliadic
alter ego had similarly compelled Agamemnon to radically change his attitude
toward Chryseis and thus redirected the story of the war of Troy. Later in the nar-
rative Statius’ re-dignified Achilles follows, in a way, in Calchas’ and Ovid’s foot-
steps by showing the same indignation and addressing comparable apostrophes
to himself (1.619 —39) as he acknowledges the necessity of stopping his transves-
tism even before Odysseus compels him to give it up.

The paper includes an interpretation of the expression improba virgo, with
which Statius’ Calchas concludes his prophecy (1.535).

Keywords: erotic poetry, epic, Statius, Ovid, Achilles, Deidameia, rape and
Roman culture, prophetic voice/authorial voice

Whether Statius’ approach to the tale of Achilles at Scyros (the longest narrative
in the extant part of the Achilleid) is more epically dignified than its predecessors
or, on the contrary, indulgent in the eroticism of the situation, has been widely
debated in recent years. Statius certainly has his protagonist dressed in women’s
clothing and enjoying the company of Deidameia and the girls in her retinue for

1 See below n. 29.
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more than three hundred lines before the hero reveals his real gender to Deida-
meia by raping her (1.318 -639). Even after the rape he tellingly remains cross-
dressed up to the final revelation of 1.885. However, despite this frequent indul-
gence in eroticism, from the very beginning to the very end of his life in disguise,
Achilles and the narrator frequently show moral reluctance or indignation,
which matches the emphasis that Statius places on the fact that Achilles was
forced into transvestism.

Openly indignant reactions to Achilles’ indecorous cross-dressing surface
twice before he gets rid of his female clothes, once uttered by the seer Calchas
and another time in a monologue delivered by Achilles himself. Both of them de-
rive part of their special force from the questioning apostrophes which are inter-
spersed throughout them. In the background of both passages probably is a long
tradition of indignant apostrophes/rebukes to Achilles in cross-dress, which are
already documented in the fragments of Euripides’ Scyrioi (TrGF v.2.**683a and
inc. fab. v.2.880, if the latter belongs to this tragedy). In that instance, the apos-
trophe was uttered by Odysseus, most probably during the exposure scene as
part of a speech designed to persuade Achilles to give up his transvestism.?
The apostrophic form also shaped Odysseus’ exposure speech in Ovid,
Met. 13.165-70:

arma ego femineis animum motura virilem
mercibus inserui, neque adhuc proiecerat heros
virgineos habitus, cum parmam hastamque tenenti
‘Nate dea’, dixi, ‘tibi se peritura reservant
Pergama! Quid dubitas ingentem evertere Troiam?’
iniecique manum, fortemque ad fortia misi.

I placed among women’s wares some arms such as would attract a man.The hero still wore
girl’s clothing when, as he laid hands on shield and spear, I said to him: ‘O son of Thetis,
Pergama, doomed to perish, is keeping herself for you! Why do you delay the fall of mighty
Troy?” And I laid my hand on him and sent the brave fellow forth to do brave deeds.

The apostrophic overlap between this passage and Euripides’ fragments is not
difficult to account for. It may testify, first of all, to the lasting influence of the
Euripidean model. Besides, the format of direct rebuke may have conveyed -
more pointedly than other, more hypocritical forms of persuasive addresses —
the transgressive and paradoxical nature of the hero’s transvestism. Apart
from Odysseus’ speech in the Met. (which is not necessarily modeled on Euripi-
des’ Scyrioi, but, I repeat, is in tune with this tragedy), Ovid himself in the Ars

2 Cf. Fantuzzi 2012, 32-5.
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amatoria and Statius in the Achilleid both produced apostrophic addresses to
Achilles in cross-dress whose speaker and situation are quite different from
the Odysseus speech in Euripides or in Ovid’s Metamorphoses. The text of
Ovid, Ars am. is the only other non-Odyssean apostrophe known to us, and is
a text that Statius may have presupposed. I will argue on the following pages
that the addresses contained in Statius’ Achilleid engage in an intertextual dia-
logue with Ovid’s version of the apostrophes to Achilles in the Ars am., integrat-
ing some of its aspects and changing others. It is by determining how Statius
modulates the tone of his two speeches as compared to Ovid, Ars am. that we
can realize how successfully he adds to the hero’s dignity.

* k %

Achilles’ monologue takes place during a night of Bacchic revels in the woods, in
which he participates in disguise alongside Deidameia and her friends. After
leaving the company of the girls, among whom he too had to behave like a
girl, Achilles allows his masculine ego to take issue with his cross-dressed
state (1.624—39):

... tenero cum solus ab agmine Achilles
haec secum: ‘Quonam timidae commenta parentis
usque feres? primumque imbelli carcere perdes
florem animi? non tela licet Mavortia dextra,
non trepidas agitare feras? ubi campus et amnes
Haemonii? quaerisne meos, Sperchie, natatus
promissasque comas? an desertoris alumni
nullus honos, Stygiasque procul iam raptus ad umbras
dicor, et orbatus plangit mea funera Chiron?
tu nunc tela manu, nostros tu dirigis arcus
nutritosque mihi scandis, Patrocle, iugales:
ast ego pampineis diffundere bracchia thyrsis
et tenuare colus—pudet haec taedetque fateri—
iam scio. quin etiam dilectae virginis ignem
aequaevamque facem captus noctesque diesque
dissimulas. quonam usque premes urentia pectus
vulnera? teque marem—pudet heu!—nec amore probabis?’

... when Achilles, solitary from the tender band, thus communes with himself: ‘How long
shall you endure the devices of your timid mother and squander the prime flower of cour-
age in unmanly durance? May you not carry Mars’ weapons in your hands nor hunt affright-
ed beasts? Where are Haemonia’s plain and rivers? Sperchius, do you miss my swims and
promised tresses? Or care you naught for your deserter foster son, and am I already talked
of as snatched away to the shades of Styx, and does Chiron lament my death bereaved? Pa-
troclus, do you now aim my darts and my bow and mount the team that was reared for me?
While I now know how to spread my arms with wands of vine and spin thread (shame and
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disgust to confess it!). And more, you conceal your passion for your beloved girl, your co-
eval fire, night and day, a prisoner. How long will you suppress the wound that burns your
breast, nor even in love (for shame!) prove yourself a man?”

Achilles’ dilemma is expressed as a dialogue with himself, and its first two ques-
tions are in fact so dialogic (1.624-6 and 1.626—7) that they may seem to be ad-
dressed to an external interlocutor, though it later turns out that the addressee is
Achilles’ own ‘alter ego’; only at 1.628 and 1.631 does the possessive meus re-es-
tablish the unity of Achilles’ character, as he is overwhelmed with nostalgia for
the virile activities in which he is bound to participate again. This inner dialogue
has a very persuasive effect on the hero, and it plays a decisive role in advancing
the action of the Achilleid, as is evident from the fact that it is immediately after-
wards that Achilles reveals his masculinity for the first time, although only mo-
mentarily and only to Deidameia (1.640 — 4).

Taken in combination with this traditional apostrophic tone and some clear
narrative details (Achilles’ handling of wool and spindles and the author’s sug-
gestion that he should be holding weapons in his hands instead),* the propulsive
effect this inner dialogue has on the plot has already led modern scholars to
compare it to the indignation Ovid affected at Achilles’ cross-dressing at Ars
am. 1.685-704. Just as the dialogue the Statian Achilles conducts with himself,
Ovid’s passage marks a transition point in the hero’s life: as an erotic/didactic
author, Ovid seems consistently focused on heterosexual love,” and within this
logic he mockingly pretends to be a successful paraenetic guardian of Achilles’
adherence to his destiny as a male (& epic) character:®

iam nurus ad Priamum diverso venerant orbe,
Graiaque in Iliacis moenibus uxor erat.

iurabant omnes in laesi verba mariti:
nam dolor unius publica causa fuit

(turpe, nisi hoc matris precibus tribuisset) Achilles
veste virum longa dissimulatus erat.

quid facis, Aeacide? non sunt tua munera lanae;

3 Translations from the Achilleid are by D.R. Shackleton Bailey (Loeb Classical Library).

4 For the points these narratives have in common, cf. Davis 2006b, 129 —30.

5 Unlike in his mythological love poetry (where homosexual myths are often recounted), Ovid as
praeceptor amoris prefers to steer clear of the complications of homosexuality and transvestism
and rather teaches his readers how to be ‘proper’ men and ‘proper’ women, before becoming
proper lovers: cf. Fantuzzi 2012, 67-8.

6 It has become commonly accepted that Statius’ Thebaid often invokes Virgil as a model,
whereas the Achilleid frequently presupposes the works of Ovid: cf. most recently Feeney 2004;
Davis 2006b, 129 -30 and 143 n. 2, with doxography.
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tu titulos alia Palladis arte petes.

quid tibi cum calathis? clipeo manus apta ferendo est;
pensa quid in dextra, qua cadet Hector, habes?

reice succinctos operoso stamina fusos:
quassanda est ista Pelias hasta manu.

forte erat in thalamo virgo regalis eodem:
haec illum stupro comperit esse virum.

viribus illa quidem victa est — ita credere oportet —,
sed voluit vinci viribus illa tamen.

saepe ‘mane!’ dixit, cum iam properaret Achilles:
fortia nam posito sumpserat arma colo.

vis ubi nunc illa est? quid blanda voce moraris
auctorem stupri, Deidamia, tui?

Afterwards Priam welcomed his foreign relative, and a Greek wife came to live inside Troy’s
walls, and every chief swore allegiance to the wronged husband, and the grief of one man
became a people’s cause. It was while (deep shame, had his mother’s prayers not put him
under stress!) Achilles hid his manhood in a woman’s dress. What are you doing? Spinning
is not your concern, grandson of Aeacus: you must earn fame through another art of Pallas.
Why do you stand with a basket on your shield arm, quite unmanned? Why do you hold in
your right hand - the one by which great Hector will be slain — a soft wool-skein? Throw
away that spindle with its troublesome thread, wave your spear instead! The virgin prin-
cess, who happened to share his bedroom, found he was indeed a man, indeed she was
‘raped’ (one is bound to accept tradition, of course), but, still, she wanted to be taken
by force. ‘Stay’ she begged him again and again, ‘Please stay’, when Achilles was already
on his way, his distaff dumped, a warrior under arms. But now I ask: ‘What harm has been
done by force? Why do you wheedle, Deidamia, and press the author of your rape to lin-
ger?”’

Of course, the tone of the two passages is quite different, first of all because in
Statius Achilles’ anger at himself seems serious, whereas Ovid’s indignation at
his character in the Ars is substantially feigned and humorous (though, as we
have said, Ovid also has the slightly more serious concern of clearing the way
of his erotodidaxis of potentially confusing homosexual elements). Besides, in
Ovid, the simultaneity of the apostrophes to Achilles and his recovery of virility
was only a narrative trompe-l’oeil: the amusing effect achieved by Ovid’s mode
of presentation was to give the reader the impression that he, the author, had
persuaded Achilles to rediscover his virility and test it out with Deidameia.
Quite differently, the Achilles of the Achilleid is wise enough to address to him-
self, of his own accord, the warnings which Ovid’s Achilles still had to have im-
parted by the author: in a most dignified way, Statius’ Achilles at the same time

7 For a more detailed analysis of this passage cf. Fantuzzi 2012, 56, 65—71.
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both corrects himself and recovers his identity on his own. As a result, Odysseus’
tricks will only serve to make this recovery public.®

I suggest that in all likelihood the same Ovidian passage was also presup-
posed, and substantially modified, in the apostrophes to Achilles uttered by Cal-
chas in 1.514-35. All the other champions and soldiers of the Greek forces are
finally gathered together at Aulis and ready to sail for Troy, but they feel they
cannot leave if Achilles fails to join them. All of them clamor for him, since
he is the strongest of all men, half-divine, and invulnerable; but they do not
know where to find him (1.476—90). When the kings finally ‘take counsel on
times for sailing and fighting’, Protesilaus asks Calchas to divine Achilles’ where-
abouts, so that he can be summoned to join the Greeks’ war efforts. In fact, Pro-
tesilaus ‘above the rest is eager for battle, having already been granted the glory
of the first death’ (primae iam tunc data gloria mortis), 1.494-5). Although this
wish may seem a bit strange, the paradox proleptically sets Protesilaus’ heroism
in direct opposition to Achilles, who at this very moment is being hidden by his
mother in order to prevent his destined death at Troy.

Calchas begins with a vituperatio of Thetis as, practically, blocking the onset
of the Trojan War. When he sees, in his vision, that she is abducting Achilles and
attempting to hide the child, he tries to prevent this abduction by indignantly
questioning and checking her. Immediately after seeing the sea goddess take
away her child, Calchas realizes that the ‘hiding place’ they are heading towards
is the Cyclades, and the island of king Lycomedes in particular, who appears to
be conspiring with them. He also perceives that Thetis will hide her son by dress-
ing him in women’s clothing. At this point, Calchas — still absorbed in his vision
— stops questioning Thetis, and follows up with an indignant comment plus par-

8 One of two tricks features in most previous versions, and Statius includes them both. Yet in
the Achilleid they do not provoke Achilles’ reformation, but only highlight the moment at which
Achilles finally abandons his cross-dressing after he had been stopped more than once by
Deidameia. At Ach. 1.819 -57, right before the two Greeks present Deidameia and her compa-
nions with a choice between spindling tools and weapons and play the trumpet in order to
discover who among the Deidameia’s retinue is actually Achilles, the hero in cross-dress already
comes quite close to revealing himself. In dialogue with Lycomedes and in the presence of the
still cross-dressed Achilles, Statius’ Odysseus comments that the mobilization against Troy has
so radically included every man capable of fighting that even fearful mothers and timid maidens
hardly manage to keep themselves away from the war (1.796 —802; see in particular 799 — 800: vix
timidae matres aut agmina cessant/virginea ‘scarce do timid mothers or troop of maidens hold
back’): as a result, Achilles — who at least at the time of the rape of Deidameia had already
proved to be in tune with Calchas’ indignant disapproval of Thetis’ overly protective behavior —
shows his eagerness to fight and definitively separates himself from the company of the timid
maidens.
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aenesis, which is no longer aimed at Thetis but at Achilles and an unnamed im-
proba virgo (1.514-35):

iamdudum trepido circumfert lumina motu
intrantemque deum primo pallore fatetur
Thestorides; mox igne genas et sanguine torquens
nec socios nec castra videt, sed caecus et absens
nunc superum magnos deprendit in aethere coetus,
nunc sagas adfatur aves, nunc dura Sororum

licia, turiferas modo consulit anxius aras
flammarumque apicem rapit et caligine sacra
pascitur. exsiliunt crines rigidisque laborat

vitta comis, nec colla loco nec in ordine gressus.
tandem fessa tremens longis mugitibus ora

solvit, et oppositum vox eluctata furorem est:

‘Quo rapis ingentem magni Chironis alumnum
femineis, Nerei, dolis? huc mitte: quid aufers?

non patiar: meus iste, meus. tu diva profundi?

et me Phoebus agit. latebris quibus abdere temptas
eversorem Asiae? video per Cycladas artas
attonitam et turpi quaerentem litora furto.
occidimus: placuit Lycomedis conscia tellus.

o scelus! en fluxae veniunt in pectora vestes.
scinde, puer, scinde et timidae ne cede parenti.

ei mihi raptus abit! quaenam haec procul improba virgo?’

This while the son of Thestor has been glaring around him in nervous agitation and his first
pallor confesses the entering god. Presently he rolls fiery bloodshot eyes, nor sees comrades
and camp, he is sightless and somewhere else. Now he catches unawares the great gather-
ings of the High Ones in heaven, now talks to prescient birds, now anxiously consults the
harsh threads of the Sisters, now incense-bearing altars, snatching the tip of flames and
feeding on sacred murk. His hair starts up, the fillet on his stiff locks is in trouble, his
neck is distorted, his steps disordered. At last in trembling he opens his weary mouth in
long-drawn howls and his voice struggles free from opposing frenzy: ‘Whither, oh Nereid,
are you hailing great Chiron’s mighty foster child with your woman’s wiles? Send him here.
Why do you carry him away? I shall not suffer it. He is mine, mine. Are you a goddess of the
deep? Me too does Phoebus drive. In what hiding place do you strive to conceal Asia’s over-
thrower? I see you dazed among the crowding Cyclades, seeking a shore for an unseemly
trick. We are undone! Lycomedes’ conniving land was your choice. Oh crime! See, flowing
garments come upon his breast. Tear them, boy, tear them, nor yield to your timid mother.
Alas, away he goes, kidnapped. Who is this shameless girl yonder?’

This motif — Calchas being consulted about an issue, which leads him to utter an
upsetting oracle to a member of the Greek army and compels him to change his
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conduct — has usually been attributed to the influence of Virgil, Aen. 2.119 - 29.°
There, according to Sinon’s false report, Odysseus forces Calchas to reveal the
name of the Greeks who had to be sacrificed in order to regain favorable
winds that would allow them to return from Troy. I would emphasize that anoth-
er major intertext operating in the background both of Sinon’s false report about
Chalcas in Virgil and Statius’ Calchas is Il. 1.53 - 100, where Achilles suggests that
the Greeks consult ‘some seer or priest or an interpreter of dreams’ in order to
discover the reason why Apollo has sent pestilence to destroy them.'® Then, Cal-
chas prophesies that Apollo can only be appeased if Agamemnon renounces
Chryseis and returns her to Chryses — hence Agamemnon’ change of conduct
about Chryseis, but also Briseis’ abduction from Achilles, his refusal to fight,
and the whole story of the Iliad. Of course, Statius may well have alluded primar-
ily to the motif of the ‘disappointing prophecy’ of Virgil’s Calchas in Aeneid 2
(and perhaps, through it, to the prophecies of the Cyclic, Aeschylean, and Euri-
pidean Calchases about Iphigenia and Polyxena). But he probably also meant
Calchas’ prophecy as a ‘window-allusion’ to Iliad 1 and thereby connected his
Calchas’ prophecy (which ultimately leads to Achilles giving up his transvestism
at Scyros and permits the beginning of the war at Troy) to the similarly plot-ad-
vancing prophecy of his Iliadic counterpart (which leads Agamemnon to give up
his intention to keep Chriseis for himself and moves along the events of the
Iliad).

In addition to these well-established Iliadic/Virgilian intertexts, there may
be another intertextual precedent for the strong propulsive effect that Calchas’
words have on Achilles’ recovery of his virility. Modern scholars have considered
the apostrophes contained in Calchas’ prophecy as typical examples of furor,
which characterizes many prophecies as reported in Latin poetry and involves
some level of hyperbolic dramatization of emotions. They have compared
them, in particular, to epic intertexts such as the prophecies of a matron — in-
spired by Apollo — in Lucan, Bell.civ. 1.674—-95 or of Apollo’s son Mopsus in Va-
lerius Flaccus, Arg. 1.211-26," both passages in which a god announces and
sanctions the author’s narrative choices.”” But the identity of the addressee

9 Cf. Dilke 1954, 118; Ripoll and Soubiran 2008, 221.

10 The obvious presence of the Iliadic Calchas behind Statius’ Calchas is highlighted e.g. by
Meéheust 1971, 28.

11 Cf. Adamietz 1976, 14; Hershkowitz 1998, 26 —7; Zissos 2004, 25—-32 and 2008, 190 —1; Ripoll
and Soubiran 2008, 225. Lucan’s and Valerius’ passages are compared by Barich 1982, 59 —65.
12 On the matron’s prophecy as a metaphorical vehicle for the practice of allusion by the poet,
cf. Hinds 1998, 9. These validating prophecies occur in the wake of Cassandra’s similar pro-
phecies in Aeschylus’ Agamemnon (and in Sen. Ag. 720 — 74, 867—909; see Arico 1986, 2942-3) or
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(Achilles in cross-dress), the similarity of the contents of the apostrophes (what
he is doing, and what he should rather do), and above all the speaker’s position
with respect to the narrative proper (both Ovid and Statius’ Calchas intrude into
and interfere with a narrative they are external to) reveal, I suggest, that Statius
may have also been mounting a transgeneric allusive challenge to the passage of
Ovid’s Ars am. that we have considered above.

The most openly Ovidian aspect of Calchas’ words in Statius is the attempt
at intervening in Achilles’ line of action, an attempt that finds no parallel in the
prophecies of Lucan and Valerius Flaccus. Some analogies in form and structur-
al function also connect Calchas’ speech to Achilles’ dialogue with himself in
Ach. 1.623 -39, whose link with Ovid, Ars am., as we have seen, has been widely
acknowledged. The coherence of Achilles as a character is at stake in both. The
self-apostrophic indignation expressed by Achilles in 1.623 -39 reveals the per-
sistence and highlights the forthcoming reassertion of the character’s ‘real’ iden-
tity; in fact, it constitutes the beginning of the end of his transvestism: it is im-
mediately after this monologue that Achilles — unbeknownst to most of his sur-
roundings — reassumes his male identity with Deidameia, though he will only
later reveal it at a public level. Calchas’ speech at 1.514-35 in turn reflects the
indignant viewpoint of the Greeks who are waiting to begin the war against
Troy, which is going to be the stage of the heroism associated with what tradi-
tional mythology considers Achilles’ ‘real’, heroic character; therefore, Calchas
gives voice to a wish to defend Achilles’ ‘real’ identity that resembles Ovid’s con-
cern with the coherence of Achilles’ character. Besides, both Ovid’s and Calchas’
addresses to Achilles share, in slightly different forms, the same goal of propel-
ling the plot.

If ancient readers could connect Calchas’ apostrophic prophecy in Statius to
Ovid’s apostrophic address to Achilles, then an acknowledgment of the different
nuances in the two connected passages would have easily highlighted the nature
of Statius’ and Ovid’s respective stances on the ‘redemption’ of Achilles. As we
have already observed, Calchas’ prophecy includes a use of apostrophes similar
to Ovid’s address to Achilles in Ars am., and it also serves a similar function. The
(mockingly) indignant questions put forth by Ovid were intended to drive
Achilles back to virility, and they promptly achieved their goal. As a result of
the subtle interplay between the didactic author, the inherited tradition, the con-
text of the Ars am. (down-playing of rapist machismo), and a character’s obedi-

in Lycophron’s Alexandra, where prophecy is either an anticipation or an exposition of a plot
(respectively). Apollonius Rhodius’ authorial self-identification with Phineus’ prophecy about
the Argonautic expedition at Arg. 2.309-407 (on this prophecy, which — like Calchas’ - is
inspired by Apollo, see in particular Albis (1996, 28 -9) is also part of this tradition.
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ence to the poet’s instructions, Achilles inevitably has to end his cross-dressing
and fulfill his destiny of becoming a paradigm of (sexual) violence. The result is
that it seems as if Achilles has complied with Ovid’s invitation, as it takes him
just two lines after the end of Ovid’s apostrophe to actually accomplish the
rape of Deidamia. Likewise, in Statius, the prophet Calchas, at the pinnacle of
an indignant apostrophe to Thetis and Achilles, finally ‘sees’ (video, 1.530)
where Thetis has hidden Achilles, and it is thanks to this vision of the events
that he tries to intervene in them. Of course, he does not actually interact with
Thetis and Achilles; more significantly, he is incapable of controlling, or even
communicating with, the improba virgo, and it is on account of this that he
has to give up the attempt at establishing contact with Achilles, who gets kidnap-
ped by her (Ei mihi, raptus abit!, 1.535) — the fact that the girl remains ambigu-
ously nameless here fits in well with the fact that the prophet does not interact
with her: he appears to know, but seems to be out of control of, the girl’s identity
as well as her actions.

Who is this virgo? She has been identified with Deidameia,”® who in Statius’
version is responsible for Achilles’ yielding to Thetis’ appeals to cross-dressing
(after some first vain attempts, when Thetis acknowledges that Achilles is attract-
ed by Deidameia, she successfully suggests to him that approaching the girl
would become much easier for him, if he accepts to feign to be a girl: see
1.275-326). The learned reader is supposed to guess from the myth the name
of this mysteriously obvious dark lady, through an integrative gesture which pre-
supposes and solves the usual wonder of the listeners at seers’ riddles or, at
least, indeterminate language. This identification seems to me the most proba-
ble, and I will mainly follow it in my attempt at understanding the sense of im-
proba. However we cannot rule out that Calchas’ words — again in the vaguely
evocative and ambiguous language of vaticinations — stigmatize Achilles who
in the diachronic progression of Calchas’ vision has finally accepted to yield
to the mother’s pleas, despite the opposite warning by the seer (ne cede parenti,
1.534); by calling him improba virgo Calchas would express all his despise for the
effeminate status that Achilles has accepted when he has worn the female drag.
But must we choose after all? The ambiguity of this designation may be the result
of an authorial intention. By putting this phrase in Calchas’ mouth Statius may
have pointed the attention of the most thoughtful of his readers to the paradox
that in this love-story the male erotic subject has to become sexually equalized to

13 Cf. Ripoll and Soubiran 2008, 236. After all Deidameia calls herself improba ‘overbold’ at
Ach. 1.942, or ascribes ‘overbold requests’ to herself, if improba is neuter plural in this passage (I
owe the remark to Peter Heslin, per litteras).
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the object of his desire in order to pursue his sexual conquest, and both partners
equally share the qualification of improbitas (on whose sense see below).

At any rate it is tempting to suppose that the difference between Calchas’ fa-
miliarity with Thetis and Achilles on the one hand and his silence on the name
of Deidameia or the effeminate Achilles on the other highlights the contrast be-
tween the epic tradition (including the seer, heroic Achilles, and Thetis), and the
love story in which Deidameia — practically an elegiac character —, or the un-epic
Achilles in drag, pop up. In other words, epic Calchas'* may have reason to hope
he can check the effects of the maternal instincts of epic Thetis on Achilles and
can compel epic Achilles to recover his masculine and martial characterization,
but he has no handle on the love story between an essentially elegiac Deidameia
and an emasculated ex-hero.

It is in this respect that Statius’ Calchas most clearly presupposes the eroto-
didaxis of the Ars am., though at the same time we do notice an obvious varia-
tion. Erotic Ovid arranges his own narrative in such a way as to give the reader
the impression that his instructions have succeeded in re-masculating Achilles
(martial prowess, in Ovid’s narrative, is a sort of automatic bonus to the recovery
of virility). Calchas’ visionary meddling does not have this immediate effect of re-
epicizing Achilles, precisely because of the improba virgo’s intervention in the vi-
sion: immediately after mentioning her, he becomes aware that he cannot con-
trol the temporary erotic detour Achilles’ epic life has taken. Yet however limited
Calchas’ powers may be, they are substantial enough to allow him to provide Di-
omedes and Odysseus with the information they need to go and summon
Achilles, allowing the Greek expedition to depart for Troy and Protesilaus to
have the opportunity of being the first man to land (and be killed) there. Calchas
thus emerges not only as the explicit god-sent voice of an even more empowered
epic author who tries to safeguard Achilles from the destiny of inconsistency of
character;" he is also ‘protector of the plot’ of the Trojan War, as he ensures that
the narrative moves forward by causing an action (Odysseus’ mission) which trig-
gers the continuation of the war along the path of traditional myth (via the final

14 As Heslin (2005, 78) defines him, Calchas ‘belongs to the military-epic world that Achilles is
set to enter when the poem ends’.

15 meus iste, meus ‘he is mine, mine’ of 1.528 shows that Calchas even seems to dispute Thetis’
maternal right to Achilles. He displays quasi-parental traits which lead him to claim Achilles as
his ‘son’: ‘Peleus cannot fill this role on account of his absence; Chiron cannot fill it on account
of his failure to prepare Achilles for a place in human society; Thetis tries to fill that role and the
result is Achilles’ cross-dressing; the unwarlike Lycomedes is only a fit father for girls; Calchas
stakes a claim to the role’. 1.528, in fact, is identical to the phrase with which Statius himself
established his role as father to his adoptive child, when this child died (Silv. 5.5.69 —72). See
Heslin 2005, 292 (also for the quotation above).
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re-masculinization and re-militarization of Achilles). He effectively lets Protesi-
laus and Achilles go and face their unavoidable destinies of death— unavoidable
in that the Cypria (featuring Protesilaus’ death), the Iliad, and the Aethiopis (in-
cluding the death of Achilles) had already been written. Therefore, despite the
difference in terms of immediacy, Calchas plays a role that is not very different
in its effects from that which the didactic author Ovid assumes in his manipula-
tion of the narrative — only, Calchas does not ‘intervene’ directly to modify the
events, but operates on them by involving Odysseus and Diomedes as interme-
diary. In a way, Calchas’ role seems determined by the self-effacing role of an
epic author, whose presence in the plot, though he is omniscient, is much ‘softer’
and more indirect than that of the erotic author Ovid. By using Calchas in order
to redirect the destiny of Achilles, Statius does not actually speak in the first per-
son (as Ovid had done), but conceals himself behind the words of the seer, thus
adhering to the conventional impersonality of the epic author.

It comes as no surprise that Statius here portrays Calchas as a sort of stand-
in for himself. Both poet and prophet are called vates in Latin technical lan-
guage, and both depend on Apollo for their inspiration in the Achilleid. Protesi-
laus exhorts Calchas to divine where Achilles is hidden by ceasing to be nimium
Phoebi tripodumque oblitus tuorum ‘too forgetful of Phoebus and your tripods’
(1.496). Calchas, in turn, presents himself as being inspired by Apollo (me Phoe-
bus agit, 1.529). In a similar way, Statius had used his own authorial persona in
the proem of the Achilleid to ask Apollo to help him find new inspiration (da
fontes mihi, 1.9) and enter once again the Apollinean Aonium nemus.

* % %

In addition to what we have already observed, Ovid’s allusive presence in Cal-
chas’ prophecy may also inform the possible mention of Deidameia in the phrase
improba virgo, whose anonymity would point out, as we have already suggested,
that her ‘elegiac’ character is alien to Calchas’ epic viewpoint. As Achilles fades
out of the vision within which the prophet seemed able to control him, the last
image that Calchas sees is that of a improba virgo, 535? Why is this girl improba?

If improba virgo designates Achilles in frock, thus hyperbolically singling out
his transvestism as a change of sex (here and often elsewhere in the Achilleid),
improba will point to the ‘morally unsound’ new sex of Achilles — as Statius re-
marks in agreement with Domitian’s law against the practice of boys’ castration

16 Cf. Franchet d’Espérey 2006, 442-50.
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in Silv. 3.4.74—7 nunc frangere sexum | atque hominem mutare nefas.” If other-
wise Deidameia is the improba virgo, then Calchas’ unsympathetic description
may simply be the result of a rereading of the events of Ach. 1.126 - 396 (Thetis
hides Achilles at Scyros and deceives Lycomedes) from the perspective of the
Greek army; this point of view could easily involve some degree of indignation
at those responsible for Achilles’ distraction from the heroism the Greeks want
him to regain.® To Calchas, any girl (including Deidameia) who could tempt
the great Achilles would have seemed ‘shameful’, since he prefers the hero’s sup-
posedly ‘natural’, straightforward, and anything-but-erotic virtues (Deidameia’s
imploring attempts at keeping Achilles from leaving for the war are after all a
frequently recurring motif both in literature — see e.g. Ov. Ars am. 1.701-2 quoted
above — and in iconography®®). Besides, Statius may also have pointed through
Chalchas’ voice to the fact that Deidameia was a sort of elegiac intruder — ‘dis-
loyal’ and ‘unsound in her behavior’*® — into the logic of ancient epic. It is in her
role as an elegiac lover that she distracted the epic hero Achilles — and the Achil-
leid itself — in terms of both plot and genre.

But there are also other reasons, less generic and intertextually specific,
which may underlie the epithet improba. We will start by considering the possi-
bility that Calchas’ description of Deidameia as improba reflects a nuance of her
characterization that would be specific to Latin archaic theater — the possibility
has to be considered because of its past fortune, but, as we will see, must be ul-
timately discarded. According to this interpretation Deidameia has been sup-
posed to play the role of a quasi-Medea in the Achilles of Livius Andronicus,
where fr. trag. 1 Ribbeck (2nd ed.) si malas (v.l. malos) imitabo, tum tu pretium
pro noxa dabis ‘if 1 take evil women for my pattern, then you, yes you, will
pay the price for wrong’ has been interpreted by some scholars as a threat direct-
ed at Achilles by Deidameia: as Achilles is about to leave, she claims that she
will punish him for abandoning her, e.g. by harming Neoptolemus just as
Medea had punished Jason by killing their children.?* If this really was the
plot of Livius’ Achilles, Statius’ use of the adjective improba could, technically,
be indebted to this precedent. In that case, Statius would be establishing a par-
allelism between his female character and another abandoned woman, Medea,

17 Cf. Newlands 2002, 105-18 for an excellent discussion of this poem. On the Romans’ despise
for eunuchs, Roller (1998) 125-31.

18 Arico 1986, 2943.

19 On both, Fantuzzi 2012, 94-5.

20 OLD par. 3.

21 Bickel 1937, 7-19. A convincing refutation of Bickel’s interpretation can be found at Arico
1980, 132-5 (also Arico 1981, 218 -20, 227).
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in the process of magnifying the wickedness of Deidameia. Calchas’ final ques-
tion about the identity of the anonymous improba virgo would then resemble Me-
dea’s own anonymity in Valerius Flaccus’ presentation at the end of Mopsus’
prophecy in the Argonautica (1.223 - 4, already mentioned above): quaenam ali-
geris secat anguibus auras / caede madens? quos ense ferit? ‘what woman is this,
drenched with slaughter, that cleaves the air upon winged serpents? Whom does
she strike with the sword?’ But although this interpretation of Livius’ fragment as
spoken by Deidameia is not implausible and has garnered some approval,? this
fortune is perhaps undeserved. In fact there is no evidence whatsoever that the
fragment is concerned with Deidameia at all.”® Most importantly, Deidameia’s
role in those last, difficult moments before Achilles decides to leave her for
the war is nowhere else depicted in dark Medea-like colors, neither in the Achil-
leid nor in any other known Greek or Latin text or iconography.?*

It is thus quite doubtful that there is a ‘tragic’ intertextuality present in the
term improba virgo, pointing to the similarity of Deidameia and Medea. As an al-
ternative, I would suggest we consider this epithet derived from Deidameia’s
background in Ovidian love poetry. The specific use of improbus as meaning
‘shameless in one’s sexual desires or behavior’ (a nuance of its more general
sense of ethically ‘reproachable’) is quite frequently attested in erotic poetry,
where it forms a favorite type of verbal abuse.” Rather than claim a Livian ante-
cedent, it therefore seems possible, or even tempting — in my opinion more
tempting than any of the other interpretive conjectures — to believe that Statius’
strongly negative characterization of Deidamia relies instead on Ovid’s portrayal
of her reaction after she was raped by Achilles (Ars am. 1.699 — 700, already quot-
ed above): viribus illa quidem victa est ... sed voluit vinci viribus illa tamen. In par-
ticular voluit vinci had presented Deidameia as affected by a typically male lust
for sex — a lust which turned her into a femina probosa,?® a sort of female version
of the cross-dresser Achilles who had raped her and the opposite of a virginal
future mater familias; her characterization as an elegiac figure relied on this
lust, and it made her resemble the Corinna of Ov. Am. 1.5.15-16, who, tamquam
quae vincere nollet [ victa est non aegre proditione sua ‘as one who would not

22 A review of its afterlife is at Arico 1980, 132 n. 7. See still De Rosalia 1986 —1987, 11.

23 A complete review of the interpretations of this passage is in Spaltenstein 2008, 20 —3. It had
been usual, before Bickel, to interpret the fragment as belonging to Iliadic or Cyclic situations,
the least implausible of which were Achilles’ indignant refusal to accept Agamemnon’s gifts or a
resentful address to Achilles by Briseis.

24 As observed by Arico 1980, 134-5.

25 Cf. Opelt 1965, 273.

26 Cf. McGinn 1998, 106 -16.
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overcome, was she overcome — and that was not hard — by her own betrayal’. In
the context of Statius’ attempt at dignifying Achilles’ love story and transvestism
at Scyros, Deidameia’s lust and sexual satisfaction — also evident in the tenta-
tively coaxing words (blanda voce) with which she urges the rapist (auctorem stu-
pri) to tarry and not leave at Ars am. 1.701- 4 (also quoted above)”” — may easily
have given rise, I think, to Calchas’ description of Deidameia as improba. This
definition would have been in tune with the strong concern of the Romans for
pudicitia (especially the pudicitia of their wives, of course), as a result of
which the presence or absence of consent on the rape-victim’s part made a sub-
stantial difference in Roman law, as well as in the law of some modern Western
countries. At Rome, an unwilling victim of a rape would still be defiled by pen-
etration, but without consent one had his/her own pudicitia ‘stolen’ by the rapist;
the consenting victim, on the other hand, was seen as one willing to se coinqui-
nare ‘collaborate in polluting him/herself’, and thus to forfeit any legal protec-
tion (in addition to losing considerable privileges along with one’s pudicitia al-
most to the point of being considered a prostitute).?® In conclusion, if Deidameia
is the improba virgo, the image of Deidameia that the epic poet Statius adopted
from Ovid’s elegiac narrative was one of a girl who not only, according to the
logic of ancient epic, was wickedly ‘disloyal’, but had also been demonstrated
(by Ovid’s very narrative) to be ethically and sexually ‘shameless’ in her lust.

If my suggestion of a sexual nuance in Calchas’ improba virgo is correct, it
would come as no surprise that Statius refrains from ascribing anything similar
to his own dignified Deidameia. The Deidameia of the Achilleid, in fact, during
her rape both admirably and virginally clamore nemus montemque replevit ‘filled
wood and mountain with her cries’ (1.645), though her cries could not be under-
stood by her companions (1.646 —7). Statius’ Deidameia may also have enjoyed
being deflowered by Achilles, as she certainly became his lover and abetted
his cross-dressing for many months, even after their baby was born. But Statius

27 As observed by Skinner (2005, 227), ‘the flippant punning on vir “man” and vis “rape”
appears to hint that rape was what genuine men do, with the supplemental wordplay on the
verbs volo, velle “to wish” and vincere “to conquer” reinforcing the claim that women want them
to do it’. Deidameia’s consent (by the way, apparently both ante and post eventum) plays a most
relevant role in the literary strategy of Ovid’s passage, as it lessens the gravity of Achilles’
stuprum, which allows Ovid to present a crime outlawed by Augustan legislation as nothing
more than the product of a young man’s exuberance: cf. Davis 2006b, 95.

28 See Langlands (2006) passim on the Roman idea of pudicitia, and in particular 20, 163-7
about rape and consent.
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is absolutely silent about her consent (or lack thereof) during his depiction of the
rape itself.

* % %

To conclude and summarize, before Statius rewrote the scene of Deidameia’s
rape according to his own more dignified idea of these characters, we can sur-
mise that Ovid’s narrative would have become a sort of classical reference for
Statius and the readers of his age. Calchas’ strongly reproachful description of
Deidameia’s morality may thus have been in compliance with what was then
the Ovidian standard version of the story.?® Other aspects of Calchas’ speech,
as well as Achilles’ dialogue with himself, also follow the Ovidian precedent.
Their apostrophes recall Ovid’s intervention in his own narrative of Achilles at
Scyros,*® and the prophet’s speech in Statius has the same tone of rhetorical in-
dignation at Achilles’ destiny as that of the narrator in Ovid (though of course it
does not share Ovid’s mocking notes). Furthermore, Calchas is a persona loquens
similar to the Ovidian didactic author — he is a vates-prophet who, like an om-
niscient epic vates-poet, knows what Achilles has to become and is an effective
‘guardian’ of the mythical story; in fact, as a character within the tale, he can be
less silent and self-concealing than the epic author himself and therefore be clos-
er to the Ovidian original than the author himself. Calchas thus comes to play the
same pivotal role of pushing the plot towards Achilles’ public liberation from
cross-dressing that Ovid played in the Ars. But he plays this role within the limits
of the poetics of epic, and demonstrates the same kind of effectiveness the Ilia-
dic Calchas had betrayed in compelling Agamemnon to radically change his at-
titude toward Chryseis and thus redirecting the plot of the war of Troy.

Later on in the Achilleid, as he addresses himself on the night of Deidameia’s
rape, Statius’ Achilles shows the same indignation and utters similar apostro-
phes as Calchas had done in his prophecy and Ovid in his didactic poem. As
a result, he reaches the conclusion that he needs to stop cross-dressing and re-
claim his virility. From the Odyssey onwards, such self-addresses had been one of

29 That such a strongly epic character as Calchas (see above p. 163) could be influenced by
Ovid’s bawdy suspicions about Deidameia’s morality is not without precedent. This would
parallel Statius’ tendency to include in the construction of his epics material that comes from
behind the enemy lines (so to say), namely from texts and genres that are hostile to epic, like
Callimachean or erotic poetry: cf. Barchiesi 1996, 53 - 4; Hinds 1998, 95— 8; Feeney 2004; Heslin
2005, 66—78, and Fantuzzi 2012, 73-82.

30 As Theodore D. Papanghelis comments per litteras, ‘if with Statius the epic wins out in the
end it is not only a result of Achilles’ “already written” fate, but also the epic reverse of what
normally happens in various Augustan recusationes (and behind them in Callimachus’ Aetia
Prologue), where elegy pitted against epic eventually wins out’.



Achilles and the improba virgop — 167

epic’s preferred means of marking crucial and difficult transitions in a charac-
ter’s life. Therefore the Statian Achilles’ dialogue with himself ‘epicises’ — and
adds more dignity to — the external (authorial) warnings that had been imparted
to Achilles by Ovid, and it does so in both form and content. By highlighting the
substantial agreement between Achilles’ own negative verdict on his cross-dress-
ing and Calchas’ earlier condemnation of it, Achilles’ words also demonstrate
that the hero has now regained both his virility and the ideological code that
comes with it significantly before Odysseus and Diomedes resort to the tradition-
al tricks of the arms and/or trumpet to make his retransformation public.*
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Stephen Hinds
Claudianism in the De Raptu Proserpinae

Abstract: In a generation of critical work which has transformed our understand-
ing and appreciation of early imperial Latin epic, only a few attempts (albeit im-
portant ones) have been made to extend a similar rethinking of genre dynamics
to the late antique De Raptu Proserpinae; for many readers, Claudianic epic con-
tinues to be defined (in the DRP and elsewhere) by its perceived limitations.
There are many possible ways to address the engagement of the DRP with
genre and literary tradition. In another publication I plan to treat the influence
of Ovid; but the present paper sketches a Claudianic approach to the DRP. That
is, its heuristic strategy is to treat Claudian as a special case, sui generis, whose
version(s) of epic can most immediately be explained not so much by the centu-
ries of tradition behind him as by the peculiar pressures and circumstances of
his own end-of-fourth-century life and times — even, or especially, in the osten-
sibly timeless DRP. Topics addressed here include literary bilingualism, the poet-
ics of cosmic and imperial division, gigantomachy, epithalamium, and epic’s be-
ginnings and interrupted ends.

Keywords: Claudian, De Raptu Proserpinae, epic, late antiquity, Roman Empire,
cosmos, gigantomachy, epithalamium, closure

To a critic accustomed to canons of genre in the first centuries BC and AD, and
looking to say something about epic self-definition in late antique Latin litera-
ture, Claudian’s unfinished De Raptu Proserpinae seems at first sight reassuringly
familiar: a poem set in a timeless world of classical myth and devoid of contem-
porary historical reference (except in its two elegiac prefaces); a poem which,
when not post-Virgilian (as it often is), can fairly be called post-Ovidian both
in its general aesthetic and in its specific adoption of a myth of which Ovid him-
self had produced two extended treatments, one epic and one elegiac, in Meta-
morphoses and Fasti; a poem which, if stripped of identifying marks, might plau-
sibly be antedated three hundred years and read as an immediate successor to
the Flavian epics of Statius and others.!

1 After the initial, abbreviated presentation of this material in the hospitable environment of the
Aristotle University of Thessaloniki in May 2011, a fuller version (destined for publication as a
limited-circulation pamphlet) was given as the Fourth UCL Housman Lecture in London in
March 2012. The overly long handout which accompanied these oral presentations now looks set
to yield two complementary papers, of which the present publication is the first. Catherine
Ware’s book Claudian and the Roman Epic Tradition is not yet available in North America as this
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And vet (this is a necessarily brief sketch), in a generation of critical work
which has arguably transformed our understanding and appreciation of early im-
perial Latin epic, only a few attempts have been made to extend a similar re-
thinking of genre dynamics to the DRP. Is it that the points of productive friction
within and between genres shift (or erode) between the end of the first century
AD and the end of the fourth, so that the same terms of reference are no longer
applicable? Perhaps, at least in part: more on this later. But in part, I think, it is
that the readerly reception of the DRP remains mired, despite recent interven-
tions, in a longstanding habit of disappointment with Claudian as a poet,
even as he continues to attract interest as an historical player; so that while a
number of today’s late antique specialists probably feel better about the DRP
than did their predecessors, the great majority of literary Latinists continue to
give it the cold shoulder. I begin, then, with the image problem which has
often relegated one of the most attractive and effervescent narrative poems in
the classical tradition to the margins of mainstream critical discussion of
genre and intertextuality in Latin literature.

Here is what Maurice Platnauer writes about Claudian in his 1922 introduc-
tion to the still-current Loeb edition:?

‘... as a poet Claudian is not always despicable.’

‘Claudian’s faults are easy to find. He mistook memory for inspiration and so is often wordy
and tedious ... Worse than this he is frequently obscure and involved ... The besetting sin,
too, of almost all post-Virgilian Roman poets, I mean a “conceited” frigidity, is one into
which he is particularly liable to fall.’

Now of course this was written ninety years ago. But the rehabilitation of ‘almost
all post-Virgilian Roman poets’, though it has by now advanced to the Flavians
(some of us are old enough to remember when it did not extend even to Ovid),
has yet to be systematically applied to the late fourth century, and there does not
seem to be a universal consensus that it should. Even Claudian’s champions are
at times a little faint-hearted in their championship, making the best of the faults

paper goes to press; but as an interloper in the world of late antique Latin I am already in Dr
Ware’s debt for informal orientation and advice offered at two unrelated conferences in October
2011. Final revision of the paper coincided with my teaching of a graduate class (Latin 508)
which paired Statius’ Achilleid with the DRP: my thanks to the sixteen students in the class for
the many ways in which they complicated and enriched my sense of Claudian’s mythological
epic.

2 Platnauer 1922, I xvii and xviii. For the most part, my translations of Claudian’s Latin in this
paper will be taken or lightly adapted from Platnauer or (in the case of the DRP) from Gruzelier
1993.
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which inherited wisdom imputes to the poet rather than calling them into ques-
tion: ‘conceited’ frigidity, as above; excessive addiction to ornament; and inabil-
ity to sustain a coherent plot or argument,? spun by defenders of Claudian (as by
defenders of Ovid, Lucan and Statius before them) into a preference for ‘episodic
structure’.*

Have these definitions of post-Virgilian limitation (now seen as broadly inad-
equate to the cases of Ovid, Lucan and Statius) at last found their proper home
in the fourth century, or is it that we haven’t yet come up with enough new sto-
ries about Claudian’s poetry and poetics to allow these old ones to fade grace-
fully into the background? The present short paper on the DRP (the first of an
intended pair) does not aspire to full-scale revisionism; but it hopes to join a
number of recent studies in shifting the critical ground just a little.

There are many possible ways to open up the question of the engagement of
the DRP with genre and literary tradition (my sequel paper will focus on ‘Ovid
and Ovidianism ..."); but perhaps a good prolegomenal step is to begin with a
Claudianic approach to Claudian and the DRP. That is, it may be helpful to
make a fresh start by treating Claudian as a special case, sui generis, whose ver-
sion(s) of epic can most immediately be explained not so much by the centuries
of tradition behind him as by the peculiar pressures and circumstances of his
own late fourth-century life and times — even, or especially, in the ostensibly
timeless DRP.> That will be the limited agenda of the present piece.

Claudianism: poetry across languages

In a way that is perhaps characteristic of the poetry of his period, a period in
which reading communities are in various kinds of flux, Claudian works hard
to create his own literary historical terms of reference. Even (or especially)

3 Hall 1969, 110 ... the DRP continues the tradition of the post-Virgilian epic, being composed of
a series of loosely connected episodes, with hardly a trace of a more closely integrated structure’;
so too Cameron 1970, 262-3.

4 Preference for ‘episodic structure’: Gruzelier 1993 on DRP 1.32ff., citing the influential for-
mulation of Roberts 1989, 56 —7, more (I think) by way of mitigating the original charge than of
ruling it out of court.

5 Such an approach may at times run up against the disputed dating of the DRP within Clau-
dian’s oeuvre, a matter complicated by the self-advertised interruption of the poem’s composi-
tion between Book 1 and Book 2: Hall 1969, 93 —105, Cameron 1970, 452- 66, Gruzelier 1993, xvii-
xx (with further bibliography). Although I incline to the simplest explanation for the final break-
off of the DRP in Book 3, viz the death of the poet, I think it is true to say that nothing in the
present piece depends upon commitment to an earlier or to a later compositional time-frame.
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where his poetry can seem at its most derivative to a critic with low expectations
of late antique verse, Claudian has the capacity to reinvent and to give a fresh
turn to tradition. To begin with the basics, this is a poet whose own life can
be advertised as a recapitulation of the main east-to-west Greek-to-Latin vector
of Roman literary history:

Romanos bibimus primum te consule fontes
et Latiae cessit Graia Thalia togae
Carm. Min. 41.13-14 (Epistula ad Probinum)

In your consulship I first drank of the streams of Roman song and my Greek Thalia yielded
to a Latin toga

Born in Alexandria, Claudius Claudianus enters the history of Roman literature
as a native speaker of Greek.® He is, then, one of those poets (like Statius) with an
inherent (and often overlooked) capacity to reanimate the originary dialogue be-
tween Greek and Latin upon which Roman literature is founded. Here is a first
category of ‘Claudianism’ to give our poet his own handle on tradition: linguistic
biculturality.

More than that, within the category of Roman poets with a claim to linguistic
biculturality, Claudian is one of the very few from whom we actually have extant
verse in both languages, including two distinct cases of Greek and Latin treat-
ments of a single theme: a hilingual set of epigrams on the geological curio of
a crystal enclosing a drop of water, one of which begins with the word clauditur
(more on naming puns later); and on a larger scale a pair of incomplete Greek
and Latin gigantomachies, apparently from different phases of the poet’s career
(again a theme to be picked up later).” This may have no practical effect upon
our reading; or it may license us to press a little harder whenever we encounter
in Claudian’s work moments of verbal interplay across languages. At the level of
genre — especially epic genre — it may encourage us to look for an especial ca-
pacity in Claudian himself, both innate and acquired, to reinvent dialogue be-

6 Cameron 1970, 2—7 (still a book of monumental importance for all aspects of Claudian’s life
and work); cf. Cameron 2011, 641.

7 Epigrams on a crystal enclosing a drop of water: Carm. Min. 33-9, Carm. Graec. IV-V (= Anth.
Pal. 9.753-4). Claudian’s treatments of themes in both Greek and Latin: Cameron 1970, 12-14
and 467, noting that the Latin Gigantomachia (like the DRP) is ‘plainly unfinished’, probably as a
result of Claudian’s death, ‘rather than merely fragmentary like the Greek Gigantomachia ...
which we may allow to have been an early work’.
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tween Greek and Latin traditions — whether or not the majority of his readers in
late antique Rome or Milan were equipped to join him in that project.®
Consider in this connection the inscribed bilingual dedication, featuring
Latin epigraphic formulae and a Greek verse epigram, set up in the Forum of Tra-
jan at Rome to accompany a statue voted in Claudian’s honour in the name of
the two brother-emperors of East and West, Arcadius and Honorius (sons and
successors of the last emperor to rule both East and West together, Theodosius):

CLAVDIO CLAVDIANO VC TRIBVNO ET NOTARIO ...
DD NN ARCADIVS ET HONORIVS ...
STATVAM IN FORO DIVI TRAIANI ERIGI COLLOCARIQUE IVSSERVNT

EIN ENI BIPTIAIOIO NOON KAI MOYZAN OMHPOY
KAAYAIANON POMH KAI BAZIAHZ EGEZAN
from CIL 6.1710, incl. Gk. epigram

To Claudius Claudianus, Rt. Hon., tribune and notary ...
our Emperors Arcadius and Honorius ...
have bidden this statue to be raised and set up in the Forum of the Divine Trajan

Rome and Emperors set up Claudian, the mind of Virgil and the Muse of Homer in one man

The dedication is mentioned by Claudian himself in his own poetry, at Bell. Get.
Praef. 7-14 — a remarkable attestation of an inscription still physically extant
today (in Naples). It has been suggested that the author of the Greek elegiac dis-
tich is none other than Claudian himself.’ Be that as it may, one thing that this
Greek dedicatory couplet has in common with the Latin autobiographical cou-
plet quoted earlier in the section is an association of the move to Rome (and
to Latin) with the acquisition of civic identity and high political connectedness.
Both tell the story of a poet whose work is destined to be bound up with the pub-
lic events and figures of his time.

Indeed (although I emphasize Claudian’s bilingual credentials mainly to
urge future work on his poetics), the civic dimension in each of these quotations
is perhaps suggestive of a broader Claudianic claim of cultural competence, or
mastery, capable of straddling both halves of a split-imperial world, East as
well as West. After all, on two (other?) occasions in Claudian’s verse when praise

8 Decline in knowledge of Greek in the West after Diocletian’s institution of the Tetrarchy:
Cameron 2011, 527-66 (esp. 527—35), with arguments against the assumption that a small group
of cultivated aristocrats resisted the trend and constituted a ‘last bastion of Greek in the West’.
9 Fo 1984, 816, picked up by Wheeler 2007, 118 and n.107. A photograph of the inscribed stone is
conveniently accessible on the web-page of Bret Mulligan, at http://www.haverford.edu/classics/
faculty/bmulligan/claudian/claudianinscription.html
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is offered for a capacity to bridge Greek and Latin poetic traditions, the figures
praised are, respectively, the adoptive daughter of one Emperor and the bride
of another.*®

Claudianism: cosmic dualism

Other than the Greek and Latin gigantomachic fragments, the De Raptu Proser-
pinae is the only one of Claudian’s mid- to large-size hexameter poems not to
be driven by the geopolitics and prosopography of the imperial court. Does it fol-
low from this that fourth-century imperial politics are wholly irrelevant to the po-
etry of the DRP? I think not, even though at one level the DRP constitutes Clau-
dian’s departure into pure myth. My sequel study will give due emphasis to the
DRP as a poetic game with poetic tradition: the kind of game that we would call
‘post-Alexandrian’ if Claudian had been born in an earlier era (... but, although
he wasn’t born in an earlier era, he was born in Alexandria, so ‘post-Alexandrian’
it is).** However, even though the DRP takes us into a world of timeless mythic
tradition, that does not preclude narrative pressure from contemporary imperial
politics.

Let me approach the geopolitical question thus. In a long view of epic tradi-
tion, Claudian’s way of structuring all his extended poems fits with ease and pre-
dictability into a persistent pattern of cosmic dualism, involving some imagistic
appeal to balanced or opposing forces in the human and/or divine realms, a pat-
tern hard-wired into Roman epic tradition from Virgil on. (Philip Hardie might

10 Serena (niece and adoptive daughter of Theodosius) educates her daughter Maria (soon-to-be
bride of Honorius) in Latin and in Greek literature: Epithal. Honorio et Mariae 232-5 Latios nec
volvere libros / desinit aut Graios, ipsa genetrice magistra, / Maeonius quaecumque senex aut
Thracius Orpheus / aut Mytilenaeo modulatur pectine Sappho ‘nor does she cease, under her
mother’s personal guidance, to unroll Latin books and Greek ones too, all that old Homer sang,
or Thracian Orpheus, or that Sappho set to music and Lesbian quill’; cf. Carm. Min. 30.146 -59
(Serena herself as a reader ready to draw lessons from ‘the books produced by Smyrna and by
Mantua’). Pertinent too is Panegyr. Hon. IV Cos. 396400, in which a dramatized lecture on
statecraft by Theodosius to Honorius, as present to future Emperor, ends with a firm injunction
to read up on the heroes both of Greek and of Roman antiquity (though in the event the
rhetorical emphasis is more upon the Latin material than the Greek).

11 The term ‘neo-alexandrianism’ is proposed (without geographical prejudice) as a label for
certain traits of late antique poetic writing in Latin by Charlet 1988, esp. 77. For the status of the
actual city of Alexandria within the crowded world of late-antique Greek verse from Egypt (no
longer as central as before) see Cameron 1970, 4- 6.
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call this tradition post-Pergamene.'?) Even without fourth-century imperial poli-
tics, this is the way we would expect Claudian to write epic anyway: not just in
his versions of political epic (some panegyrical, some invective), but in the DRP
too.

So then, to advance the case for a distinctively Claudianic reanimation of tra-
dition in this area, what [ want to do is to emphasize how peculiarly well this pat-
tern fits the lived experience of poet and readers at this point in history. Claudian
moves within a world, personally and politically, which positions him perfectly
not just to inhabit but to reenergize the age-old epic topoi of cosmic dualism:
the world of a problematically divided Western and Eastern empire, Rome and
Constantinople,

urbs etiam, magnae quae ducitur aemula Romae
et Calchedonias contra despectat harenas
In Rufinum 2.54-5

That city, too [i.e. Constantinople], held to be the rival of great Rome, that looks across and
down to Chalcedon’s strand

a division at once cosmic, geopolitical and fraternal; and (this will be important)
a division still sufficiently provisional in the generation after Theodosius that the
vocabulary of division entails the vocabulary of reconciliation, and vice versa:**

Oriensque, regna fratrum,
simul Occidensque plaudat;
placidae iocentur urbes,
quaeque novo quaeque nitent
deficiente Phoebo
(12) Fescennina 36 — 40

Let East and West, the brothers’ paired realms,
join in their applause;

let peace and joy fill the cities

illumined by the Sun at his rising

and at his setting

Visions of reconciliation notwithstanding, Claudian’s political poetry is full of
fraught moments which pit the two halves of the world against one another,
West against East:

12 Hardie 1986 at e.g. 9-10 and 125-43.
13 See now Kelly 2012 (in the just-published volume Two Romes), a finely nuanced account of
Claudian’s negotiations between Rome and Constantinople at different points in his oeuvre.
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... en iterum belli civilis imago!
quid consanguineas acies, quid dividis olim
concordes aquilas?

In Rufinum 2.236-8

Behold once more the spectral image of civil war! Why do you seek to divide kindred armies
and standards long united?

Roman eagles against Roman eagles, kin against kin: not since the first century
BC, perhaps, has the geopolitical threat of civil conflict had such geopoetical heft
as in Claudianic epic.™ A case can be made that, in literary historical terms, the
Neronian and then the Flavian responses to such tensions in the poetry of Virgil
had long since programmed civil war as the ‘default setting’ of epic conflict: but
for Claudian I think it’s special.

And, when we turn our attention within the poet’s oeuvre from the political
poetry to the mythological DRP, what is interesting is that we don’t leave this
world of potential-civil-war dualism behind: no, we retain it, but we map it
along a different axis, vertical rather than horizontal. Again two brothers divide
the world between them, not West to East (Honorius and Arcadius) but Upper to
Lower (Jupiter and Dis): in this version of Claudianism as in that, imperial epic is
split-imperial epic.

Stephen Wheeler’s application of Hardiesque terms to the DRP enables us to
recognize in our poem’s opposition between Upper and Lower worlds a strong
continuity with the version of cosmic binarism most fundamental to Roman
epic tradition, in which a primal division between heaven and hell figures and
negotiates all kinds of other binaries in the epic plot:*® think for example of
the classic moment in the Aeneid when Juno summons Allecto and her dark
forces from the Underworld to stir up (and to lend imagistic fuel to) the quasi-
civil war on the ground between Trojans and Latins. But also, we cannot progress
far into the DRP without encountering the kind of language used by Claudian
himself to describe that specific, contemporary split between worlds which pre-
occupies him elsewhere in his hexameter oeuvre:*

14 1 take from Alessandro Barchiesi the use of the term ‘geopoetics’ in such a context.

15 Wheeler 1995, esp. here 119-21, an early and impressive application of the explanatory
power of Hardie 1993, esp. 57— 87.

16 Gruzelier 1993 on DRP 1.63 ff.; more broadly cf. Kellner 1997, 235- 41, esp. 240, whose case for
limited allusion to contemporary imperial events is framed as a reaction against more tho-
roughgoing and heavy-handed attempts at political allegoresis (esp. by T. Duc); cf. Wheeler
2000.
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ne pete firmatas pacis dissolvere leges

quas dedimus nevitque colus, neu foedera fratrum
civili converte tuba. cur inpia tollis

signa? quid incestis aperis Titanibus auras?

De Raptu Proserpinae 1.63-6

[Lachesis to Dis] Seek not to disssolve the established laws of peace which we have given
and our distaff has spun, and do not overturn the bonds of brothers with the trumpet-blast
of civil war. Why do you raise impious standards? Why do you give the unholy Titans open
access to the upper air?

Once again, then, Claudian both operates within and newly reanimates the topoi
of epic dualism: in a universe of split-imperial poetry, the DRP asks: how does
the Upper-to-Nether narrative of a fraternally divided cosmos map on to a
West-to-East narrative of a fraternally divided cosmos?

And here’s the thing: the answer is not necessarily a simple one. Claudian’s
complicated political balancing act between Western and Eastern courts will
lead to a corresponding complication in his imagining of the duality between
heaven and hell. In his political poetry Claudian has an investment in avoiding
simple oppositions between black and white, good and evil; and this has an ef-
fect on the way he represents the Underworld in the DRP — which, it is often ob-
served, is at times kinder, gentler, and more like the Upper world, than elsewhere
in the tradition, or elsewhere in the DRP. In other words, the intermittent ameli-
oration of the Underworld in our poem (far from exemplifying mere Claudianic
inattention to narrative consistency”) may owe something to an aspirational
view of harmony between West and East elsewhere in Claudian’s oeuvre.

A work useful to think with here is the invective In Rufinum (already cited
above) because, within its narrative, split-imperial politics are openly juxtaposed
with and framed by Upper-and-Lower world politics:

protinus infernas ad limina taetra sorores,
concilium deforme, vocat ...

... patriaque relicta
Eoas Furiae iussu tendebat ad arces,
instabilesque olim Symplegadas et freta remis
incluta Thessalicis, celsa qua Bosporos urbe
splendet et Odrysiis Asiam discriminat oris ...

17 So Gruzelier 1993, xxvi.



178 —— Stephen Hinds

senserunt convexa necem tellusque nefandum
amolitur onus iam respirantibus astris.
infernos gravat umbra lacus ...

In Rufinum 1.27-8, 171-5; 2.454-6

Straightway [Allecto] summons the hideous council of the nether-world sisters to her foul
palace gates ...

Then at the Fury [Megaera]’s bidding [Rufinus] left his fatherland and directed his way to
the citadels of the East, and the formerly-shifting Symplegades, and the seas made famous
by the Thessalian oars [i.e. of the Argo], where the Bosphorus gleams beneath its high-wal-
led town, and separates Asia from the Thracian coast ...

The vault of heaven felt his death and earth shifted off her hated burden; the stars can
breathe again. His shade oppresses the waters of the nether world ...

A key take-away from the In Rufinum, incidentally, is the recurrent idea in Clau-
dian of some evil third-party force capable of fomenting discord between two fra-
ternal realms which should otherwise get along. In the In Rufinum that force (for
one pair of realms as for the other) is the eponymous villain Rufinus, the native
of south-western France who becomes the arch-fixer of the Eastern court (oper-
ating, in Claudian’s epic embellishment, as the agent of the Furies), and at the
end of the In Rufinum is banished by Minos to a point below Tartarus, to
Hell’s Hell. In Claudian’s political oeuvre more broadly, third-party disruption
is repeatedly associated with barbarians, variously and tendentiously defined.
And in the DRP, in turn, a corresponding third-party threat to the balance be-
tween Upper world and Lower is to be found in the lurking presence of the Titans
or Giants, who arguably invite assimilation and appropriation to this same dis-
tinctively Claudianic scheme (e.g. at DRP 1.66, above; more on gigantomachy
below).'®

Before leaving this nexus let me pause to register another archetypal cosmic
topos, in the second segment of the In Rufinum quotation above: the voyage of
the Argo, which as ‘first ship’ brings different parts of the world into communi-
cation (and conflict) with one another, and by this point in the history of epic
carries some considerable allegorical freight. Here at In Rufinum 1.173 -4, the
Argo is invoked (remis ... Thessalicis) to add resonance to a characteristic Clau-
dianic movement along the split-imperial axis of East and West; and this is
not a one-time allusion. (The recurrence of seafaring, and especially Argoic, im-
agery at several key moments in Claudian’s oeuvre is noticeable enough to have
prompted biographical speculation about how much of his life Claudian spent

18 Titans/Giants and barbarians as parallel threats: suggestive note at Gruzelier 1993 on DRP
1.43ff.
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travelling by water.'”) Even when not explicitly signalled, an east-west axis is
generally pertinent to Claudian’s customizations of the Argo; the image can em-
body ideas not just of bad communication (as in the case of Rufinus) but also of
good.

In the incipit of the Bellum Geticum (quoted towards the end of this paper, in
another context) the Argo stands in for the ship of state boldly run by Claudian’s
patron and hero Stilicho; and its position in that epic’s opening lines probably
serves to associate the hero’s empire-straddling project with his praise-poet’s,
ship of poetry and ship of state. Poetics, certainly, are to the fore when Claudian
employs a sustained Argo allusion to structure the first elegiac preface of the
DRP:

inventa secuit primus qui nave profundum
et rudibus remis sollicitavit aquas ...

iam vagus inrumpit pelago caelumque secutus
Aegaeas hiemes Ioniumque domat

DRP 1 Praef. 1-2, 11-12

He who first cut the deep with the ship he had invented and disturbed the waters with un-
tried oars ...

roving now he burst upon open water and, following the sky, mastered Aegean storms and
Ionian Sea

In Gruzelier’s words ad loc., ‘the metaphor becomes a full-blown allegory of
Claudian’s poetic career up to this point, comparing the poet to the first sailor
in his early attempts at poetry’.?® What may be added in the present context is
the accentuation (once again) of the east-west axis, not this time across the Bos-
phorus but across the isthmus of Corinth, another iconic boundary, the separator
of the Aegean Sea from the Ionian. Even though, in the epic thus prefaced, the
emphasis is to be on the ‘vertical’ axis rather than the ‘horizontal’ one, it is no
great stretch to read into this version of Argonautic cosmology another hint at
the global ambition of Claudian’s own career, and at his qualification (analogous
to Stilicho’s) to negotiate between divided worlds.

19 Cameron 1970, 26. Symptomatically, the earliest ‘embarkation’ in Claudian’s verse, back in
Alexandria in the preface to his Greek Gigantomachia (1-17), is already an overtly poetological
one: Cameron 25-6.

20 Gruzelier 1993 on DRP 1 Praef.,, an excellent head-note; cf. Felgentreu 1999, 157-68,
esp. 164 5.
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Claudianism: gigantomachy

Like most Latin epic poets from Virgil on, Claudian has within his idiom a
marked interest in the gigantomachy, the battle of the Giants and the Gods, tra-
ditionally viewed as the originary theme of martial epos. No less typical in his
oeuvre is the practice which marks the gigantomachy as, in general, an epic
plot other than the present one, whether consigned to the past, deferred to the
future, actualized only in metaphor, or otherwise denied full realization.**

So my next category of generic reanimation and reinvention is this. When we
find, both in the DRP and elsewhere in Claudian, exactly the kinds of reference
to lurking gigantomachy that we expect in Roman epic, should we just roll our
eyes at the predictability of the worn-out topoi of late-imperial decadence? Well,
whether we do or not, let us immediately allow that these topoi have a special
edge in Claudian, because (as noted earlier) unlike most poets Claudian actually
did write a gigantomachy; two, in fact (probably at opposite ends of his career),
one in Greek and one in Latin. A claim can be made, indeed, that these are the
only free-standing literary gigantomachies to survive from antiquity.?

Hence the pointedness of the preface to the panegyric on the sixth consul-
ship of Honorius, Claudian’s last firmly datable poem (January 404), where the
poet recounts a dream in which he found himself in the citadel of heaven and
laid his poetry at the feet of Jupiter. And the theme of the song he sang there
was, naturally enough, Jupiter’s victory over the Giants:

Enceladus mihi carmen erat victusque Typhoeus
(hic subit Inarimen, hunc gravis Aetna domat) ...
Panegyr. Hon. VI Cos. Praef. 17-18

I sang of Enceladus and the defeat of Typhoeus (the one a prisoner beneath Inarime, the
other oppressed by the weight of Etna) ...

As the preface approaches its punch-line the poet, now awake, affirms that his
dream-vision turns out to be true:

21 Gigantomachy in Latin literature (including Titanomachy and Typhonomachy, since the three
are regularly confused or conflated in ancient usage), esp. in contexts of recusatio: Hardie 1986,
esp. 85-90 (incl. at 89 a sentence in which Claudian features in a list of later writers of historical
epic ‘in whom motifs of Gigantomachy become clichéd’); Nisbet-Hubbard 1978 on Hor. Odes
2.12.7; Gruzelier 1993 on DRP 1.43ff.

22 See Hardie 1986, 101.
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additur ecce fides nec me mea lusit imago,
inrita nec falsum somnia misit ebur
Panegyr. Hon. VI Cos. Praef. 21-2

See, my vision is confirmed; it was no delusion; nor has the false Gate of Ivory sent forth
unaccomplished dreams

Even truer, indeed, than the immediate terms of the passage require. The osten-
sible conceit is in a sense doubled: ‘I had a dream-vision that I sang a giganto-
machy and look, it turns out to be true’, namely in the upcoming panegyric’s fig-
uring of Emperor Honorius as a Jupiter-like vanquisher of the Giant-like Goths;?*
but also, more archly and self-referentially, ‘T had a dream-vision that I sang a
gigantomachy and look, it turns out to be true’, namely for me more than for
any other poet, given my track record as a composer of actual gigantomachies.

To turn in this context to the DRP is to feel a new Claudianic edge in that
poem’s peculiar hospitality to the language of gigantomachy, its lurking poten-
tial to read as gigantomachic epic. A longer paper than this could review the
many ways in which the DRP lingers on such possibilities. There is the moment
at which, as Dis’s chariot breaks into the upper air, an allusion to Ovid’s Fasti
treatment of the abduction echoes or anticipates the phrasing of a mythological-
ly distinct but analogous moment in Claudian’s own Latin gigantomachy.?* There
is the fact that one of the key locations in which the DRP’s Sicilian action un-
folds, Mount Etna, is the site of the imprisonment of a prominent defeated
Giant: a geographical coincidence fully cashed in late in the extant poem at
DRP 3.330-56, when Ceres, en route to light her iconic torches at the flames
of Etna, will find on the mountain the scene of post-Lucanian horror which is
the still-smoking graveyard of the Giants, complete with the display of actual de-
caying body-parts as victors’ spoils.

Finally (as foreshadowed in my previous section, with reference to DRP 1.66),
there is the epic’s repeated exploitation of gigantomachy as a way of talking

23 Dewar 1996 on Panegyr. Hon. VI Cos. Praef. 17-18.

24 As the Dis of the Latin gigantomachy (already here married to Persephone: Carm.
Min. 53.44-5) drives his chariot up from the Underworld to join Jove’s council of the gods, ‘his
fearful horses are astonished at the unaccustomed light’: Carm. Min. 53.46 —7 lucemque timentes
insolitam mirantur equi is parallel in its phrasing to DRP 2.193 -4 et longa solitos caligine pasci /
terruit orbis equos ‘the sun’s orb terrified the horses, accustomed to feed on long darkness’ and
picks up a motif specific to the Persephone myth since Ov. Fast. 4.449-50 namque diurnum /
lumen inadsueti vix patiuntur equi ‘for his horses, unused to it, can hardly endure the daylight’;
cf. Sil. Pun. 14.245-7. To press Cameron 1970, 469, the verbal echo in insolitam may even shade
into arch self-referentiality: ‘unaccustomed’ sc. except from the horses’ (previous?) experience of
daylight on their mission to abduct Persephone.
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about the potential for civil conflict immanent in the divine machinations behind
the abduction of Persephone. Although Dis would normally be thought of as lin-
ing up with his brother Jupiter against the Titans and Giants,? the effective con-
tainment of so many of the defeated forces in the same chthonic realm as Dis
brings with it an inherent possibility for seeing the Underworld god as a poten-
tial enabler of a new wave of rebellion on their part. This does not happen in the
DRP. However, one function of the poem’s overt references to gigantomachy is to
offer glimpses of a sort of counterfactual history in which it might.

As one instance among many, take the response of the nurse-nymph Electra
to the conjecture of Ceres that Persephone’s newly discovered abduction is in-
deed the work of resurgent Giants (DRP 3.181-8). ‘No’, says Electra, ‘but I
wish that it were, because in that situation we would at least be dealing with
a familiar and shared enemy’:

vix tamen haec: ‘acies utinam vaesana Gigantum
hanc dederit cladem! levius communia tangunt ...
DRP 3.196-7

Scarce could [the nurse] thus speak: ‘Would that the insane army of Giants had caused this
ruin! Common troubles are lighter to bear ...’

In other words, behind this exchange we hear Claudian archly invoking the gi-
gantomachy — his gigantomachy — as a less traumatic story than the one he ac-
tually tells: gigantomachy as an unavailable source of consolation.

Claudianism: (curbs on) rhetorical inflation

Claudian’s version of historical epic is an undeniably weighty business. Even
though the poems thus defined, or definable, are short by the traditional stand-
ards of the genre (one, two or at most three books each), this is epic with the vol-
ume control turned up. Claudian does not apologize for bringing the full rhetor-
ical panoply of the genre to wars divine and human, to epicized poems of cele-
bration and denunciation; and thus far my contextualization has worked, by and
large, to show how the DRP is assimilable to this paradigm.?® And yet a ‘Clau-

25 An alignment explicit, as we have seen, in Claudian’s own Latin gigantomachy: Carm.
Min. 53.43-8.

26 The almost-three books of the unfinished DRP weigh in at just under 1200 lines, about the
same length as the In Eutropium and the De Consulatu Stilichonis; if completed it would have
been Claudian’s longest poem. For the purposes of this discussion I include Claudian’s extended



Claudianism in the De Raptu Proserpinae = 183

dianizing’ reading of the DRP could work in the opposite way too, reading this as
the one epic poem in which Claudian lightens things up, taking a holiday from his
day-job as a writer of overwrought verse on the cosmic and terrestrial entail-
ments of the imperial court. That is, notwithstanding the undifferentiated charge
against all Claudianic epic of over-indulgence in big speeches and in set-piece
rhetoric regarded as excessive by Augustan canons of taste,” there is a good
case to be made (even if not here) for a finding that the DRP is actually self-con-
sciously uninflated by comparison with Claudian’s own rhetorical practice else-
where.

The temptation to read the DRP in this way (or at least to offer a promissory
note for such a reading) is perhaps sharpened for a critic who finds the poem
pervasively Ovidian in its sensibility, and hence assimilable to an alternative his-
tory of Roman epic which takes its bearings from the Metamorphoses rather than
the Aeneid. The DRP is a story of sexual courtship and coercion; in other words,
both in its more playful and in its more disturbing moments, it is the kind of nar-
rative that Ovid had made his own. But with at least one important difference:
whereas in the poetics of Ovid (and of the Augustan period more broadly) the
expected way to ‘lighten’ the norms of epic is to put them into dialogue with
the alternative modes of (esp. erotic) elegy, in Claudian’s end-of-fourth-century
poetic world the epic-elegy opposition is in most respects long since obsolete.?

However, for the present paper’s purposes I have disavowed the approach
through Ovid, whether in relation to the specific engagements of the DRP with
the Persephone myth in Metamorphoses 5 and Fasti 4 or in terms of a deeper
background sense of Claudianic Ovidianism. Instead, the next section briefly
spotlights an approach which reads both the lightness and the eroticism of
the DRP in terms of something internal to Claudian’s own oeuvre.

Claudianism: epithalamium

The opening episode of the DRP (1.32ff.) describes a threat to cosmic order, as
heavy and hyperbolic as anything in the traditions of imperial Roman epic.
But why is there a threat to cosmic order? Because Dis wants a wife (33-6).

hexameter panegyrics and invectives within the ‘big tent’ of Claudianic epic: cf. Cameron 1970,
256 and 260 —1; on panegyric and epic, Schindler 2004.

27 Cameron 1970, 266 —73, including useful comparative statistics on use of direct speech.

28 For the dynamic interplay of epic and elegiac poetics in the Augustan period see Hinds 2000,
esp. 223-35. For the erosion of the force of elegy by Claudian’s time see Tsai 2007, 37-8 (in the
article spotlighted below).
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The crisis escalates so rapidly that the Fates are driven to prostrate themselves at
the feet of the Underworld king to beg for the future of the universe; yet, at the
same time, something soft and sentimental is in play:

‘... ne pete firmatas pacis dissolvere leges

quas dedimus nevitque colus, neu foedera fratrum
civili converte tuba. cur inpia tollis

signa? quid incestis aperis Titanibus auras?

posce lovem; dabitur coniunx.’ vix illa; pepercit
erubuitque preces, animusque relanguit atrox
quamvis indocilis flecti ...

DRP 1.63-9

‘... Seek not to dissolve the established laws of peace which we have given and our distaff
has spun, and do not overturn the bonds of brothers with the trumpet-blast of civil war.
Why do you raise impious standards? Why do you give the unholy Titans open access to
the upper air? Ask Jupiter; you shall be granted a wife.” Scarce had [the Fate] spoken;
[Dis] desisted and blushed at her prayers, and his fierce temper abated, though unschooled
to bending.

Cherchez la femme: the last half-line of Lachesis’ speech acknowledges the set-up
to be more personal and intimate than had her eleven-line build-up; and, as if to
underline the point, Claudian’s immediate ‘reaction shot’ allows the king of the
dead to blush.

The same kind of erotic softening informs the passage below, late in DRP 2.
After the hyperbolic violence and upheaval of the actual abduction, Dis, at the
approach of his wedding to Persephone, sheds his traditional force and becomes
unlike himself:

... MOX ipse serenus
ingreditur facili passus mollescere risu
dissimilisque sui ...

DRP 2.312-14

Soon Dis himself serenely walked in, yielding to the mellow accession of an easy smile, and
unlike his normal self

Is this the mise en scéne for a cosmomachy, or rather for a poem which is more
intimate, erotic and (yes) Ovidianizing in its treatment of divine priorities??® In a

29 dissimilisque sui: even the paradoxical flourish is Ovidian, as Gruzelier 1993 points out ad
loc.: cf. Met. 11.273. The self-conscious editorializing about image and identity in this half-line
should have inoculated Claudian here against the usual charge (Gruzelier 1993, xxvi) of heedless
inconsistency in character portrayal.
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way; but here is one difference. Whereas in the Metamorphoses the sexual aspi-
rations of the gods are in general non-marital or extra-marital, in other words
discursively elegiac, in the DRP Dis’s aspiration is, unequivocally, for marriage.>
Although Ovidian terms of reference are relevant, another generic context is in
play here too: and that context, a distinctively Claudianic one, is epithalamium.
Such is the suggestive set-up of a recent discussion of the DRP by S.-C. Kevin
Tsai; I merely touch here upon the themes of his 2007 treatment.*

Consider the following excerpt from Claudian’s own wedding song for the
Emperor Honorius and his bride Maria, an epithalamium arguably assimilable
both in metre and in scope to our poet’s epic writings. Ostensibly this passage
sets up the kind of generic tension familiar from first-century poetics, with a con-
flict between the themes and motifs appropriate to martial narrative and those
appropriate to a lighter mode defined by eroticism:

dicere possemus quae proelia gesta sub Haemo
quaeque cruentarint fumantem Strymona pugnae, ...
ni prohiberet Hymen. quae tempestiva relatu,

nunc canimus ...

Epithal. Honorio et Mariae 309 -10, 312-13

I could tell of the battles fought beneath the slopes of Haemus, the contests wherefrom Stry-
mon reeked red with gore, ... did Hymen the marriage god not forbid it. My song now must
be such as befits the occasion ...

But with one important difference: despite Claudian’s distinction above between
what is or is not tempestiva relatu, the fact is that in this newly prominent and
quasi-epic genre of imperial epithalamium neither martial themes nor erotic
themes are inherently inappropriate to the occasion. An emperor’s military tri-
umphs and his arrangements for marriage and succession belong impartially
to the public discourse; a wedding poem for a reigning emperor immediately
moves gender and erotics from the margins to the centre of the official epic proj-
ect.

Claudian’s personal stake in a genre which comes to enjoy an especial vogue
in late antiquity is suggestive for the DRP: this is a poet whose contemporary ex-
perience of court ceremony, in life and in literature, pre-programmes him to retell

30 Not that such a distinction can ignore the cultural equivocations, as old as the Homeric
Hymn to Demeter, which blur the category boundaries of rape and marriage, not just in this myth
but in Greco-Roman thought more broadly.

31 Tsai 2007, esp. 37—47. We possess two hexameter wedding poems by Claudian, the Epi-
thalamium dictum Honorio Augusto et Mariae, discussed below, and Carm. Min. 25, the Epi-
thalamium dictum Palladio V.C. tribuno et notario et Celerinae.
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the rape of Persephone not, or not just, as an Ovidian story of genre-bending
misadventure but as the tale of a royal wedding, unproblematically central to
an enlarged Claudianic epic sensibility. That is not to say that Claudianic epitha-
lamium precludes either sexual or literary playfulness (think of Ausonius’ Cento
Nuptialis, also addressed to an emperor); but it is to say that this is a poetic mi-
lieu in which old neoteric and Augustan oppositions between amor and Roma
are now definitively beside the point.

Claudianism: closure

My final category of ‘Claudianism’ addresses the very deliberate start and the
abruptly inadvertent end of the DRP, with the already advertised debt to Philip
Hardie now conjoined with an equal one to the late Don Fowler.*

(i) epic (dis)closure: nomen omen?

It is perhaps no surprise that the first scene of the DRP should show such an em-
phatic focus upon the revelation of what was previously hidden. Vocabulary of
opening and disclosure will naturally occur in any epic poem as the bard ap-
peals for divine help to get his plot under way; the imperative form of the
verb pandere italicized below is entirely in line with generic expectations:

vos mihi sacrarum penetralia pandite rerum
et vestri secreta poli: qua lampade Ditem
flexit Amor; quo ducta ferox Proserpina raptu
possedit dotale Chaos quantasque per oras
sollicito genetrix erraverit anxia cursu;

unde datae populis fruges ...

DRP 1.25-30

You [Underworld gods] lay open to me the mysteries of sacred matters and the secrets of
your world: with what torch Love made Dis bend; as a result of what act of abduction
strong-spirited Persephone came to possess Chaos as her dowry, and over how many shores
her anxious mother wandered on her troubled course; whence grain was given to the na-
tions ...

That said, when the project is to reveal a plot formed in the darkness of the Un-
derworld, a plot whose mythic modulations are associated in Greek tradition

32 Perspectives on poetic beginnings and endings: Fowler 1989; Hardie 1993, 1-14.
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with the mysteries of Eleusis, the idea of a disclosure of narrative secreta may
come with especial force. And in Roman epic tradition, specifically, there has al-
ways been a dark metapoetic energy associated with any opening up of the Un-
derworld. Given such contexts, Claudian’s pandite ... is perhaps suggestive of
more than just a simple request for information.

This emphasis seems to be confirmed by Dis’s own use of a cognate verb less
than a hundred lines later as he countenances a rather more radical kind of ‘dis-
closure’ of the contents of the Underworld pole:

‘si dictis parere negas, patefacta ciebo
Tartara ...’
DRP 1.113-14

‘If you [Jupiter] refuse to obey my [Dis’s] words, I will lay open and stir up Tartarus ...

Now, the DRP (at least in its extant portion) is not really about to deliver on this
threat to rip open Tartarus. The vocabulary of opening and the vocabulary of
closing are opposites which tend to attract in epic metanarrative contexts; and
as it happens the early scenes of the DRP are notable not just for energy unleash-
ed but for energy shut down. We have already registered the first moment at
which Pluto backs away from a threat to blow everything open (1.67-9, quoted
in the previous section). Consider now the simile applied to that early turning-
point:

... ceu turbine rauco ...
... si forte adversus aenos
Aeolus obiecit postes, vanescit inanis
impetus et fractae redeunt in claustra procellae
DRP 1.69, 73-5

[storm-wind simile as Dis’s anger rises and then abates]

as when with strident storm ...

if Aeolus chances to shut the bronze doors against it, the violent attack vanishes into
emptiness and the gales return broken to the closure of their prison

In a miniature of the first narrative scene of Virgil’s Aeneid, Claudian’s simile un-
leashes a storm and then closes it down. And the final phrase in the simile may
give us pause: redeunt in claustra procellae. Like any good epic poet, Claudian
knows how to manipulate the vocabulary of opening and closing.>® However —
and this is where the reanimation of old topoi comes in — not every epic poet

33 A literary historical long view to set against the view of the DRP’s opening scenes as a
casualty of the late-antique short attention span: Cameron 1970, 265-6 ‘a structural disaster’.
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is by name a Claudius Claudianus, etymologically, that is, and with double rein-
forcement, a ... ‘closer’.

So can that initial request for disclosure (pandite ...) perhaps be reread as
hinting antiphrastically at a kind of sphragis, a programmatic ‘signature’, in
the opening invocation of Claudian’s epic?

vos mihi sacrarum penetralia pandite rerum ...

The Underworld gods are asked to ‘open’ the secrets of their realm to the ‘Closer’
... who will thenceforth exercise his eponymous authority over the poetics of
opening and of closing alike.

Especially if the antiphrastic dimension is allowed, this may not be a one-
time gesture:

intacti cum claustra freti, coeuntibus aequor
armatum scopulis, audax inrumperet Argo ...
Bellum Geticum 1-2; cf. 36 -8, 44

When the bold Argo was bursting through the barriers of the untouched sea, where clash-
ing rocks armed the waters ...

As the Argo, guided by Tiphys, breaks through the claustra of the Clashing Rocks
in the first sentence of the Bellum Geticum (already cited in an earlier context), a
sphragistic pun in the incipit phrase will allow the overt image for the audacia of
Stilicho’s statecraft (lines 11ff.) to be supplemented by a covert nod to the poetic
audacia of his panegyricist (epic poet aligned with epic hero). What immediately
precedes this incipit, after all, is the overt ‘signature’ of an eighteen-line elegiac
preface whose main motif is the enshrining of Claudian’s own name and likeness
in the forum of Trajan (Bell. Get. Praef. 14 quod legimur medio conspicimurque
foro, also cited earlier).>*

34 1 alluded early in the paper to a further possible Claudianic sphragis-pun at Carm. Min. 371
clauditur ..., the opening word of one of the epigrams about the ‘enclosure’ of a drop of water in
a crystal (also, part of an epigrammatic display of bilingual versification: cf. OLD ‘claudo’ 8e?).
Previous bearers of the name Claudius may be subject to onomastic punning too: cf. Feeney
1991, 287n.154 on a pattern of word-play in Lucan, B.C. 5 in which a firmly closed Delphic oracle
is temporarily reopened through the agency of ‘Appius Claudius Pulcher’ and the end of a year
brings ‘closure’ to the consular jurisdiction of M. Claudius Marcellus. A ‘true’ etymology will
rather connect the name Claudius with claudus ‘lame’: Ernout-Meillet 1985 swv.; cf. Trebellius,
trig. tyr. 33.2.
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(ii) closure and continuation: epic end(lessness)

The above discussion envisages an artistically managed tension at the start of
the DRP between vocabularies of opening and of closing. Even more than
other epics, the DRP is so configured as to sustain interest in such a thematic:
a more extended treatment than this would address the programmatically adver-
tised interruption of the poem between its first and second books (an interrup-
tion which has attracted more attention for the clues it offers to the dating of the
poem than for its no less interesting artistic entailments). But not all crises of
closure are fully controllable by poets; and 448 lines into its third book the
DRP stops abruptly forever in mid-course. It is, quite simply, an unfinished
epic — whether left incomplete by its poet’s illness, death or (on the earlier en-
visaged dating of the DRP) diversion to some other enterprise.

In an essay on issues of generic self-definition, it is appropriate to record
that at the unfinished end of the DRP Claudian joins the ranks of Latin epic
poets ambushed by death or other mishap into a final problematization of
epic closure; an accidental series which is itself programmed into a kind of in-
tentionality by the inaugural example of Virgil, with his biographically under-
written failure to apply the summa manus to the Aeneid. In different ways, the
Metamorphoses, the Bellum Civile and the Achilleid are key members of this ser-
ies;* a millennium later the Virgilian law of incompletion will haunt Petrarch in
a lifetime of work on his Africa. What then of the end of the DRP?

Fifteen lines before it falls silent, the DRP offers a fresh narrative start, with
the hint of a Contean ‘middle proem’,*® as Ceres announces her quest for the ab-
ducted Persephone:

35 Not of course the full list. Strikingly, Statius’ Thebaid is ‘the only surviving Roman epic which
can securely be said to have been published as a completed work by its author’: Feeney 1996
(OCD sw. Statius). Key moments in the development of a paratextual motif of epic interrupted by
the death (or in the case of Ovid the ‘death’) of the author: Suetonius/Donatus, Vit. Verg. 35— 42
etc. (for Aen.), Ov. Trist. 1.7 (for Met.), and implicitly Petron. Satyr. 115 and 118 —24 (Eumolpus’
Bellum Civile, for Lucan), all with Connors 1998, 138 —41.

36 i.e. a programmatic ‘proemio al mezzo’: see Conte 1984, 121-33 (Engl. trans. in Conte 2007,
219-31). The sense of a renewed poetic agenda is heightened by the rhetorical parallelism with
DRP 1.26-9, and perhaps by the ever-available pun in pedes (3.432).
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‘... qua te parte poli, quo te sub cardine quaeram?
quis monstrator erit? quae me vestigia ducent?
qui ...? quis ...? quae ...7

ibo, ibo, quocumque pedes, quocumque iubebit
casus ...

DRP 3.428-33

‘In what part of the world, beneath what quarter of heaven, should I seek for you? Who will
be my guide? What tracks will lead me? What ...? Who ...? What ...? I will go, I will go, wher-
ever my feet, wherever chance will bid me ...’

The goddess’s programme for her search looks very much like a programme for
another book (or more) of the DRP. All the more reason to see the abrupt end of
the epic just a few lines later as in every way an accident, in no sense a moment
of stylized closure:

antra procul Scyllaea petit, canibusque reductis
pars stupefacta silet, pars nondum exterrita latrat
DRP 3.447-8 (epic breaks off here)

[The torch-light] reaches the cave of Scylla some way off: she draws back her dogs, some of
which are silent with amazement, while others bark, not yet terrified

And yet ..., as more than once elsewhere in the Latin epic tradition, so that it al-
most becomes a trait of the genre, does the moment of interruption come with a
tantalizing hint of self-conscious shaping, an apparent editorial marking of the
epic’s endless end, even though such marking should in principle be unavaila-
ble?%

Tracing the ruts of Dis’s chariot wheels, Ceres makes her way across Sicily
from the mid-island location of the rape. As she crosses the coastline the light
from her torches strikes both the Italian and the Libyan shores; and then, in
the last sentence before the final interruption, it reaches into the cave of Scylla.

With Scylla, then, we abruptly take our leave of the DRP. This may be sugges-
tive in itself: because of the well-known and often advertised confusion or con-
flation of two different mythological bearers of this name (the sea-monster and
the daughter of Nisus), references to Scylla evolve into something of a locus clas-
sicus of staged or self-conscious break-down for Latin poets; especially as it hap-

37 Cf. esp. Stat. Ach. 2.167 scit cetera mater, with Hinds 2000, 244 on that line’s ‘marked
aposiopesis’. Why this apparent tendency for interrupted ends to show traits of closure? Perhaps
because it comes naturally to a rhetorically trained poet to offer a degree of closural em-
bellishment before laying down his pen even for (what he thinks of as) a temporary break in a
long composition.
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pens for Ovid.*® But for my limited (and non-Ovidian) purposes here I want to
look not at the sense of the final line but at its rhetorical shape. For connoisseurs
of accidently unfinished epics, is it not a little piquant that this one should break
off with a pars ... pars ... construction? Even more, a pars ... pars nondum ... con-
struction? Here we stand, as so often in Latin epic, only this time differently,
poised between closure and continuation. Part 1 of the De Raptu Proserpinae
is over; Part 2 has ‘not yet’ begun.
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Philip Hardie
Shepherds’ Songs: Generic Variation
in Renaissance Latin Epic

Abstract: This paper examines generic polyphony in Renaissance Neolatin epic,
with special reference to the incorporation of (i) pastoral elements in the song of
the shepherds in Sannazaro’s De partu Virginis, an adaptation of Eclogue 4 in the
context of other borrowings from the Eclogues; and (ii) a paraphrase, in Alcaics,
of Psalm 114, in the mouth of the shepherd-king David in Abraham Cowley’s
Latin version of the first book of his Davideis. A particular focus is on the tension
between the classicizing poetics of these two very neoclassical poems, and the
unsettling of generic and social hierarchies within a Christian world-view.

Keywords: Epic, pastoral, lyric, Neolatin poetry, Christianity, shepherds

The story of genre in the Renaissance is one both of the formalization and the-
orization of kinds of literature, in a way far more elaborate than anything pre-
served in the ancient literary-critical texts, and a history of miscegenation and
speciation, which leads in the course of time to a map of genres that would
for large stretches be terra incognita to the ancients. The proper nature of epic
was the object of various debates: should epic take as its subject matter true
events, or should it keep its identity separate from history, and instead deal in
verisimilar fictions? The popularity of Ariosto’s Orlando Furioso, combined
with the propagation of a poetics based on the original text of Aristotle’s Poetics,
led in sixteenth-century Italy to polemics over the relationship between epic and
romance, and over the need of the epic plot to conform to the neo-Aristotelian
unities.* Particular stresses are put upon epic when the pagan genre becomes
the vehicle for Christian narratives, stresses that have to do with the truth-con-
tent of epic, and with the nature of epic heroism. Readers of English literature
are most familiar with these issues through studies of Milton’s Paradise Lost,
an epic which exalts the truthfulness of the Bible over the fables of the classical
poets, and discards traditional models of active heroism in favour of ‘the better
fortitude | Of patience and heroic martyrdom | Unsung’ (9.31-3). Milton is here
disingenuous, since the long tradition of biblical epic going back to early Chris-
tian poets like Sedulius and Avitus means that by the middle of the seventeenth
century wars were far from being ‘the only argument | Heroic deemed’ (9.28 -9).
In fact, in raising these issues Paradise Lost sums up a whole tradition of Chris-

1 See Javitch 1999. In general on genre in the Renaissance see Colie 1973.
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tian epic, just one of the ways in which Paradise Lost rivals Homer and Virgil in
its universalizing ambitions. The idea, with ancient roots, that epic is a universal
genre was firmly embedded in the Renaissance. Barbara Lewalski, in particular,
has explored the generic polyphony contained within Paradise Lost, pointing to
Milton’s use of explicit signals to introduce different modes (pastoral, georgic,
comedic, tragic, etc.). Lewalski concludes that Milton’s major epic is ‘an encyclo-
pedia of literary forms which also affords a probing critique of the values those
forms traditionally body forth.”

In this paper I look at two Neolatin biblical epics in which generic variation
may be legitimated by the universal scope of epic, but at the same time com-
ments on the changed nature of heroism and of hierarchies of values in the
Christian world-view. The first epic, Sannazaro’s De partu Virginis, marks a
high point of humanist classicism, a skilful imitation and rewriting of Virgilian
patterns and language. The second, Abraham Cowley’s Davideis, was written
more than a century later, after the intense debates over epic, romance, and Ar-
istotle of the later sixteenth century, and is more self-conscious in its neoclassi-
cism.

Jacopo Sannazaro’s De partu Virginis (1526), which earned its author the title
of ‘the Christian Virgil’, is a three-book epic on the birth of Christ.®> The third
book, which tells of events after the birth, stages a twofold descent from heaven,
a standard epic motif from Homer onwards,* but here a descent in social and ge-
neric hierarchy as well. The first two lines of the book transport us to the lofty
seat of God, echoing the description of the starry seat of Jupiter at the beginning
of Aeneid 10: Auratum interea culmen bipatentis Olympi | conscendit genitor,
rerum inuiolata potestas ‘Meanwhile the Father, the unassailed power over the
universe, climbs to the gilded crest of twin-gated Olympus.” God summons his
angels in council, and orders them (72-5):

ac primum duris parui sub cautibus antri
gramineos lustrate toros, lustrate beatam
pauperibus sedem calamis, cunctique recentes
submissi cunas accedite.

2 Lewalski 1985, 23.

3 Modern editions: Putnam 2009; Fantazzi and Perosa 1988. Quint 1983, ch. 3 ‘Sannazaro: from
Orpheus to Proteus’ operates round the pastoral/epic pivot in a comparison of the authorizing
strategies of Sannazaro’s vernacular prosimetrum, the Arcadia, and of the De partu; ibid. 69 —70
for brief discussion of the episode of the shepherds in Book 3; for longer discussion of the
confrontation of epic and pastoral in Book 3 see Baker 1968, 121-3; Baker goes on to analyse the
similar pastoral superseding of Satan’s false epic models in Milton’s Paradise Regained.

4 Greene 1970.
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First of all, bring radiance to the bed of straw beneath the flinty rocks of the tiny cave,
search out the blessed spot with its simple reeds. All together humbly approach the new
cradle.

God then summons Laetitia, Joy, who is always present in the dwellings of heav-
en, but rarely descends to visit earth (96—7), whither she is now instructed to
travel. She sets foot (126) umbrosis siluis ‘in the shady woods’, signalling a tran-
sition from the epic heights of heaven to a pastoral world, where her first move is
to climb on to the roofs of the shepherds and make her joyful and radiant pres-
ence known. Half-submerged echoes of the intrusion of the joyless Fury Allecto
into the pastoral world in Aeneid 7 allude to a Virgilian passage of generic insta-
bility. Laetitia addresses the shepherds as (135-6) o parui uigiles gregis, o bona
pubes [ siluarum, superis gratum genus ‘O guardians of a small flock, O virtuous
offspring of the woods, race dear to the gods’, and tells them that in the cave of
the Nativity they may see (138) reginam ad cunas positumque in stramine regem ‘a
queen by a cradle and a king laid in the straw’.> Compare, perhaps, with these
paradoxical formulations the riddles at the end of Virgil’s third Eclogue,
104 -7, and especially 106 —7 Dic quibus in terris inscripti nomina regum | nascan-
tur flores ‘tell me in what lands flowers grow inscribed with the names of kings’.
Laetitia tells the shepherds to bring gifts of milk and honey, and (142) insuetum et
siluis stipula deducite carmen ‘spin out on your reed pipe a song new to the
woods’. The last two words point us to Ecl. 6.5 deductum dicere carmen. insuetus
is a keyword in this narrative of a world made new (Vida uses longe alius in rath-
er the same way in the Christiad),® a narrative that also practises generic renew-
al. A particularly important Virgilian use of insuetus is in the first line of the song
of Menalcas in Eclogue 5 (56) Candidus insuetum miratur limen Olympi, which is
also the point at which Virgil innovates on his Theocritean model, reversing a
story of Daphnis dead into a story of Daphnis risen and translated to heaven.

When the shepherds arrive at the cave, the song that they sing turns out to
be anything but unfamiliar to the woods. Two shepherds Lycidas and Aegon join
their voices in a recollection and partial re-performance of Virgil’s fourth Ec-
logue, beginning (197-9) Hoc erat, alme puer, patriis quod noster in antris | Tity-
rus attritae spreuit rude carmen auenae, | et cecinit dignas Romano consule siluas
‘This was the reason, gracious child, that our Tityrus in his homeland grottoes
scorned the unpolished song of the well-worn pipe of reeds and sang of
woods worthy of a Roman consul.” The address to the puer repeats the addresses

5 137 antra nouis intendite sertis: cf. Ecl. 6.13-19 Silenus in antro, with serta lying around used
as bonds by Chromis and Mnasyllos.
6 Hardie 1993, 310.
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in the opening lines of prophecies in the first two books, in the mouths respec-
tively of David and Joseph. David begins his major prophecy (1.245-6) Nascere,
magne puer, nostros quem soluere nexus | et tantos genitor uoluit perferre labores
... ‘Be born, great child, whom the creator ordained to undo our bonds and to
endure great sufferings’, where nascere, magne, and puer are all words found
in the first five lines of the main part of Eclogue 4, while perferre labores points
to the epic sufferings that the boy will be called on to undergo when he grows
up. Joseph, who has slept through the birth itself, is awoken by the cries of the
infant, whom he addresses (2.444) as ‘sancte puer ...’, a blessed boy who has not
been brought into the world in a luxurious palace, but given shelter in (447-8)
angustum sed uix stabulum, male commoda sedes | et fragiles calami lectaeque
paludibus herbae ‘scarcely a small stable as an ill-furnished resting place and
brittle straw and swamp-culled reeds ..., a rather pastoral setting.”

The opening lines of the shepherds’ song in Book 3 are followed by a 33-line
patchwork of passages from Eclogue 4, with some reordering of sequence and
some new writing to bring out the Christian message of the Eclogue more strong-
ly: for example 209 —10 occidet et serpens, miseros quae prima parentes | elusit
portentificis imbuta uenenis ‘the serpent too will perish which, steeped in mon-
strous poisons, first deceived our wretched parents’ (cf. Ecl. 4.24-5 occidet et
serpens, et fallax herba ueneni | occident). Lines 206-7 all but replicate
Ecl. 413 -14: qua duce, siqua manent sceleris uestigia nostri [ irrita perpetua sol-
uent formidine terras ‘if any traces of our guilt remain, under his leadership they
will become void, releasing the earth from her abiding fear.” But the following
line in Virgil, Ecl. 4.15 ille deum uitam accipiet ... is replaced with a pointedly
Christian version of mankind’s new access to heaven (208), et uetitum magni
pandetur limen Olympi ‘The once forbidden threshold of great Olympus will lie
open’. The last two words, limen Olympi, end the line introducing the resurrected
Daphnis to Olympus at Ecl. 5.56, quoted above.

The lines (197-9) in which Lycidas and Aegon introduce their recollection of
the song of Tityrus (i.e. Eclogue 4) are suitably pastoral in other ways as well.
Quotation or performance of a song already sung is a feature of the exchange
and transmission of song in the pastoral world, for example the snatches remem-
bered in Eclogue 9, or the song of Silenus in Eclogue 6 which, it turns out at the
end, originates with Apollo. The newborn child is addressed as puer, and pueri
form a large part of the cast of characters in the Eclogues.® ‘Our Tityrus’ sung

7 With fragiles calami cf. Geo. 1.75-6 tristisque lupini | ... fragilis calamos siluamque sonantem,
the last phrase of which continues to sound a pastoral note in a technical discussion of crop
rotation.

8 Hardie 20009, 27.
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the fourth Eclogue patriis ... in antris: in Virgil’s first Eclogue Tityrus, unlike Me-
liboeus, is not forced to flee patriae finis; while Meliboeus will never again look
on his flock in his homeland, uiridi proiectus in antro (76). At the same time men-
tion of a patria suggests thoughts of how Christianity will change the whole no-
tion of a fatherland. The antrum in which Christ has been born is a different kind
of locale from the antra of the pagan pastoral world.

The last line of the song of Lycidas and Aegon adapts one of the grandest
lines in Eclogue 4, a poem that repeatedly uses magnus and maior to mark
this eclogue’s elevation above the usual height of pastoral poetry, De partu
3.232 cara dei suboles, magnum coeli incrementum ‘cherished scion of God,
great offspring of heaven’ (cf. Ecl. 4.49 cara deum suboles, magnum Iouis incre-
mentum). The episode is closed by four lines describing the response of nature
to the song, closely modelled on the description in Menalcas’ song in Eclogue
5 of nature’s response to the deification of Daphnis (De Partu 3.233-6):

Talia dum referunt pastores, auia longe
responsant nemora et uoces ad sidera iactant
intonsi montes; ipsae per confraga rupes,

ipsa sonant arbusta: ‘deus, deus ille, Menalca.’

While the shepherds tender such words, the pathless woods re-echo from afar and unshorn
mountains fling their voices toward the stars. The very crags amid their thickets, the very
copses resound: ‘A god, he is a god, Menalcas’.

Compare Virgil Ecl. 5.62—4 ipsi laetitia uoces ad sidera iactant | intonsi montes;
ipsae iam carmina rupes, | ipsa sonant arbusta: ‘deus, deus ille, Menalca.’ If we
remember the first two words of line 62, ipsi laetitia reveals that Sannazaro’s per-
sonification of Laetitia, sent down by God on one of her hitherto rare visits to the
earth, is already at home in Virgil’s pastoral world. Allusions to Eclogue 5 here,
in the course of the re-performance of Eclogue 4, and possibly in the use of in-
suetum at 142, register the connections within the Eclogues book between
poems 4 and 5, which both in their different ways break the bounds of the ordi-
nary world of bucolic herdsmen. The passing allusion, if it is that, to the riddles
at the end of Eclogue 3 (see above), acknowledges the anticipatory signals in that
poem of the paradoxical juxtaposition of pastoral with loftier themes that will
burst out in the grander flight of Eclogue 4.

With this retracing of the fifth Eclogue’s move from earth to heaven Sanna-
zaro makes the transition to the next section, and to the epic theme of armies in
the sky, 237—-8 Hic subito magnum uisi per inane uolatus | coelestum ‘at this a
flight of angels appeared of a sudden through the great void’. These armies of
angels carry arms that do not wound, 240 -1 innocuis per sudum exercitus
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armis [ ibat ouans ‘a triumphant army went though the clear sky with harmless
weaponry’, and they manoeuvre in what is only a semblance of war, (242) belli
simulacra ciebant, alluding to the military choreography of the lusus Troiae in
Aeneid 5, 585 pugnaeque cient simulacra sub armis.’ This is martial epic in the
mode of a new Christian age of peace. Echoes of Eclogue 4 continue in the intro-
duction of the angels’ hymn to God, 256 -7 innumeras alii laudes et magna pa-
rentis | facta canunt ‘others chant the infinite praises and great deeds of the Fa-
ther’ (cf. Ecl. 4.26 -7 at simul heroum laudes et facta parentis [ iam legere et quae
sit poteris cognoscere uirtus). This leads into a Christian version of the hymn to
Hercules by the Salii in Aeneid 8 — sung, we might remember, in the distinctly
pastoral surroundings of Evander’s Pallanteum.'®

Abraham Cowley’s (1618 - 1667) Davideis is an epic on the life of David, pro-
jected in 12 books, ‘after the Pattern of our Master Virgil’, as Cowley says (1656
Preface), of which only four were completed in English.'* The date of composi-
tion is not certain: the possibilities range from the late 1630s to the early
1650s. Cowley also composed a Latin version of the first book, it is not certain
whether before or after the English."? Cowley is famous as one of the seven-
teenth-century English ‘metaphysical poets’, although his reputation today is
much shrunk from the esteem that he enjoyed in the seventeenth and eighteenth
centuries. His Davideis is little read, and has been almost entirely overshadowed
by the fame of Milton’s Biblical epic, Paradise Lost. Yet the Davideis has some
importance in the history of English epic as the first fully neoclassical epic on
a Biblical subject. The four books of the English version come equipped with ex-
tensive notes by Cowley himself in which he explains and justifies points in the

9 Baker 1968, 122 points out that there is a similar movement from pastoral humility to lofty epic
triumph in Joseph’s forecast at 2.452—-3 tibi siderei domus aurea coeli | plaudit inextinctosque
parat natura triumphos. Joseph goes on to say that kings will seek out this humble place, and
that Jesus has been sent as a shepherd to gather in the scattered flock, in a passage of extended
pastoral allegory, 459 —63.

10 For another example of the reuse of Virgil’s ‘Messianic eclogue’ in a Neolatin epic compare
the angels’ annunciation of the birth of Christ to the shepherds in Mantuan’s Parthenice Ma-
riana, 3.139-49: tum quoque montanis laetum pastoribus agmen | diuorum apparens, ‘Regem’,
clamauit, ‘Olympi | quaerite, qui natus modico iacet abditus antro. | ite citi, nec uos nox intempesta
retardet. | candida formosae iam pendet ad ubera matris: | infantem fouet ipsa sinu: noua gaudia
mundus [ accipit et rerum melior contexitur ordo. | descendit promissa salus: pia Numina mundo |
seruauere fidem: felicia saecula currunt | et cum prole noua caelo noua labitur aetas. | pax noua
terrigenis oritur, noua gloria caelo. On the fourth Eclogue and (Lucretian) novelty see Hardie
20009, 38-40.

11 Edition (English): Shadduck 1987.

12 Davideos Liber 1. Hypercritical text edition by Dana Sutton, at:
http://www.philological.bham.ac.uk/david
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poem, with reference both to Biblical and classical texts. Poem and notes taken
together constitute a kind of manifesto for what Cowley calls a ‘sacred poem’, i.e.
a classical epic on a biblical theme. Virgil is frequently cited, and sometimes ap-
pealed to directly as an authority for particular features, for example the use of
half-lines (a rare example of an epic poet in the Virgilian tradition incorporating
half-lines on the authority of Virgil). This explicit adherence to the norms of Vir-
gilian epic gives greater relief to divergences from the generic expectations there-
by raised. The most striking divergences come in the form of two lyric insets that
interrupt the continuous flow of the Latin hexameters and of the English heroic
couplets: an ode in the form of a paraphrase of Psalm 114, sung by David to calm
Saul’s anger in book 1, and a song to the lyre sung by David to serenade his fu-
ture wife, Michol (or Michal), in Book 3. With reference to the first Cowley has a
note on the English version, that runs as follows: ‘For this liberty of inserting an
Ode into an Heroick Poem, I have no authority or example; and therefore like
men who venture upon a new coast, I must run the hazard of it. We must some-
times be bold to innovate’; with arch self-awareness Cowley then quotes an an-
cient authority for acting without authority, Horace Ars poetica 286 —7 nec mini-
mum meruere decus uestigia Graeca | ausi deserere (in a discussion of drama). In
the English the ode consists of three 12-line stanzas, an example of Cowley’s Eng-
lish ‘Pindarics’; in the Latin it is 10 stanzas of Alcaics, with allusions to Horatian
models, in particular stanza 9:

aequare summis ima ualet Deus.

discent in altum plana tumescere,
uallesque turgescent, ferentque
attonito capita alta coelo.

God has power to bring the depths level with the heights. The plains will learn to swell up
on high, and the valleys will swell and bear their heads high in an astonished sky.

Compare Horace Odes 1.34.12- 14 ualet ima summis | mutare et insignem attenuat
deus, | obscura promens ‘God has the power to exchange high and low, to humble
the great, and bring forth the obscure’. It might be tempting to see here meta-
poetic meaning in lines on making small things great, and to reflect further
on the inclusion of a lesser genre within a greater, and to think also more widely
about the role of David in Cowley’s epic. David is the shepherd who becomes a
king, moving from a pastoral to an epic world: the point is made programmati-
cally in the first two lines of the Latin, Bella cano, fatique uices, regemque poten-
tem | mutato qui sceptra pedo Solymaeia gessit (in Cowley’s English) ‘I sing the
Man who Judah’s Sceptre bore | In that right hand which held the Crook before’,
where epic sceptre and pastoral shepherd’s staff are juxtaposed in the middle of
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the line. When Inuidia ‘Envy’, in the disguise of the ghost of Benjamin, incites the
sleeping Saul to rage against David, it is this socio-generic contrast of king and
shepherd that she uses: 282-3 si regem rite uocaui, | si nondum tua sceptra gerit
pastorculus ille ‘If King thou be’est, if Jesses race as yet | Sit not on Israels
Throne!” (249 -50 in the English); 300 —1 dedecus hoc quanto minus est pastore
tyranno? | tune potes domino contentus uiuere seruo? ‘Could ye not there great
Pharaohs bondage beare, | You who can serve a Boy, and Minstrel here?’
(255-6 in the English)

Inuidia follows these barbs with a sneering contrast between kingship and
music, or poetry: 302 concedent tua sceptra lyrae? It is with the lyre that David
will soothe the king’s rage when he sings Psalm 114 to Saul. If lyric comes
below epic in the pagan hierarchy of genres, this is not so in the Biblical scheme
of things. In the opening lines of Book 1 the opposition between king and shep-
herd is followed by the pairing of king and poet: 1.1-3 regemque potentem ... rex
olim uatum, duo maxima munera coeli ‘Who from best Poet, best of Kings did
grow; | The two chief gifts Heav’n could on Man bestow’ (3—4 in the English).
David is the great Ur-poet of the Bible, the Biblical equivalent of the pagan Or-
pheus, whose divine inspiration makes him a greater poet in his lyric song
than the pagan Homer and Virgil in their epic flights. The point is made for ex-
ample by Petrarch in his first eclogue, where Monicus attempts to divert Silvius,
the Petrarch figure, from his pursuit of Homer and Virgil to the sweeter song of
David."

David’s performance of Psalm 114 is preceded by a digression on the power
of sacred verse (1.495-551, in the Latin), which draws an extended analogy be-
tween the poet’s shaping of the indigesta elementa of his work and the creation
of the world, the magnum mundi ... poema (509; (451 in the English) ‘such was
God’s Poem, this World’s new Essay’), by God, through the bringing into harm-
ony of the warring elements. Cowley may have in mind Torquato Tasso’s famous
statement in his Discourse on the Heroic Poem that ‘the great poet (who is called
divine for no other reason than that as he resembles the supreme Artificer in his
workings he comes to participate in his divinity) can form a poem in which as in
a little world, one may read here of armies assembling, here of battles on land or
sea, etc.”™ But where Tasso is thinking primarily of the epic poet, with reference
to the view common in the Renaissance that epic is a universal genre that con-
tains in microcosm the whole natural and human universe, Cowley is more inter-
ested in the harmony shared by the poems of the divine and human creators, of

13 See Prescott 2002.
14 Tasso 1973, 78.
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which David’s Psalms are an outstanding example, as proved by his song’s
power to ‘tune the harsh disorders’ of the soul of Saul, in the phrasing of the
English version.

So far from representing a generic descent in his sacred poem, Cowley’s Eng-
lish and Latin versions of Psalm 114 offer a specimen of the divine Davidic poetry
to which the modern epic poet aspires. Milton will later be more austere in his
ranking of Biblical and pagan kinds of poetry when in the last book of Paradise
Regained Christ dismisses Satan’s attempt to lure him with the wisdom and art of
the pagan world (4.331-49):

Or, if I would delight my private hours

With music or with poem, where so soon

As in our native language can I find

That solace? All our Law and Story strewed

With hymns, our Psalms with artful terms inscribed,
Our Hebrew songs and harps, in Babylon

That pleased so well our victor’s ear, declare

That rather Greece from us these arts derived;

11l imitated while they loudest sing

The vices of their deities, and their own, 340
In fable, hymn, or song, so personating

Their gods ridiculous, and themselves past shame.
Remove their swelling epithetes, thick-laid

As varnish on a harlot’s cheek, the rest,

Thin-sown with aught of profit or delight,

Will far be found unworthy to compare

With Sion’s songs, to all true tastes excelling,
Where God is praised aright and godlike men,

The Holiest of Holies and his Saints.
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Too Much Semiotics will Spoil the Genre

The Pastoral Unscription in Virgil, Ecl. 10.53 -4

Abstract: Giving the fiction of orality in Virgil’s Eclogues its hermeneutical due,
as against treating its constituent features as mere metaphors for the underlying
processes of textuality, is crucial when it comes to matters of generic identity and
demarcation. The example of Ecl. 10.52— 4 suggests that a semiotic-textualist ex-
clusivity is apt to miss the point of a passage pivotal to a generic reading of the
poem.

Keywords: orality fiction, writtenness, textuality, pastoralisation, elegy

There is a sense in which writing, wherever it is mentioned in Virgil’s Eclogues,
may be seen as secondary, supplementary or external to pastoral’s defining fic-
tion of living voice;* and there is another sense in which these poems, demon-

1 The first in the collection reference to a ‘rustic Muse’ subject to reading occurs in Ecl. 3.84-5:
Pollio amat nostram, quamuis est rustica, Musam: / Pierides, uitulam lectori pascite uestro. This is
part of the literary critical intermezzo of vv. 84—91, where Pollio is cast in the role of an external
sympathiser who has himself a hand in the broader modernist tradition (v. 86: Pollio et ipse facit
noua carmina). This places him at a different level from that occupied by the Eclogue’s com-
peting rustics and their umpire and points to a self-consciously post-oral reception of the orality
fiction Menalcas, Damoetas and Palaemon stand for. By a similar move, the introductory lines of
Eclogue 6 feature a reader for the Theocritean-Callimachean muse sung in honour of Varus.
Virgil’s phrasing here mixes freely terms which define a double (external-internal, readerly-
aural) mode of reception, as vv. 1-12 allude to the foundation myth of pastoral as the natural
product of sylvan echoes at the same time as they confirm the starkly textual medium through
which such echoing song will reach Varus and any reader who cares to flip through the pages
dedicated to Varus. Unlike Ecl. 3.84—91, though, these lines are not subordinate to a scenario of
oral exchange which contains them: prefixed at an editorial distance from the pastoral enco-
unter and the ensuing song of Silenus, and assuming a kind of paratextual detachment, they
effect a programmatic textualisation that makes an external reader the ultimate receiver and
arbiter of the oral performance. On the other hand, writing in Eclogue 5 is neither secondary nor
supplementary nor yet external. On the contrary, what we seem to get here is a proud pre-
sentation by Mopsus of the cutting-edge technology of writing put at the service of pastoral
composition: vv. 13—15: immo haec, in uiridi nuper quae cortice fagi / carmina descripsi et
modulans alterna notaui, / experiar ... Commentators dangle all sorts of red herring: no easy task
to carve twenty-five lines of song in the bark of a beech tree — unseemly, one might add, from an
environmentalist point of view, too. However, for anyone who has learned to see shepherds as
generically illiterate, it is Servius who brings the house down with his “where else would a rustic
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strably organized as a unified poetic book complete with dense intertextual allu-
sion and references to writing, readers and reading, may be seen as enmeshed in
the noetic economy of advanced writtenness.> And there is yet another sense in
which the orality fiction and the reality of writtenness are perfectly compatible
within interpretative schemes based on the subtleties of a semiotic approach
which sees the oral figments as so many versions of, or metaphorical vehicles
for, the Eclogues’ inherent textuality.

There is, of course, no doubting the insights offered by this kind of ap-
proach; in fact, as I would argue myself, the oral surface of the Eclogues
seems shot through at places with reflex responses honed by definitely post-
oral practices. To give just one example: when Moeris in Ecl. 9. 32ff. is invited
to reproduce something from absent Menalcas’ songs, he spends a moment of
tense and silent self-concentration, obviously, as the tentative si ualeam memi-
nisse (38) suggests, in an effort to recall as accurately as possible the master’s
words. And yet, what seems to be a crucial moment for the orality and memory
fiction is also a self-defeating emphasis since there is important anthropological
and fieldwork evidence to show that the concept of exact verbal repetition will
hardly arise in cultural settings where writing and written text are unknown.?

write?” (ubi enim debuit magis rusticus scribere?). Anthropologists do know of singers rehearsing
prior to competition in cultural settings of primary orality, but this is obviously not the case here.
Mopsus’ is not a craft literacy as aide-memoire to the oral performance but a fully-fledged text-
centred conception of the process of composition, the first instance in the Eclogues of a pastoral
contestant pitting his written version against what is represented as oral memory or oral com-
position-in-performance by the other. And yet, in stepping so boldly out of the orality fiction,
Mopsus shows signs of being somewhat uncertain about the effectiveness of the new technology
as well as antagonistic to the ‘old’ fiction, and experiar concludes the technicalities behind his
entry on a perceptibly tentative note which keeps the focus of attention on the novelty of a
compositionally written pastoral. Putnam 1970, 373, noting that in the pastoral world ‘the idea of
writing is suspect’ adds that the reader is meant to take special notice of Mopsus’ announcement
of a song prepared in writing. Hubbard 1998, 88ff., 137 associates Mopsus’ literate composition
with what he sees as the elegiac and epicising features of his Daphnis song. Lycidas in Idyll 7 is
the only Theocritean rustic who seems to be tampering with an otherwise solid orality fiction. On
this see Hunter 1999, note on Idyll 7.50 - 51 and Hunter 2003, 213 - 34 (= Hunter, On Coming After.
Part 1: Hellenistic Poetry and its Reception, Trends in Classics, vol. 3/1, 2008, 434—56) which
offers an enlightening discussion of the changing cultural practices attendant upon a deepening
literacy and the differing qualities of the bucolic specimens given by Lycidas and Simichidas in
Idyll 7.

2 See, for instance, Henderson (1998, 165) and, especially, Breed (2006a, 3): ‘Textuality and
reading are fundamental to the generic experience of all ancient pastoral and of the Eclogues in
particular ...’

3 On the accuracy of oral memorisation see Ong 1982, 57— 67.
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In this perspective, no one should find it surprising that a scholar who grants the
pervasiveness of the orality fiction may end up affirming that

[tlhe confrontation between textuality and orality in Virgil’s pastoral thus shows that writ-
ing — through its temporal scope encompassing both a generic past and future reception in
reading - is capable of something that speech cannot do. Writing in pastoral is, therefore,
no poor substitute for the living spoken word, conceived of as uniquely a vehicle for creat-
ing bonds and uniting communities. In their own day, then, the Eclogues avoided any ten-
dency to subordinate cold, dead writing to vital orality. Despite a Platonic pedigree, the ro-
mantic view that absolutely privileges speech over enfeebled writing has little relevance to
large swaths of ancient literary culture.*

Perhaps so, but one may be forgiven, I think, for surmising that the eventual sub-
version of the voice-writing hierarchy (one with noble Platonic credentials, as the
quotation reminds us) and the lionisation of the former underdog (writing, in
this case), is a gesture authorised not so much by the specific realities of the Ec-
logues text as by a more or less programmatic determination to destabilise or
problematise the evaluative polarity which underpins the mimetic surface of liv-
ing speech. It seems that, much like Jean Jacques Rousseau’s naively Romantic
insistence on the primacy of orality as against the secondary-supplementary sta-
tus of writing, pastoral’s mimetic fiction of orality was a scandal that had out-
stayed its welcome and was thus ripe for deconstruction. I have almost spelled
out the name ‘Derrida’ and his critique of the Western ‘metaphysics of presence’,
and if the name as such never appears in either footnote or bibliography that
makes his éminence grise all the more eminent and grey.’

You don’t have to break your back, so the deconstructive narrative goes, to
destabilise such binary oppositions and their attendant hierarchies; if you are
attentive enough to the self-defeating workings of the text, you don’t have to
do more than an Epicurean god has to: you just sit back and watch them self-de-
construct, just like atomic concilia will sooner or later do.

Now, my reactionary paper advocates what Lenin, for his own purposes,
once called ‘the reality of appearances’, which, for my purposes, can be re-
phrased as ‘the hermeneutical value of the orality fiction’; and I submit right
away that in the case of the Eclogues whether or not you perceive destabilisation,
deconstruction or subversion of the orality-writtenness hierarchy depends on the
relative importance you attach to the dramatic fiction as against the semiotics (or
perhaps, post-semiotics) of a thoroughly textualist approach. I will be arguing on

4 Breed 2006a, 100.
5 For a lucid account of how Derrida in his Of Grammatology deconstructs Rousseau’s confi-
dence in the primacy of speech as against ‘supplementary’ writing see Culler 1983, 102—-103.
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the assumption that giving the Eclogues’ mimetic fiction of orality its hermeneut-
ical due, as against treating its constituent features as mere metaphors for the
underlying processes of textuality, is crucial when it comes to matters of generic
identity and generic demarcation. Since the issue of orality vs. writtenness is
highly visible in the last piece of Virgil’s pastoral collection and since it involves
two genres in whose myths of origin it is inscribed, it is Eclogue 10 that I have
mainly in mind, particularly vv. 52—4, as I hope to show that a semiotic-textual-
ist exclusivity, for all its merits, is apt to miss the point of a passage pivotal to a
generic reading of the poem.

Writing (and reading) is smuggled into the Arcadia of Eclogue 10 through el-
egiac Gallus’ decision to carve his amores on the bark of trees. Of course, Gallus
imitates the solitary gesture of Callimachean Acontius (fr. 73 Pf.) — although, by
comparison with the goal-oriented Werbung of the Roman general, the Greek
lad’s ‘beautiful Cydippe’ looks rather like doodling Waldeinsamkeit away. Now,
Barchiesi’s analysis of Acontius as a role model for the elegiac poet-lover as
well as a myth of elegiac origins should, I think, be read along Philip Hardie’s
cautionary distinction between Acontius the successful elegiac inscriber of the
famous apple which ensures the union of lover and beloved, on the one hand,
and Acontius the forlorn lover consoling himself for the absence of the beloved
person by writing her name on the trees, on the other.® Indeed, it is the latter, the
intransitive and solitary gesture, which seems to have particularly smitten Gallus
and Propertius (see below) and which represents a more convincing archetypal
plot for the habitual woes of the elegiac lover-poet ever in pursuit of an elusive
puella. Hardie goes on to suggest that it was probably Virgil who first mapped the
opposition between Acontius’ successful apple writing and ineffectual tree carv-
ing on to a generic contrast between what he labels ‘pastoral plenitude and pres-
ence vs. elegiac lack and absence’. According to his reading, the contrast is plain
to see in the respective situations of Tityrus and Corydon of Eclogues 1 and 2: typ-
ically pastoral Tityrus enjoys possession of his Amaryllis whose presence the
woods acoustically multiply by responding to his piping, whereas more or less
elegiac Corydon follows in Acontius’ steps in his solitary pursuit of an absent
and unresponsive Alexis.”

Now, as it happens, I am too staunch a believer in ‘pastoral plenitude and
presence’ to commiserate with Corydon’s lot. I have argued in a paper published
in 1999 that the latter’s inuenies alium Alexin in the monologue’s very last line is
a Parthian shot through which the shepherd declares that he can discursively

6 See Barchiesi 2001, 123 -126 and Hardie 2002, 121-123.
7 Hardie 2002, 123 -125.
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construct at will and at any time ‘another Alexis’, one who will consent to the
sensations of the bower and become part of it.® Corydon never has any intention
of going out of his way, as any elegiac lover worth his salt canonically has when
protesting his willingness for transcontinental treks for the sake of the beloved.’
In other words, and despite the dense intertextual presence of Callimachean
Acontius, I see the monologue of Eclogue 2 not so much as a genuine elegiac
wooing pervaded by a sense of absence but as an invitation to pastoralisation
and pastoral plenitude which, like pastoral song, can be repeated ad libitum. Un-
like Acontius, unlike Gallus in Eclogue 10 and, later, unlike the Propertian lover
of 1.18, Corydon is of the pastoral world — a world of living speech and song per-
formance, and it never crosses his mind to, among other things, resort to writing
as a substitute for the lack and absence of the beloved. By having Corydon go
through most of forlorn Acontius’ moves except the writing, Eclogue 2 suggests
the absolute primacy of oral performance over any kind of written supplement
— and sets out the first in the Eclogues collection instalment of a generic demar-
cation between pastoral and elegy, which will come to a head in Eclogue 10.

We might, of course, take Corydon, the hill billy, to task for not realising that
his insistence on oral performance is a self-deconstructing piece of cake since
the possibility of (oral) repetition he envisages through ‘inuenies alium Alexin’
is precisely the kind of ‘iterability’ deconstructionists would closely associate
with the ontology of “protowriting”;'° but I strongly doubt he would have turned
a hair or changed his instinctive certainty that, at the level of dramatic fiction
where he operates, writing is a dead sign — a sign of absence and lack. Such
sense of lack and frustration informs the Callimachean text too, where Acontius’
writing is expressly described as a futile substitute consigned, faute de mieux, to
the tree’s mute and lifeless matter.* This is a typical town-dweller’s take on the
most vital constituent of the bower and, for all we know, had he had the chance,
Acontius would have sooner used his mobile or sent an SMS.

8 Papanghelis 1999, 46 —50.

9 To use the terms of an important discussion by Gian Biagio Conte, love for Alexis does not
cause Corydon to lose sight of the pastoral world to which he belongs, and the conclusion of his
monologue (vv. 69 —73) represents a decisive, and rather easy, escape from the ‘powerful closure’
of the typical elegiac world of seruitium amoris and imperative, absolutised suffering. See Conte
1994, 37-42.

10 On the typically Derridean notion of speech constituting (always already) a form of writing
see Culler 1983, 102ff.

11 According to Aristaenetus 1.10.59 - 64 Vieillefond, Acontius @nyoig Umoka®ripevog 1 Trehentg
@pidet Toldde: “€ibe, O 84vBpa, kal voiig VIV yEvorTo kai pwvi, dmwg &v eimmte povov: “Kudinmmn
KOA” | YOOV TOOADTA KATK TOV PAOIWV EYKEKOARUUEVO PEPOLTE YPRUMATA.
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Jilted and rusticated, the Propertian lover of 1.18 takes a seemingly more or-
ganic view of the countryside vegetation (vv. 19-20: uos eritis testes, si quos
habet arbor amores, / fagus et Arcadio pinus amica deo) but only to, eventually,
betray a textualist (and, in all probability, intertextualist) obsession, especially if
si quos habet arbor amores is a sly hint not only at the relevant mythological in-
cidents but also at the inscription Gallus proposes in Eclogue 10 and, of course,
at the Acontius-oriented elegy of Gallus which has been universally hypothesised
and in which the lover had in all probability already attempted some kind of veg-
etable writing. Being also more keen on vocals, the Propertian lover alternates
between having the beloved name echoed by woods and hollow rocks and in-
scribing it in the bark (vv. 21-2: a quotiens teneras resonant mea uerba sub um-
bras, / scribitur et uestris Cynthia corticibus) but, as Hardie again has remarked,
there is nothing to choose between them in terms of achieving some sense of
presence.

If Corydon is pointedly strange to writing, the pastoralised elegist of Eclogue
10 seems to display an unreformed keenness on inscription. Viewed in light of
Gallus’ eventual relapse, this could certainly be a symptom of his inchoate
and superficial naturalisation in the pastoral world. On the other hand, the em-
phatic resoluteness (certum est) with which Gallus announces his intention to
carve his amores in the bark in vv. 53—4 effects a spectacular volte face after
vv. 31-4, where he envisages his love labours as being performed by the Arcadi-
an pipes and, especially, after vv. 50 —1 where he takes it upon himself to mod-
ulate whatever it is he has composed in Chalcidian verse into a performative
event pastoris Siculi auena: ibo et Chalcidico quae sunt mihi condita uersu / car-
mina pastoris Siculi modulabor auena.® And the regression toward writing

12 Hardie 2002, 128: ‘Echo here is merely an alternative to Acontius’ useless expedient of
carving Cydippe’s name on the bark of trees’.

13 With regard to these lines Breed 2006, 130 rightly emphasises that apart from envisaging a
movement from elegy to pastoral ‘{GJallus imagines subjecting his poems to another change as
well, which has received less attention in the literature on the poem. The transposition is not
only from elegy to pastoral, but also from writing, carmina condita, “poems/songs that are
written”, to performance, modulabor auena, “I will perform on the pipe’”. condere, a strong term
which seems to capture the, so to speak, material solidity and physical visibility of the writing
process, is characteristically employed of grand epic composition (cf. Ecl. 6.7, condere bella and
see TLL s.v. condo 153.74), but the point of its use here is, I think, to enhance the ‘trans-
ubstantiation’ of solid, scripted matter into acoustic experience — another point readers and
commentators have rather failed to appreciate. As for the much-discussed Chalcidico ...uersu, 1
believe that we should consider the possibility that Chalcidico refers (quite loosely, it must be
admitted) to erotic subject-matter rather than to hexametric compositions in particular; other-
wise one can do worse than be content with Harrison’s 2007, 69 suggestion that ‘we need not
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sounds all the more surprising as it is decided in the same breath as the perform-
ative aspiration. This is a juncture where a scholar partial to the Eclogues’ poetics
of textuality will tend to see the mimetic fiction of performance as yet another
reflexive trope for the intertextual relationship between Gallus’ and Virgil’s
texts, which is correct as far as it goes (after all, it is true that Gallus’ elegiac
amores are being transcribed into the text of Eclogue 10), but is more likely
than not to cause the conceit of crescent illae, crescetis, amores (a memorable
conceit which seems to be the exclusive function of the dramatic fiction and
which would take another, possibly Metaphysical, conceit to transmute into a re-
flexive, metaliterary ploy) to be eclipsed or to fade into a rather inconsequential
addendum.™

I do not think it is just that. The notion of ‘growing’, whether it goes back to
Gallus or whether it is a Virgilian supplement, makes a point of differentiating
these trees from the Callimachean flora which, in Aristaenetus’ version of the
Acontius and Cydippe episode, lacks (as we have seen) the ‘mind and voice’
Acontius wishes it had in order to vocalise the Kvdinmn koAr inscription on
their bark. To put it otherwise, crescet and crescent instead of perpetuating the
Callimachean trees as just a writing surface which passively receives the inert,
dead fixedness of carved letters make them part of the living pastoral landscape,
of pastoral landscape’s natural rhythms. There is room, I think, for applying a

worry overmuch about what a Euphorionic hexameter poem rewritten in Theocritean pastoral
terms might look like. This promise to transform even his Euphorionic poetry into pastoral is a
hyperbolic expression of Gallus’ new-found literary enthusiasm’. But, as his ‘rewritten’ suggests,
Harrison sees writing as surviving the transition to pastoral.

14 So, in principle, there is no quarrel with Breed 2006, 131 when he notes that ‘a modulation
between a written text and an oral performance serves as a reflexive trope for the specific
intertextual relationship between Eclogue 10 and poems by Gallus’ nor is it to be doubted that in
‘[H]ellenistic and Roman mimetic poetry, projections of a performance taking place or about to
take place point not solely to the imitation of some other reality that the written text can only
inadequately express. Rather, the explicit fictionality of mimesis turns to reflect on the text
itself’. However, general truths about the reflexive potential of the performance fiction will
hardly explain why Gallus, so emphatically keen on projecting himself into the performative
fiction in vv. 31-4 and 50 -1, should so suddenly turn his back on the phantasy and revert to the
reality of writing; and Breed’s formulation leaves the relapse completely unaccountable: ‘And
while Eclogue 10 figures the transposition of Gallus’ amores into the poem and into pastoral as a
performance in vv. 6 -8, 31-4, and 50 —1, the sense of amores is, at least for a moment, decided
for text in vv. 52— 4. Does ‘for a moment’ betray a twinge of doubt as to the plausibility of having
52-4 follow after 6-8, 31-4 and, especially, 50 —1? Further, certum est in v. 52, if anything,
renews, or even reinforces, the general disposition expressed in vv. 50 — 1. To my mind, the trend
from writing to performance over these lines is beyond question; and the real question is how we
accommodate the inscription of v. 53 to this fact.
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little more pressure here: crescet and crescent spell out the hope that these let-
ters will grow beyond their mute, isolated, inorganic condition into the kind of
vocal, responsive sylvan context of the best pastoral traditions; the hope of tran-
scending their status as visual marks in space to become an event in time, thus
reversing the process whereby the living word’s closeness to human context, its
situationality, empathetic and participatory thrust — what cultural anthropolo-
gists call the ‘psychodynamics’ of orality — are relinquished for the sake of the
context-less, abstract space of the scripted word.* Far from reverting to their ‘ac-
customed written form’ in order to bear out the dialectics of oral fiction and tex-
tuality, as Brian Breed has recently argued,’® I see Gallus’ ‘loves’ as anxious to
unscript themselves in the sense I have just described. The un-scription is the
culmination of the three-part movement whose previous two moments are
vv. 31-34 and 50 - 51. Uestra si fistula dicat amores and pastoris Siculi modulabor
auena do not mark a pastoral re-writing but a shift from script to performance
and all-engulfing sound, the pastoral mode programmatically described in con-
nexion with the Tityrus of Ecl. 1. Gallus’ amores carved into the natural, living
rhythms of the landscape become a constituent of pastoral plenitude and pres-
ence by contrast with Acontius’ and, later, Propertius’ writing which only serves
to underwrite their sense of elegiac lack and absence."”

I am fully aware that making a song and a dance about a written elegy of
lack as against an oral-sung pastoral of plenitude is too much of a certainty
these days. Philip Hardie has himself taken a penitent step backward from his
own distinction,'® and, as far as I can see, if you try hard enough room can
be found for relativising that other apparently secure antithesis between city

15 A lucid account of what the ‘psychodynamics of orality’ involves is to be found in Ong 1982,
31-76, esp. 31-57.

16 Breed 2006, 131-2.

17 Although amores, emphatically featuring at the end of two successive hexameters, is no
doubt designed to capture both the ‘lived’ and, as a book-title, the literary experience of love,
crescent illae, crescetis amores sounds too sanguine, natural landscape-specific and ‘organicist’
for the latter sense to get the upper hand in the reader’s mind. Hardie’s 2002, 127 comment on
vv. 52— 4 ‘[i]f this alludes to the title of Gallus’ elegies, Amores, then the implication may be that
the only presence that the elegist has the power to create is that of his poetry itself’ is of a piece
with his remark at the end of a brilliant reading of the story of Apollo and Daphne (130) in
Metamorphoses 1 ‘The closest we can get to the elegiac puella is through reading’. I feel that this
is too reserved when it comes to Ecl. 10.52—4; and yet it is to Hardie that I owe a reminder about
teneris in v. 53 adding to the physical dynamism that, on my reading, animates these lines.
Besides, vv. 73—4: ... cuius amor tantum mihi crescit in horas / quantum uere nouo uiridis se
subicit alnus represents a similar concept which aligns the growth of amor with the natural,
physical growth of a tender, springtime (uiridis) plant.

18 Hardie 2002, 126 -132.
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and countryside in Virgil’s Eclogues.” But this is precisely, I think, where one
should start considering cold feet about allowing a certain kind of semiotic fun-
damentalism to treat the mimetic fiction as just so much more water to the mill
of textuality and inter-textuality, especially where genre is at issue. A decade
ago, Alessandro Barchiesi was wondering about the kind of literary history
that would still be viable were we to operate with a generic theory geared solely
to a poetics of authorial self-consciousness.?® Reaction to essentialism is good
and resistance to reification is advisable, but in view of the fact that authors
and readers, especially those in the classical world, are hardly strangers to
this kind of generic essentialism and reification,? it is germane to the concerns
of this conference, and, of course, to the questions raised by Eclogue 10, to ask: is
a meaningful reading of the generic encounter in Eclogue 10 still possible if the
orality-writtenness issue so firmly embodied in the dramatic fiction is viewed
solely in terms of its self-deconstructing promise? Is not such semiotic determi-
nation to blame for seeing Gallus’ inscription, despite the idea of living growth,
as elegiac interference or relapse rather than, as I have argued, as a move toward
past-oralising un-scription? The problem I have tried to highlight is that readers,
ancient and presumably modern, confronted with a Gallus who longs, in the best
‘Romantic’ fashion, to make himself part of an apparently pre-Theocritean, pre-
literate Arcadia of the living voice, are here invited to read against the grain; that
in doing so they should, among other things, give Gallus’ performative phanta-
sisings, crescent, crescetis and all, the shortest possible shrift and thus see the
tree on which he carves his amores as just another ‘reflection of textuality’. Be-
sides, readers are invited to set as little store as possible by the fact that the Ec-
logue stages an encounter between two modes of discourse whose respective
myths of origin are distinctly geared to the writing-performance divide, forgetting
by the way that rather than self-deconstruct such divide will tend to harden into
a stereotype of generic self-fashioning and mutual exclusion when two different
generic projects are pitted against each other (remember the case of all war, all
male epic vs. all love, all tenderness elegy eloquently illustrated by Stephen

19 See, for instance, Skoie 2006. When she argues (300) that the countryside in the Eclogues is
never far away from the city, she fails to notice that in Eclogue 10 the countryside is pushed as
farther from the city as possible — into Arcadia; and it takes, I think, some measure of confusion
between poetics and dramatic fiction to argue, as Skoie does (308 -310), that there can be no
sharp contrast between country and city on the grounds that the Eclogues’ poetics is urban-
Neoteric.

20 See Barchiesi 2001a, 158 -9.

21 See Harrison 2007, 2—-11, esp. 10.
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Hinds in a paper of a few years ago).?? Eclogue 10, as Professor Conte has argued,
is about a display of difference between two generic projects;*® in displaying the
difference, far from being despondent about the effectiveness of pastoral dis-
course, the poem is, to my mind, more generically intransigent than any other
piece in the collection and, as I have been arguing, the issue of a written
elegy as against a performative, oral pastoral, besides being crucial to its intran-
sigence, contextualises the poem within contemporary concerns about the rela-
tive status of writing and oral performance,* while also pointing to broader so-
ciological and existential perspectives which range, conventionally but meaning-
fully for the reader, writing, elegy, tormented love and town on one side against
orality, pastoral, free-ranging sensations and countryside on the other. Reading
under the semiotic sign may be our provisionally ineluctable fate, but, it seems
to me, to be meaningfully read Eclogue 10 invites more than a modicum of essen-
tialist fallacy.
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Helen Peraki-Kyriakidou
Virgil’s Eclogue 4.60-3: A Space of
Generic Enrichment’

Abstract: In Virgil’s Eclogue 4, in order to bring in the New Golden Era, the puer
should first recognise the heroic achievements and virtues of the past by study-
ing them. At the end of the poem he is asked to smile to his parents as a token of
his relation to them and, therefore, of his identity. For this, two unnamed gods
will reward him as proof that the puer accepts their values. Strong indications
show that these gods are Bacchus and Venus. A number of words etymologically
related to the names of these gods are used in the field of rhetoric for the values
a rhetor or any civilized and intellectual person should aspire to. In this paper I
contend that, through the allusion to Bacchus and Venus, Virgil defines the cul-
tural values the puer must have in the Roman environment of his day. Rhetoric in
its broader spectrum is a fertilizer for the poem while the poet keeps it within the
bucolic frame. Theocritus’ Idyll 16 seems to be a model.

Keywords: Bacchus, Cicero, Golden Era (New), metapoetic reading, pastoral,
rhetoric, Theocritus, Venus, Virgil

The variety of scholarly views concerning Virgil’s Eclogue 4 and the differences
in the approaches to the work might easily act as a deterrent to adding yet an-
other, even if it does not conflict with the commonly held view of identifying
the puer with a specific historical, political figure.! This great variety, however,
is the very reason for continuing the discussion on the same poem.

* Philip Hardie’s comments on a previous version of this paper were extremely constructive. I
am most grateful to him. I have also benefited from J. Ziogas’ useful observations and discus-
sion. I also thank the anonymous reader for her/his remarks and corrections.

1 Many scholars have made the assertion that the puer must be a particular person with a
specific father and a specific mother: e.g. Du Quesnay 1977, 32. They may possibly be right, but
the question remains as to why the poet did not furnish more details in order to enable the
doctus lector to decodify the historical person behind the puer. For those who seek to identify the
puer with a specific person there may be two possible answers: either for ‘political’ reasons the
poet avoided being more specific (e.g. Du Quesnay 1977, 39) or because by withholding the name
of the puer he increased the mystic nature of the work (by playing perhaps with the Oriental and
the Western tradition of the subject: Nishet 1978). See Hardie (1998, 21), Harrison (2007, 42) on
the ambiguity of the oracle. I am inclined, however, to side with those who wonder whether the
puer does not represent a specific historical person but is rather the incarnation of hopes and
expectations, a sort of a symbol of the new era and its characteristics not necessarily only on a
political level but more probably on a cultural and intellectual basis. Personally I feel close to
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The first verse of the Eclogue places the poetic attempt under the protection
of the Muses, and in particular those who would allocate the work a place in bu-
colic poetry? — particularly Theocritean bucolic poetry. With the Sicelides Musae
(4.1) it is evident that the poet aspires to be a successor of Theocritus.? The sub-
ject of the Eclogue is the birth, growth and education of the puer who will usher
in the New Golden Era among men. The puer is born in the time when Apollo is
reigning (tuus iam regnat Apollo, 10).* In lines 18 — 20 the Earth, in celebration of
his coming, will give her presents nullo ... cultu (18). The description of these pres-
ents is nothing other than the visual impression of the puer’s first experiences’
through the depiction of emblematic plants, as is the ivy and the smiling acan-
thus. If we accept that the acanthus symbolises Apollo, as has already been sug-
gested and I have also argued elsewhere,® then the poet in these verses attributes
to the first experiences of the puer a mixture of Apollonian and Bacchic ele-
ments,” which will form the foundation of the child’s intellect. At any rate, the

the view of Papanghelis (1995, 273 with n. 58) who wonders whether ‘New Era denotes New
poetry’ (see also pp. 287, 299). Berg 1974 or Arnold 1994 (among others) are close to such views.
In any case we should not forget that the addressee of the Eclogue is Asinius Pollio. Perhaps
Pollio’s intellectual, literary and artistic deeds could be seen as the facta of a ‘father’ (26), whose
acts represented the new ideas which in turn raised the poet’s hopes that the puer would be able
to accomplish. Pollio’s intended funding and founding of a library — an issue obviously under
discussion in 40 BC — could represent one of these facta. Let us not forget that the same period
was particularly important for the art and letters in Rome and that the establishment of a library
could have raised the poet’s aspirations that a new era was coming. Such facta could represent
in Rome a spiritual rebirth and the puer could symbolise— at least in my reading —the reception
of these regenerative ideas and their materialisation. Some scholars (starting with Servius, on
Ecl. 4.4.11) seeing a historical person behind the child have identified the puer with one of the
consul’s children.

2 Hardie (1998, 6) considers Eclogue 4 ‘the least pastoral of the Eclogues.’

3 Servius, ad loc.; lunius Philargyrius, ad loc. Cf. Ecl. 6.1-2. Du Quesnay 1977, 47; Coleman 1977,
on 4.1; Van Sickle 1978, 62-3. Nisbet (1978, 59) put it in a broader context: ‘These three lines [sc.
1-3] form a proem in the Western tradition.” Nauta (2006, 328) points that the invocation of the
Sicilian Muses is a common generic marker in post-Theocritean bucolic (with examples). In
examining the poem, the prevailing discussion through different periods has focused on the
poem’s relation mainly to Theocr. Idyll 17 (see below, nn. 42 and 45) and Catullus 64.

4 Apollo in the Eclogues has an important — or even predominant — role to play, as becomes
obvious especially in Eclogue 6 where he is the overseer of poetic inspiration and practice. Berg
1974, 167. Peraki-Kyriakidou 2010.

5 These are the first experiences of the puer which form his identity: Papanghelis 1995, 270.
6 Elderkin 1941, 373 -380; Peraki-Kyriakidou (forthcoming). See, however, Mac Gorain’s paper.
7 Baccaris (19) is usually related to Bacchus. The mixture of Apollonian and Bacchic elements in
antiquity is well known. Eur. Troades, 408 is characteristic: (Talthybius’ words): &i pun 0" AmoAwv
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Apollonian element will be of primary importance, since the child’s birth takes
place under the reign of that god.®

Lines 26 —30 are at the end of the first part of the Eclogue, while lines 31-36
form the middle section where the previous era is connected to the new.

At simul heroum laudes et facta parentis

iam legere et quae sit poteris cognoscere virtus

molli paulatim flavescet campus arista

incultisque rubens pendebit sentibus uva

et durae quercus sudabunt roscida mella.  (4.26-30)

But as soon as you can read of the praise of the heroes and the deeds of the father and
know what virtue means, then tender spikes of grain will be turning the field yellow and
reddening grapes will be hanging from a wild thornbush and hard oak-trees will sweat
out dewy honey.

In lines 26 — 27 the poet exhorts the puer to read the heroic past® (as represented
by a few proper names in the middle section) along with the facta parentis*® and
to recognise (cognoscere, 27) its elements, especially its virtues (virtus, 27). Na-
ture’s response will be spontaneous, avtoudrn, as Hesiod would say (WD
117- 8); the fields will turn yellow with the waving corn, reddening grapes will
hang from uncultivated thorns, and tough oaks will leak drops of honey.
Reading the past constitutes a kind of cultural ‘katabasis’ of the puer into the
epic world and with this and with nature’s empathy Virgil completes the first
part of the Eclogue in a way that recalls the end of the first half of his Aeneid.
There Aeneas will descend into the Underworld where, in Anchises’ prophecy,
past and future meet.!* Aeneas, ‘imbued’ with the past, prepares himself for
the glorious future of Rome. There Anchises uses again legere (6.754—5) when
he sees and shows to his son one by one the figures to be born in the future.
If at the end of the first part of the poem the poet defines the syllabus of the
puer’s education which will lead him to maturity and to the coming of the New

é&ePaxyevoev ppévag (had Apollo not caused frenzy in your mind). In the Eclogues this becomes
manifest, especially in Ecl. 5.29 —34: Peraki-Kyriakidou (2010, esp. 575) and Mac Gérain.

8 See above n. 4.

9 In this Hardie (2009, 28) recognises an ‘unLucretian, a traditional upper-class Roman’s study
of the great men of the epic and historical past.’

10 According to the end of the poem, it becomes obvious that the parens together with the
mater constitute the puer’s immediate past. These two function beneficially in the education of
the child and in his probing in the tradition.

11 Kyriakidis 1984.

12 Du Quesnay (1977, 63) believes that the subject of the ‘rearing and education’ of the puer is ‘in
accordance with the rhetorical prescription’ of Menander. At the same time, however, bringing



220 =—— Helen Peraki-Kyriakidou

Era in the world, at the end of the work (60 - 63) he turns us back to the age of
infancy, when the infant begins to react to the world. The poet addresses the
child which is still parvus (60, 62) and by once more using the verb cognoscere
(60)" asks him to respond with a smile of recognition to his parents. In other
words he asks the puer to become aware of his identity through this smile to
his parents.

Incipe, parve puer, risu cognoscere matrem 60

(matri longa decem tulerunt fastidia menses)

incipe, parve puer: qui non risere parenti,
nec deus hunc mensa, dea nec dignata cubili est.

Start, little boy, to recognise your mother with a smile (she was for ten months under such
discomfort), start, little boy; those who did not smile to their parent, the god did not
deemed worthy for the feast, and the goddess did not deem worthy for her bed.

The puer’s awareness of his identity— which is fulfilled through the smile — de-
termines the way he will approach through reading, through studying, that is,
the heroic subject matter. The way we read bears the characteristics of our iden-
tity, our character, our whole constitution. We read, write or create the way we
are brought up.** The creation (in literature, in politics, or whatever) which
will result from this reading will have the characteristics of the way the puer
read and approached this heroic material. Such characteristics are obviously
formed at an early stage of childhood.

These lines have been much discussed in the past.”® The central point of
controversy remains who the bearer of the smile is. Different views lead to differ-
ent readings of the passage. It has been rightly said that this puzzling smile has
occupied scholars as much as the enigmatic smile of Mona Lisa.!¢ Is it the smile
of the mother to her child or the reverse?”” In my view it is difficult to prove who
smiled first. Besides it is a topos in literature for a smile to be the cause of a re-
ciprocal one. Horace, in Ars Poetica 101, considering that a smile is the cause of
another smile, is using the phrase ut ridentibus arrident exemplarily about style

Philodemus into the discussion, he thinks that ‘something very like it must have been well
known to Vergil.”

13 Hardie (2009, 27) stresses the didactic character of the verb as used by Lucretius.

14 See Du Quesnay 1977, 63 and n. 209.

15 For Du Quesnay (1977, 67) ‘the last four lines are in themselves an epithalamic topos’; see also
Harrison 2007; Clausen (1994, 123) recognises a Hellenistic ‘tone and manner’ as in Call. Hymn
4.212, 214.

16 Stuart 1921, 209.

17 There is a variety of interpretative attempts: e.g. Greene 1916; Berg 1974, 175 - 6; Williams 1979.
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to show that a pulchrum poema, when also dulce, can lead our mind and soul
anywhere it wants:

Non satis est pulchra esse poemata: dulcia sunto

et quocumque volent animum auditoris agunto. 100
ut ridentibus arrident, ita flentibus adsunt

humani voltus. AP 99-102

Not enough is it for poems to have beauty: they must have charm, and lead the hearer’s
soul where they will. As men’s faces smile on those who smile, so they respond to those
who weep, trnsl. H. R. Fairclough, Loeb rpt. 1978."%

Yet the puzzlement among the scholars is manifest: Some believe that the smile
belongs to the child and they accept the reading: qui non risere parenti
[Quint. 9.3.8: e.g. Berg 1974, Coleman 1977, Mynors 1977, Nisbet 1978, Williams
1979, Clausen 1994, Hubbard 2001]." Contrary to the above group of scholars,
there are others who prefer cui non risere parentes [e.g. Fairclough (Loeb 1935),
Della Corte 1985]. A passage that often comes into the discussion is Catullus
61.209 - 13: Torquatus volo parvulus ... dulce rideat ad patrem / semihiante labello
(I want little Torquatus ... to smile a sweet smile at his father with his lips half-
opened) which was obviously considered as the model of the Virgilian phrase.?
On the basis, however, of ordinary pragmatic observation we must accept that
the smile on the part of a child suggests his/her conscious®* recognition of
his/her parents (something that the verb cognoscere requires, 30).

Unlike in other parts of the poem, the poet in lines 62-3 does not disclose
any of the names involved in the scene. As a matter of fact, he has not named

18 Cf. Ovid, Met. 3.459 —60: cum risi, arrides; lacrimas quoque saepe notavi / me lacrimante tuas
(when I smile, you smile back to me and often / look at your tears when I am crying); AA 2.201:
riserit: adride (when one smiles at you, smile back); Sen. De Ira 4.2.5: adridemus ridentibus et
contristat nos turba maerentium (we smile at those who smile at us and it afflicts us the throng of
grieving people).

19 See Servius’ comment on 4.60: sicut enim maiores se sermone cognoscunt, ita infantes pa-
rentes risu se indicant agnoscere (As the adults understand one another through discourse, in the
same way children show to recognise their parents through smiling.)

20 Discussed by many: e.g. Fowler 1907, 72; Du Quesnay 1977, 37; Hubbard 2001, 82ff.

21 Usually, the ancients understood that the infant’s smile cannot be identical with the cons-
cious smile of a child: Stuart (1921, 212, 217 n. 2) collects the relevant passages from Aristotle to
Pliny. See also Nisbet 1978, 70 with n. 132. Stuart (1921, 216) discusses a number of instances with
an infant’s smile which ‘are attached to the birth of children destined to a great future.” Actually
this sort of smile constitutes an expression of what we call ‘body language’: Clarke 2005, 45f.
Body language is a very strong and important component of human behaviour; every move and
expression signifies something and creates a frame of discourse among men.
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even the puer himself. Whereas in the preceding passage (55—59) there is a cata-
logue of poets/gods whom our poet proudly names, stating that he will be supe-
rior to them, in the final four verses of the Eclogue there is no name. The practice
of aposiopesis in ancient diction is not a surprising matter and it is a method
which facilitates the handling of the material. Virgil has created a scene in
which the puer has to recognise his parents through a smile, in order later to
have a reward from the gods. Since the puer is going to be compensated by
the gods for his smile of recognition to his parents,” these parents, and the
puer must aspire to the same cultural principles as the gods, so that the compen-
sation makes sense. If this is correct, we have to determine who the gods are
whose names are suppressed and what they stand for in the poet’s world, in
order to understand the cultural characteristics of the puer’s rearing and educa-
tion.

In Servius, Servius auctus and other commentators?® there is some conjec-
ture as to the myths lying behind these Virgilian verses (mainly about Vulcan).
From all these I would like to keep the last part of Servius auctus’ scholion on
4.62: sane ‘nec deus hunc mensa’ alii ita intellegunt, quasi tam cito extinctus sit,
ut nec Veneri nec Libero potuerit operari (indeed, there are others who under-
stand the phrase ‘neither the god [deemed him worthy] for the feast,” in this
way, as if he died so quickly that he could not honour either Venus or Liber).
In my understanding this comment is not related to a particular mythological
plot. Only the names of Venus and Liber are mentioned. If indeed we are not
trapped in certain mythological frames— which in my view do not help us in
an overall interpretation — we might profitably turn our mind to these two
gods, namely Venus* and Bacchus.”

Venus, the @ilopucidrig, ‘laughter-loving’, goddess of love, the genetrix Ae-
neadum is the goddess the poet of De Rerum Natura invokes to give to his

22 Unlike the various readings, mainly politically coloured, Berg’s interpretation (1974, 175-6)
takes a different path: ‘The mother whom he recognizes, the mother who has brought him into
the world after long fastidia, is likely to be Virgil’s Muse, just as the only other mother in the
fourth Eclogue, the mother of the poet Orpheus, is the Muse Calliope.’ For Berg the major model
for the end of Ecl. 4 remains the end of Catullus 64 (see also above, n. 20).

23 As Stuart 1921 mentions, the discussion went on to Angelo Politian (1489) and to Scaliger (90
years later).

24 Du Quesnay (1977, 37) is of the opinion that if the mother of the puer is indeed Octavia (also
Nisbet 1978, 70), then the goddess must be Venus, as a divine ancestress of the Iulii; Harrison
2007, 41.

25 Nisbet 1978, 70 -1 has a different approach opting for Hercules ‘who feasted with Zeus and
took Hebe to wife’. The suggestion that behind the word deus is Hercules is based on the thought
that Theocr. Id. 17 is the model of the passage, e.g. Du Quesnay 1977, 37.
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words, as a Muse would do, aeternum leporem (a perennial charm, 1.28).%° It is
Venus whom Lucretius will ask to stand by him as a comrade in the formation
of his verses: te sociam studeo scribendis versibus esse (I am eager to have you
as comrade in writing these verses, 1.24).%

In the Orphic Hymn to Aphrodite, the goddess being ndpedpog of Bacchus en-
joys the festivities:?®

oepv) Bdkyoto mdpedpe,
Tepropévn Qadiauat, yapootode pijtep Epwtwv,
Me10oi AckTpoyaprg, (7-9)
revered you, mother of Cupids, who rejoice in festivities sitting next to Bacchus and prepare
the wedding, you who enjoy the wedding bed with Persuasion.

Aphrodite is not only the goddess of love and beauty; she has also a close rela-
tionship with Persuasion. Similarly in Latin literature Venus was associated with
Suadela, a goddess corresponding to the Greek goddess ITeibw.* Both goddesses
co-exist in Horace’ Epist. 1.6.38:

Ac bene nummatum decorat Suadela Venusque®

Goddess Persuasion and Venus give grace to the wealthy people.

The juxtaposition of Agpobitn—ITeifw and Venus—Suadela points to the power of
persuasion and gracefulness acting in mutual agreement, two important qual-
ities of the faculty of speech, written or oral.

On the other hand, Bacchus or Liber, being the god of joy, is also connected
with faliag (festivities):

26 also ita capta lepore / te sequitur cupide (so, [each one] captured by your charm, eagerly
follows you, 1.15-6); musaeo ... lepore 4.9. In Catullus (36.17) the Lucretian imagery of Venus
giving lepos to poetry is repeated but transformed into the phrase non illepidum neque in-
venustumst with regard to poetry again.

27 Kyriakidis 2004, 41.

28 The close relation between Bacchus and Venus is shown also in the Georgics, where it is
Venus who inspires a sort of bacchic frenzy [2.264—68].

29 According to Cicero, the name of ITeifw was latinized by Ennius (Brutus, 15: Annales 308).

30 According to Porphyrio (on Hor. Epist. 1.6.38): Suadela autem epitheton est Veneris, quae a
Graecis 10w [a nobis Venus] accipitur, Suadela, however, is an adjective of Venus, who by the
Greeks is conceived as ITif¢ [from us as Venus]).

31 M. West (1978), on Hes. WD 73 notes that: ‘a lovely person can be thought of as formed by
Peitho as well as by the Charites’ and this becomes obvious from Ibycus 288. West also notes
that ‘Peitho is coupled with the Charites and in Pind. fr. 123.14 and becomes one of them in
Hermesianax 11.” See also D. West (1995, 145), on Hor. Odes 1.30, referring to Hor. Epist. 1.6.38.
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0 Saipwv 6 Awog mai
xaipet pév Galdiauoy,
(Eur. Bacch., 417-18)

the god, the son of Zeus rejoices in festivities....

Both gods, therefore, love festivities, BaAinv: Romans could easily call it mensa,
as in line 63 of our Eclogue (OLD, sv. mensa 5, 7).

Bacchus and Venus, then, who are mdpedpot, and therefore, associated in
cult, exchange attributes on occasion.* Both were associated with speech and
diction. Bacchus’ name is often used as metonymy for poetry. On the other
hand, Lucretius invokes Venus as a Muse to be his socia in writing his work, giv-
ing to it leporem. But both meibw/suadela and lepos are qualities of the utmost
importance for speech, rhetoric, or poetic diction.

Both gods, therefore, can represent qualities of speech, which have applica-
tion in a broad sphere of culture and ars vivendi.

* % %

Some time before Virgil wrote the Eclogues, Hortensius, the orator, the vox erudi-
ta, according to Cicero [Brut. 6], was being savagely attacked by Lucius Torqua-
tus (at least as Aulus Gellius transmits the episode to us [1.5.3]), as gesticulariam
Dionysiamque, a performer of mimes and a Dionysia (which was the name of the
notorious dancer). In reply to his remarks Hortensius said: Dionysia malo equi-
dem esse quam quod tu, Torquate, Guovoog, avappdditog, ampoadidvuoog (I
would rather be a Dionysia, than like you, Torquatus, a stranger to the Muses,
to Venus and to Dionysus).> Playing on the name of the dancer and the meaning
of the Greek terms in Rome, Hortensius reveals the thinking of the time that
when the orator is duovoog, dvappdébditog, anpoobdidvuoog, it was tantamount
to being subagresti homo ingenio et infestivo (a man of rather boorish and disa-
greeable nature, Aul. Gell. 1.5.3). This uncouthness of spirit, to be rude, that is,
and uncivilised, which was so reprehensible in rhetoric, is evidently concerned
with other walks of life. The art of rhetoric sets the standards; and these stand-
ards concern not simply the narrow field of the performance of a rhetorical
speech, but rather every field of life in which people could display culture and

32 e.g. Ovid., AA 1.244: Et Venus in vinis ignis in igne fuit (and Venus when in wine is a fire
within a fire).

33 Cicero also says that Hortensius’ ingenium, like a statue of Phidias, was approved as soon as
he was seen on stage (Nam Q. Hortensi admodum adulescentis ingenium ut Phidiae signum simul
aspectum et probatum est, Brutus 228).

34 Kyriakidis 1986, 76.
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urbanity. According to Habinek ‘Torquatus’ notion of what it is to be a man is
really just unappealing boorishness, a retreat, in effect, to a pre-rhetorical
state of being.’*

The above passage from Aulus Gellius shows that these attributes not only
qualify the performance of a speech but also characterise the intellectual and
cultural constitution of an orator or of any intellectual person for that matter
when he is deprived of the Muses, Venus and Bacchus.

The term dnmpoodidvvoog on occasion has a narrower meaning. Cicero is our
major source. In his letter to Atticus (423 S.-B.) Cicero thinks that Atticus’ answer
to his previous letter was dnpoodiévuoog which Shackleton Bailey renders as
‘mal a propos.’ This Greek phrase is also attested in the Greek literature of the
imperial period. It appears in Plutarch (Quaest. Conv. 612.E.8-9: duovoa uns’
anpoasiévue’ eivar) and then in Athenaeus, books 11 and 15. In the first of
the two passages from Athenaeus (494a-b), it is used in an anecdote of Ptolemy
Philadelphus involving Sosibius Avtixdg, ‘maker of solutions’, for his unaccept-
able suggestions concerning the Homeric text. Ptolemy satirized him for his
anmpoodioviooug Avoeis. The usage of the word shows that the adjective — in its
more narrow meaning —has applications related to literary criticism, outside
any specific rhetorical context. Similar is the situation with the term
avappobdito¢ which appears in the Latin text and is also attested in Greek
texts.>® The Latin language, however, had its own adjective corresponding to
the above adjective or even to axvOnpog:¥ it is the word invenustus, which was
the opposite of venustus (in Greek émappoditog).

Sometimes, instead of the substantive venustas, Roman poets used the name
of the goddess itself as in Horace, Carm. 1.30.7 (invocation to Venus) whose
phrase sine te referring to the goddess, Porphyrio explains sine venustate (ad
loc.). In this ode it is interesting for us that she appears together with the Graces.
In the Ars Poetica this name appears together with virtus as a prerequisite for the
ordo in poetic diction: ordinis haec virtus erit et venus (this is the excellence and
the charm of the word-arrangement, AP 42). What Horace instructs in these lines
(42-5) is that the poet should be ‘to the point’ and avoid verbose diction, a dis-
cussion which reminds us of the meaning of the adj. anpooéiovvoog.

In a rhetorical context, Quintilian applies the term venustus to denote that
which has grace and charm (6.3.18): Venustum esse, quod cum gratia quadam
et venere dicatur, apparet (The meaning of venustus is obvious; it means that

35 Habinek 2005, 66; See also Kyriakidis 1986, 72.
36 When this term is presented alone, the context is usually erotic.
37 This adj. appears in a Latin text again, Cic. Ad Fam. 113 S.-B.
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which is said with some grace and charm, trnsl. H.E. Butler, Loeb 1985). The
word is very often connected with rhetorical performance, but not only so.>® A
typical example is that of Socrates as presented by Cicero in De Oratore 3.59 —
60. Socrates was one of those who scorned the dicendi exercitationem, yet he
was distinguished cum prudentia et acumine et venustate et subtilitate,® tum
vero eloquentia, varietate, copia ([he excelled] and in prudence, acuteness, grace-
fulness, delicacy, and in eloquence, in the variety and copiousness of expres-
sion). Like venustas, its synonym lepos had its place in the heart of rhetoric.
In defining orator Cicero considers that lepos is an essential constituent: Hunc
ego appello oratorem, eumque esse praeterea instructum voce, et actione, et lepore
quodam volo (Such a man I call an orator, and would have him endowed besides
with intonation, delivery and a certain charm, trnsl. EW. Sutton, Loeb, 1976, De
Orat. 1.213). Venustas (also venus) and lepos are terms related mainly to matters
of rhetoric. But as rhetoric is an all-inclusive field, these terms could be applied
more broadly not only to speech, but also to criticism, literary criticism, or even
used as verba poetarum. A major example, as we have said, is Lucretius who at
the beginning of his DRN invoked Venus to give leporem to his poem. Lepos was
associated directly with venustas in Donatus: nam lepos est venustas (on Ter.
Andr. 948).4°

* % %

As we have said above, the gods alluded to in lines Ecl. 4.63 -4 must represent
cultural features similar to those of the puer’s parents and thus of the puer him-
self. Charm and grace, these divine qualities, therefore, are transferred to the
puer through his parents and in this way, according to the poet, he will accept
the god’s life: ille deum vitam accipiet (15). In growing up, the probing of the
puer into the epic literature of the past will be in accordance with these qualities
which will be conducive to the formation of his character. Under such circum-
stances will the New Golden Era come. And this is the way the heroic past
will be revived in the new environmental conditions.

Rhetoric — especially in the Roman society of the day — becomes a fertlizer
for the intellectual formation of the puer. In fact, these principles and qualities of
speech constituted part of the foundation of any cultivated person.** This rhetor-

38 Cicero, for example, used the term venustas in performance context (e.g. De Orat. 2.316).
39 Cicero’s phrase in De Orat. 1.17 is: subtili venustate.

40 Maltby 1991, swv. lepidus.

41 Habinek (2005, 61): ‘It is helpful to regard rhetorical training not just as acquisition of
knowledge, but more generally as a process of acculturation.’
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ical layer does not conflict with the dynamics of the pastoral genre.**> The pastor-
al character and its origins in Theocritus are not at stake here. On the contrary, it
may be argued that the pastoral edifice has been strengthened with properties
and virtues from the art of rhetoric which spread across all the literary genres.
No literary genre can afford to restrict itself to its narrow limits. Rhetoric is a dif-
ferent domain from that of poetic diction but it may function as a common
ground not only for all literary genres*® but also for the ars vivendi itself. To
put it in Habinek’s words when talking about the surviving material from the
rhetorical schools down to Quintilian’s days: ‘What this large body of material,
viewed comprehensively, suggests is that the personal and cultural transforma-
tions brought about by rhetoric involve language, relationship to tradition, gen-
der identity, modes of interpersonal interaction, patterns of thought, and politi-
cal affiliations. In short, becoming rhetorical, or becoming eloquent, as the an-
cients would say, by reshaping individual subjectivity, reshapes culture — and
vice versa.’*

Eclogue 4 begins by declaring its allegiance to the Theocritean model and
ends — as I understand it — by visiting the Sicilian poet once again. Idyll 16
(Graces or Hiero)* closes with the poet’s dramatic statement that he never
goes anywhere uninvited, dxAntog; a term obviously referring to patronage.*®
He would, however, go to those who invite him, é¢ 8¢ kaAevvrwv, with his

42 Du Quesnay (1977, 68) recognises the importance of rhetoric for the formation of this Eclogue.
He believes though, that this comes through Theocritus’ Idyll 17: ‘He [sc. Vergil] looks through the
Theocritean poem, as it were, to its rhetorical skeleton, and then he picks out various topoi and
produces his own version in order to ‘rival’ Theocritus.” (emphasis mine). Servius had already
noted that the laudatio of the puer was rhetorice digesta (it was rhetorically arranged, on 4.18).
43 The common ground shared by rhetoric and poetry becomes manifest e.g. in Cicero (De
Orat. 1.128): In oratore autem acumen dialecticorum, sententiae philosophorum, verba prope
poetarum, memoria iurisconsultorum, vox tragoedorum, gestus paene summorum actorum est
requirendus. (But in an orator we must demand the subtlety of the logician, the thoughts of the
philosopher, a diction almost poetic, a lawyer’s memory, a tragedian’s voice, and the bearing
almost of the consummate actor, trnsl. EW. Sutton, Loeb 1976).

44 Habinek 2005, 61-2.

45 Clausen 1994, xvi-xvii; Du Quesnay 1977, 28: ‘When Vergil turned to Theocritus for a model
for a poem to be written in honour of a Roman consul, Idylils 16 and 17, both written for faciAeic,
would easily have suggested themselves; and it was Idyll 17 that he chose as a model’; Hardie
1998, 8 also opts for Idyll 17 as a basic Theocritean model; also Saunders 2008, 47; Harrison 2007,
37 believes that ‘Vergil does not seem to have imitated either poem [sc. Id. 16 and 17] closely in
the Eclogues.’

46 Cf. Theocritus, Id. 7.24: Gutzwiller 1991, 163.
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Muses, but also with the Graces. And the Hellenistic poem closes with the poet’s
wish to live always in the company of the Graces.”

@ Etedrdetor Xdpures Osai, & Mvetov

Opyouevov piréotoar dmeyOouevov mote Onpag,

aKAnTog pev Eywye pévouui xev, &g 8¢ kaAevvtwv

Oaporioas Moioawot ovv duetépauotv oyt dv.

kaMeipw 6 ov8” Uupe- Tl yap Xapitwv dyarmmtdy

avBpwmotg anavevBev; del Xapiteoow &y’ einv. Id. 16.104-109

O Graces, goddesses whom Eteocles adored, O ye that love Minyan Orchomenus hated by
Thebes of old, when no man summons me I will abide at home, but to the houses of them
that call I will take heart and go, together with our Muses. Nor will I leave you behind, for
without the Graces what has man desirable? With them may I ever dwell, trnsl. Gow.*®

I quote Hunter discussing Idyll 16: ‘whatever else the poem may be, it has the wit
and charm which Greek literary critics would probably call ydp:g or ydptreg; The-
ocritus has thus inscribed our response to his poem within the poem itself” and
he continues ‘he concluding 7i yap Xapitwv dyarmmtév / avBpwmoig anavevbev (for
what do men have without the Graces which is worth cherishing?, has a poetic,
programmatic reference, as well as a broad application to life as a whole.” And
we should not forget that in Homer, for example, the Graces are related to Aph-
rodite® and they are ovupBwpot, they share the same altar with Dionysus in Olym-
pia according to the scholiast to Pind. O. 5.10.>°

For me it is obvious that the phrase &¢ 6¢ kaAevvrwv is reformed to the word
mensa of the last line of our Eclogue. Virgil wished to keep his Eclogue within the

47 See Gow’s comments 1950.

48 Such a poetic idea goes back to Euripides who talks about the conflation of the Muses with
the Graces:

0V mavooual TG Xapitag

Movoaig ovyxataueyvig,

adiorav ovlvyiav.

un {wnv pet’ duovoiag,

aiel & év aTepavoloty ei-

nv. (Hercules Fur. 673 - 677, Murray)

(Never will I cease to link in one the Graces and the Muses, the sweetest union. May I never live a
Muse-less life! Ever may I go garlanded!)

49 ]1. 5.338; Od. 8.364—5; 18.193 - 4.

50 Schol. in Pind. O. 5.10b (Drachmann): OAvumiaot Bwyoi eiow & Sibupor Tois Swbeka Oeois
dviSpupévot, £vog éxdotov Bwpod Vo Ogols kabwotwpévo- ... TéTaptog Xapitwv kai Atovioov
... ¢ pnow Hpobwpog (There are six twin altars to the Olympian gods, each altar is dedicated to
two gods ... the fourth, according to Herodorus, is dedicated to the Graces and Dionysus).
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boundaries of his model and from this point of view we should agree with Ste-
phen Harrison who says® that ‘the Vergilian collection ... makes great efforts to
incorporate non-pastoral material into the book’s overall pastoral content.” But
in that case why did Virgil not imitate his model in a more straightforward
way and preferred instead to dramatise a very different scene out of a rhetorical
substratum? The thought may be that the Virgilian puer will bring the New Gold-
en Era according to, and within the new cultural environment in Rome. Asinius
Pollio, himself a reader of bucolic poetry,®? might be the guide (te duce, 13). The
pastoral world opens the doors to the revival of the Golden Era, to a new great
world without the vestigia fraudis (31) of the past; a new world will be brought
forth out of the Hellenistic pastoral world. The new conditions prevailing at
Rome, the new literary trends, even within the bounds of neoteric poetry, and
the cultivation of a refined life, the education of the Roman citizen with the prin-
ciples of the rhetorical schools, created a cultural environment from which there
was no return to the past. The Theocritean Charites could no longer vouchsafe
the coming of the New Golden Era — centuries later — to the city of Rome with
its new political and cultural environment and had to reconcile themselves to
the new reality.
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Evangelos Karakasis
Comedy and Elegy in Calpurnian Pastoral:
‘Generic Interplays’ in Calp. 3

Abstract: Calpurnian scholarship has long viewed Calpurnius’ relationship with
his pastoral antecedents as an attempt to widen the ‘generic boundaries’ of the
bucolic genre. In this perspective, Calp. 3 can be read as a characteristic instance
of ‘generic interaction’ between pastoral and elegy, which aims to enrich the
pre—Calpurnian pastoral norm with standard elegiac traits. This is achieved
not only through the adoption of language, style, and motifs of elegiac prove-
nance but also, more interestingly, through the systematic imitation of Vergilian
pastoral passages marked by clear elegiac qualities. This branching of Calp. 3 to-
wards non—pastoral modes of discourse is complemented by the intrusion of a
number of features of arguably comic descent, as well as by intertextual allu-
sions to Theocritean idylls which either do not belong to the pastoral cycle or
are of a peculiar ‘generic standing’ (e.g. Theocr. 11).

Keywords: Calpurnius Siculus, Vergil, Theocritus, pastoral, elegy, comedy

The third eclogue of the Calpurnian pastoral corpus' has long been convincingly
read as a narrative, where the ‘host pastoral text’ interacts with elegy as the
‘guest genre’ (cf. especially Friedrich 1976, 59-104, Vinchesi 1991, 259-76,
Fey-Wickert 2002, 22-9, 143235 passim).> The present paper aims to build on
this established ‘generic interaction’ and argue for complex ‘generic interfaces’
operating in the text of Calp. 3, beyond simple ‘elegiac intrusions’. In particular,
I shall argue for a multifaceted patterning of systematic and standardised inter-
textual allusions, forming the ‘transcending generic profile’ of the eclogue:
non-bucolic Theocritean intertexts or pastoral intertexts of ‘ambiguous bucolic
generic character’, combined with instances of obvious elegiac intrusions within
the pastoral text of the Vergilian bucolics. These are further complemented by
motifs and stylistic / linguistic options either ‘de—pastoralised’ towards ‘elegiac
generic trends’ or drawn from the Roman elegiac register as a conscious author-

1 I follow the text of Duff and Duff 1934, 234—42.

2 Cf. also Grimal 1978, 165, Davis 1987, 34-5, Hubbard 1998, 153 and n.20, Magnelli 2006,
467-8, Di Lorenzo — Pellegrino 2008, 15. Following the terminology of Harrison 2007, 16, the
term ‘host genre’ denotes the main ‘generic formation’ under examination, the genre that keeps
the ‘dominant generic role’, i.e., in the case in question, ‘pastoral’. A second ‘generic formation’,
functioning on a secondary level within the ‘host genre’, is designated by the term ‘guest genre’,
i.e., elegy and comedy in our case.



232 —— Evangelos Karakasis

ial choice. The ‘generic association’ of the poem with the comic genre, particular-
ly New Comedy, will also form a significant part of the analysis.

Methodological remarks: pastoral vs. elegy

Before embarking on the analysis proper of the ‘generic identity’ of Calp. 3, some
initial remarks concerning the ‘generic interfaces’ of pastoral with elegy are in
order:? ‘generic interaction’ and / or ‘confrontation’, especially between pastoral
and elegiac discourses, lies at the heart of the pastoral genre, as early as the Ver-
gilian eclogues. Roman elegy and pastoral, both belong to the neoteric discourse
of the Augustan genus tenue, capitalising on the Callimachean poetological
model, although pastoral seems to be a more refined and disinterested version
of the Callimachean / neoteric paradigm — a song about songs, as opposed to
the fiction of elegy’s alleged practical usefulness (Niitzlichkeit) in matters of
love. Thus in Verg. Ecl. 10, Gallus has persuasively been read as the incarnation
of a failed ‘generic process’; Gallus, the exemplary elegiac lover / poet, strives,
unsuccessfully, to alleviate his erotic predicament by immersing himself in the
‘green cabinet’ and its poetry, despite the fact that he eventually comes to realise
the impracticality of this ‘generic plan’ (cf. especially Conte 1986, 100 - 29, Pa-
panghelis 1995, 64—87, 1999, 57-9, 2006, 401-2, Hardie 2002, 126 -7, Harrison
2007, 59 -74). Equally compelling readings have been put forward in favour of
an ‘elegiasing attitude’ and ‘rhetoric’ on Corydon’s part in the second Vergilian
bucolic (cf. Papanghelis 1995, 43 — 63; see also Kenney 1983, 48 — 52, Papanghelis
1999, 47-50, 2006, 400 —1, Hardie 2002, 125) as well as for the elegiac ‘break of
faith’ experienced by Damon’s unnamed goatherd and Alphesiboeus’ sorceress
in the eighth Vergilian pastoral poem (cf. Papanghelis 1995, 87—100; see also
Kenney 1983, 52-7, Papanghelis 1999, 50 -7, Karakasis 2011, 125-52).

For an epigonal poet, however, as Calpurnius Siculus is, one might, with
some justification, claim instead a zooming out of the earlier literary production
and the fine ‘generic nuances’ between various literary genres, a blurred tele-
scoping of earlier ‘generic demarcations’. Be that as it may, it is of essence I
think that Calpurnius’ floruit should, in all probability, be dated in the age of
Nero,* i.e., when a clear and close interaction between the literature of the peri-
od and the Augustan culture is observable, and, what is more, often in terms of

3 Cf. also Karakasis 2011, 1-11.

4 For a Neronian date of the author (during the quinquennium Neronis), i.e., the communis
opinio, also accepted in this paper, cf. especially Karakasis 2011, 36 -7 and nn.183, 184, with the
literature review and the bibliography given there.
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the so—called ‘aesthetics of deviation’;’ i.e., the emulation as well as the inver-
sion of Augustan literary trends. From this perspective, Calpurnius’ penchant for
incorporating into his ‘generically transcending’ aesthetics and poetics an imita-
tion of Vergilian passages where an obvious elegiac ‘generic intrusion’ is ob-
served should not be read as accidental, especially when the bucolic poet him-
self draws attention to them through self-reflexive and meta—poetic comments.
Vergilian emulation combined with the adoption of well-established elegiac top-
ics and stylistic / linguistic options, as known primarily from their regular pres-
ence as topoi in the elegiac corpus in opposition to their random occurrences in
other ‘generic formations’, seem crucial for the construction of the Calpurnian
‘transcending poetics’, significantly branching out towards ‘generic discourses’
not sanctioned by earlier ‘pastoral generic norms’. In this frame of mind, the as-
sociation of the narrative of Calp. 3 with the comic genre, as known from Roman
New Comedy, also seems interesting to examine, especially if one takes into ac-
count the close association of Roman elegy with the Roman comic genre, which
foreshadows, in several instances, later elegiac ‘generic favourites’.®

A further theoretical admission follows at this juncture: Despite the fact that
in Theocritean scholarship doubts have been expressed as to the distinction of
various sub—groups among the Theocritean idylls (cf. Halperin 1983, Alpers
1996, 66, 147), the view adopted here is that an obvious, demonstrable division
does exist between poems dealing with rural life, its merits and interests, and
those not set in the country-side (cf. Karakasis 2011, 2—3 and n.9). Moreovet,
within the pastoral idylls themselves, there exist poems (especially Id. 3, 11)
standing apart from the rest of the bucolic idylls in projecting several practices
and values countering, as an exception to the rule, standard habits and values of
the ‘pastoral community’ (cf. in Theocr. 11 the unpastoral playing of the syrinx;
see also below, pp. 240, 246). It is thus not without significance if, in forming
their ‘generic profile’, Theocritus’ pastoral successors choose to imitate non—pas-
toral or ‘less pastoral’ instances of an otherwise well-known bucolic poet,
whom, in addition, they regard as their ‘generic forerunner’. The aim of the pres-
ent paper is, accordingly, to examine how such a patterning of complex intertex-
tual allusions (non pastoral-idyllic, comic and elegiac / elegiasing) may produce
meaning both in terms of the closed narrative of Calp. 3 as well as within the
Calpurnian poetological program as a whole.

Following Martirosova 1999, ‘pastoral’ is in this paper used interchangeably
with ‘bucolic’ with a view to avoiding repetition; subtle sub—divisions between

5 Cf. Maes 2008, 317 and n.14, Karakasis 2011, 40.
6 Cf. Barshy 1999, 90 —1; see also Martirosova 1999, 20, James 2012, 253 -68.
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the notions of ‘pastoral’ and ‘bucolic’, as developed by modern criticism and its
engagement with later developments of the genre in particular, do not seem ap-
plicable in antiquity, especially in Theocritus, but also in Vergil and Calpurnius
Siculus (cf. also Martirosova 1999, 8-9).

The introductory narrative

The dialogue (vv. 1-44), framing, as in the programmatic Theocr. 1,7 the only
song of the eclogue’s plot, Lycidas’ reconciliatory verse epistle, begins with
time-honoured ‘pastoral generic constituents’ harking back to previous bucolic
texts. This, however, is done with a view to ‘generically twisting’ the pastoral
story towards ‘generic interests’ of the elegiac genus. The fortuitous meeting
(cf. also Verg. Ecl. 71-2; see also Calp. 2.4-6, 5.1-2)® of pastoral figures, aptly
labelled ‘convening’ by Alpers 1996, occurs in the first lines of the eclogue;
two figures bearing names sanctioned by the earlier pastoral tradition, Iollas
(cf. Verg. Ecl. 2, 3) and Lycidas (cf. Theocr. 7, Bion fr. 9.10 Reed, [Bion] 2, Verg.
Ecl. 7, 9),° meet, when the former is involved in the staple pastoral occupation
of looking for a lost heifer (vv. 1- 6). However, whereas ‘convening’ in earlier pas-
toral is followed by an exchange of ‘bucolic songs’ (cf. especially Theocr. 5, 7) or
a conversation of ‘pastoral import’ (cf. Verg. Ecl. 1), in Calp. 3 this meeting simply
functions as the prerequisite for the construction of an ‘elegiac discourse’, name-
ly Lycidas’ amatory epistle (cf. Prop. 4.3), which aspires to put an end to his dis-
cidium with Phyllis, a sweetheart significantly bearing a name of clear erotic as-
sociations, almost exclusively occurring in earlier pastoral within amatory con-
texts of the Vergilian bucolics (cf. Verg. Ecl. 3.76, 78, 107, 5.10, 7.14, 59, 63, 10.37,
41).1°

The motif of the animal lost from the herd has its parallel in the seventh Ver-
gilian eclogue, where Meliboeus’ he-goat is similarly presented as having
strayed (v. 7: vir gregis ipse caper deerraverat).'* But, whereas in the Vergilian
model this situation is only a way for establishing Daphnis’ divine status (cf.
vv. 7-9), in Calp. 3 the motif is crucially associated with the poem’s ‘erotic dis-
course’. It triggers the unfolding of the plot and functions as the ‘dramatic

7 Cf. also Fey-Wickert 2002, 144; see also Friedrich 1976, 64.

8 Cf. Friedrich 1976, 76.

9 Cf. Vinchesi 1991, 260 and nn.4, 5, Di Lorenzo — Pellegrino 2008, 185.

10 Cf. Friedrich 1976, 66, Vinchesi 1991, 261 and n.9, Fey-Wickert 2002, 153 - 4.

11 Cf. Mahr 1964, 21, Friedrich 1976, 71-2, Kegel-Brinkgreve 1990, 156 and n.21, Vinchesi 1991,
260, Fey-Wickert 2002, 144, 146.
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means’ for Iollas to learn about Lycidas’ erotic plight and thus to undertake the
‘elegising mission’ of a praeceptor amoris.

Iollas tells of the length of his search (v. 3: et iam paene duas, dum quaeritur,
eximit horas) and the adversity of the landscape, whose rough butcher’s broom
and bramble thickets cause his feet to bleed (vv. 4—6). Harmful thorns similarly
appear in the fourth bucolic Theocritean idyll, in vv. 50 -3, where Battus com-
plains about being pierced by a thorn in the ankle when dealing with a heifer, as
in the Calpurnian instance. The motif, however, significantly occurs in the non—
bucolic thirteenth idyll of the Theocritean corpus as well, where Hercules is sim-
ilarly depicted as running through thorns, forlorn because of his erotic passion
for the vanished Hylas (vv. 64-5); taking into account Calpurnius’ regular
usage of various non—bucolic models of the Theocritean corpus for suggesting
his willingness for ‘generic transcendence’, ‘re—evaluation’ (cf. Karakasis 2010,
180, 2012a, 27), the above distribution of the topic may also be significant as
to the construction of the ‘generic outlook’ of these lines. What is more, the Cal-
purnian detailed account with its references to excessive blood-loss, crucially
absent from the Theocritean instances, seems to incorporate within the pastoral
narrative the so—called locus horridus, favoured by Neronian literature, substitut-
ing here the pastoral ‘generic constituent’ of the locus amoenus.

Lycidas’ erotic passion accounts for his inability to help Iollas with his miss-
ing animal; the pastoral lover is so bewildered by his erotic plight that he has no
time for anything else, Iollas’ heifer included, v. 7: non satis attendi: nec enim
vacat. Lycidas thus gives notice of his frustration as a lover and, accordingly, de-
velops in his narrative a series of chiefly elegiac but also comic generic markers:
the well-known ‘erotic triangle’ consisting of a lover, his beloved, and a rival
amator (Lycidas — Phyllis — Mopsus, cf. Tib. 1.6.5-6, Prop. 1.8a.3-4, 1.15.1-2,
Ov. Am. 3.4.1-8 and most of Roman Comedy plots)," the extreme pain the
lover has to bear (vv. 7- 8, cf. Tib. 2.5.109 — 10, Prop. 2.1.57- 8, Ov. Epist. 12.57- 8,
Plaut. Asin. 591ff.),** the loved one’s ingratitude, especially after having received
many gifts (vv. 89, cf. Prop. 2.8.11, Ov. Epist. 2.107-10, 7.27).X® This ‘generic in-
clination’ is further evidenced on the linguistic / stylistic level, as suggested by
the chiefly elegiac use of uror for denoting the burning of love (vv. 2-3, cf.

12 Cf. Messina 1975, 42, Friedrich 1976, 76, Kegel-Brinkgreve 1990, 156 and n.21, 165, Vinchesi
1991, 260 and n.6, Keene 1996, 81.

13 Cf. Verdiére 1954, 243, Korzeniewski 1971, 27, Fey-Wickert 2002, 148.

14 Cf. Friedrich 1976, 59 - 60, Fey-Wickert 2002, 183; see also Fedeli 1980, 209.

15 Cf. Murgatroyd 1994, 230 1.

16 Cf.Vinchesi 1991, 262, Fey-Wickert 2002, 25, 156, Di Lorenzo — Pellegrino 2008, 187; see also
Fedeli 2005, 251.
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Tib. 2.4.6 -7, [Tib.] 4.13.19-20, Ov. Am. 2.4.12) and, what is more, in a repeated
syntagm, uror, Iolla, uror, in the line of the Ovidian Phaedra (cf. Epist. 4.19—
20: urimur intus; / urimur),” the designation of the erotic rival as a novus (v. 9:
novum...Mopsum, cf. Prop. 1.15.8, Ov. Epist. 5.1, 12.25;'® see also Plaut. Cas. 782,
859) and the equally chiefly elegising use of ingratus for denoting the unthankful
beloved of the elegiac genus (vv. 8-9, cf. also Catul. 76.9, [Tib.] 3.6.41-2,
Prop. 1.6.9-10, 4.7.31, Ov. Epist. 12.21, 124, 206;* see also Plaut. Pers. 228, Ter.
Andr. 278) as well as the use of immodice (v. 8) denoting the intensity of the el-
egiac passion (cf. also Prop. 2.15.29-30, Ov. Fast. 2.585).%° The same elegising
discourse resounds in Iollas’ responding lines, which contain the topic of the el-
egiac lover’s, especially the puella’s, fickleness (v. 10: mobilior ventis o femina!,
cf. Prop. 29a.31-6, 216.25-6, Ov. Am. 2.16.45-6, Epist. 5.109-10, Hor.
Carm. 2.8.5-8; see also Plaut. Amph. 836, Mil. 185—94, Ter. Hec. 312) and of
the untrustworthiness of a lover’s oath, (vv. 10-2, cf. Catul. 70.3-4,
Tib. 1.4.21-6, 1.91-2, Prop. 1.15.25, Ov. Am. 1.8.85-6, Ars 1.631-6; see also
Plaut. Cist. 472).%

Most of the above elegiac / comic markers, however, have a pastoral parallel
as well, but drawn from settings where a ‘pastoral dislocation’ towards the ‘ele-
giac mode’ is observable; Calpurnius thus seems to deliberately opt for pastoral
intertexts adding to his ‘generically innovative’ pastoral discourse. The situation
where a lover deplores his alienation from his darling due to the intervention of a
rival alludes first and foremost to Gallus’ erotic plight of the ‘generically diversi-
fying’ tenth Vergilian eclogue (see above, p. 232).%

The ‘generic tension’ of this Vergilian model seems to be operating in the
present Calpurnian eclogue as well, for Lycidas too is trying to overcome his pas-
sion by means of an elegising song (like Gallus’ ‘Lycoris—elegy’, cf. Verg.
Ecl. 10.44-9) within a bucolic (textual) setting. This ‘elegiac inclination’ of

17 Cf. Pichon 1966, 301, Korzeniewski 1971, 27, Pearce 1990, 66, Vinchesi 1991, 261, Fey-Wickert
2002, 26, 152, Di Lorenzo — Pellegrino 2008, 186; see also Maltby 2002, 418.

18 Cf. Pichon 1966, 216, Korzeniewski 1971, 93, Vinchesi 1991, 261, Fey-Wickert 2002, 26, 154—-5;
see also Fedeli 1980, 341.

19 Cf. Pichon 1966, 169, Vinchesi 1991, 261, Fey-Wickert 2002, 26, 153; see also Fedeli 1980, 175,
Navarro-Antolin 1996, 506 —7, Bessone 1997, 92.

20 Cf. Vinchesi 1991, 261, Fey-Wickert 2002, 24, 152-3; see also Fedeli 2005, 458.

21 Cf. Verdiére 1954, 243 -4, Otto 1964, 231-2, Messina 1975, 43, Friedrich 1976, 77-8, 214,
Gagliardi 1984, 38 and n.36, Amat 1991, 105, Fey-Wickert 2002, 24, 156—-9, Di Lorenzo — Pelle-
grino 2008, 187; see also Nisbet — Hubbard 1978, 122—3, Fedeli 1980, 353, 2005, 295, Hollis 1977,
131-2, McKeown 1989, 245, 1998, 362-3, Murgatroyd 1991, 139, 259, Maltby 2002, 221-2, Perrelli
2002, 136.

22 Cf. also Friedrich 1976, 62, Di Lorenzo — Pellegrino 2008, 187.
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Calp. 3 further alludes to both Damon’s and Alphesiboeus’ song—topics in the
eighth Vergilian eclogue, whose elegiac undertones have been detected by pre-
vious scholarship (see above, p. 232), where, respectively, a goatherd loses his
beloved Nysa to a rival Mopsus and a pastoral sorceress is faced with her pastor-
al husband’s adultery with an urban lady.”> Moreover, the image of a lover ‘on
fire’, as evoked by uror, harks back to yet another pastoral intertext of ‘elegiac
generic propensities’, the ‘elegiac discourse’ of Corydon in the second Vergilian
eclogue, when, before returning to the ‘pastoral orthodoxy’ of the last lines, he
acknowledges his ‘elegiac behaviour’, v. 68: me tamen urit amor; quis enim
modus adsit amori?.** The question of the line, namely the reference to the
lack of erotic modus with reference to Corydon’ s infatuation, further evokes
the notion of a strong erotic passion, that both the elegiac (see above, p. 236)
and the Calpurnian immodice (cf. Calp. 3.8) also imply. The Calpurnian formula-
tion by means of the adverb immodice significantly alludes to the ‘elegiac dispo-
sition’ of Gallus in Verg. Ecl. 10 as well; Pan, a characteristic pastoral god, pays
the elegiac poet a visit, when the latter is pining away with non-reciprocated el-
egiac love (cf. v. 10), and similarly asks of Gallus’ elegiac fascination for Lycoris,
ecquis erit modus? (v. 28).” Last but not least, the image of a lady distraught on
account of her lover’s absence, as suggested in the case of Phyllis (vv. 10 -2),
also has a pastoral intertext of a ‘generically ambivalent character’; it alludes
to Amaryllis in the first Vergilian eclogue,® who is similarly depicted as sad-
dened, because of Tityrus’ absence, as well as indifferent to every day agricultur-
al activities (vv. 36 — 8). This image crucially belongs to a narrative part where the
eclogue seems again to move away from the ‘pastoral beaten track’, towards the
comic and the elegiac ‘generic realm’, as suggested by the figure of the squander-
er spouse Galatea, the notion of libertas and a slave’s peculium (vv. 30 -5).%

Lycidas promises his pastoral fellow to let him know of his erotic troubles,
when not preoccupied with the loss of the animal and, accordingly, bids him
search for it so that later he can listen in leisure to Lycidas’ quandaries
(vv. 13-4); the landscape where this pursuit of the animal should take place,
however, with its common pastoral trees, the willows and the elms (v. 14: has
pete nunc salices et laevas flecte sub ulmos), and the shady coolness of a summer
hot day (vv. 15-6) calls to mind the typical pastoral locus amoenus often func-

23 Cf. also Friedrich 1976, 66, Fey-Wickert 2002, 156, 166, Di Lorenzo — Pellegrino 2008, 187.
24 Cf. Davis 1987, 34.

25 Cf. also Vinchesi 1991, 261, Fey-Wickert 2002, 152.

26 Cf. also Vinchesi 1991, 263 and n.16, Fey-Wickert 2002, 159.

27 Cf. also Coleman 1977, 78 -9, Papanghelis 1995, 193 — 4, Martirosova 1999, 74— 5, Hardie 2002,
125 and n.36, Karakasis 2011, 134—-5.
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tioning as the dramatic setting for the pastoral activity par excellence, singing
(cf. e.g. Theocr. 5.31- 4, Verg. Ecl. 7.9 —13). The setting is here associated with Ly-
cidas’ bull in rest, the object of the lost heifer’s affection, stretching out in the
cool shadow and masticating his cud (vv. 15—-7), an image recalling another Ver-
gilian ‘pastoral passage’, with alternative ‘generic tendencies’, namely Verg.
Ecl. 6.53-4,%® where Pasiphae’s darling is similarly presented as reclining on
supple hyacinths, in the shadow of an ilex, and chewing his grass (ille latus ni-
veum molli fultus hyacintho / ilice sub nigra pallentis ruminat herbas). The Vergi-
lian parallel, however, drawn from a narrative segment dealing with Pasiphae’s
story, popular in Roman elegy, and replete with stylistic markers of the epylliac
style (tale within a tale narrative structure (vv. 45ff.), apostrophe introduced by
the interjectional a! (v. 52), etc.) also adds, because of its peculiar ‘generic char-
acter’, to the ‘generic diversity’ of the Calpurnian recipient text.” What is more,
the image of the reclining bull also appears in Ovid’s Remedia Amoris, cf. v. 421,
whereas the picture, within an erotic context, of the animal chewing grass fur-
ther alludes to Ov. Am. 3.5.17,3° where the bull of the poet’s dream, standing
for the elegiac poet / lover himself, is also presented as masticating his food;
this ‘elegiac image’ is supplemented by the °‘elegiac syntagm’ spatiare in
umbra (cf. Calp. 3.16: spatiosus in umbra) occurring in Prop. 4.8.75 and Ov. Ars
1.67.3

Iollas is so interested in Lycidas’ erotic quarrel with Phyllis that he delegates
the task of looking for the vanished animal to his helper, Tityrus (vv. 18 -23).
Leaving menial tasks to a pastoral assistant is a common motif of the bucolic tra-
dition (cf. Theocr. 3.2-5, Verg. Ecl. 5.12, 9.23-5),% creating the sense of a time-
honoured ‘generic pastoral surface’, further complemented by the detail of driv-
ing the animal back to the flock with a crook (vv. 20 - 1), which alludes to a sim-
ilar situation in the bucolic Theocr. 4.45—9,%®> where Corydon is similarly present-
ed as wishing to drive his animals up the hill with the poke of a curved stick.
However, the assignment of pastoral everyday activities to a third person func-

28 Cf. Cesareo 1931, 18-9 and n.1, Verdiére 1954, 244, Vinchesi 1991, 263, Amat 1995, 81, Fey-
Wickert 2002, 160, Di Lorenzo — Pellegrino 2008, 188.

29 Cf. Papanghelis 1995, 148 -51.

30 Cf. Verdiére 1954, 244, Friedrich 1976, 78, Vinchesi 1991, 263, Keene 1996, 82, Di Lorenzo —
Pellegrino 2008, 188.

31 Cf. Verdiére 1954, 244, Vinchesi 1991, 263, Fey-Wickert 2002, 161; see also Hutchinson 2006,
203.

32 Cf. Paladini 1956, 531 and n.2, Korzeniewski 1971, 93, Messina 1975, 44, Friedrich 1976, 72, 213,
Kegel-Brinkgreve 1990, 156 and n.22, Pearce 1990, 67, Amat 1991, 27, Keene 1996, 82, Fey-Wickert
2002, 145.

33 Cf. Leach 1975, 213, Vinchesi 1991, 263 -4, Fey-Wickert 2002, 163.
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tions in pre—-Calpurnian pastoral as a means for alleviating the pastoral singer
from his menial burden so that he can devote himself to the pastoral occupation
par excellence, i.e., bucolic singing. On the contrary, in Calp. 3, it is simply a
means for Iollas to adopt the elegiac stance of a praeceptor amoris, consulting
the distressed lover as to the way the latter should act for winning back his
sweetheart. What is more, Iollas’ advice will bring about an elegising song in let-
ter form (Werbende Dichtung fashioned as an erotic epistle, where the name of
both the sender and the recipient are given as well as the distraught lover’s pre-
dicament, in the line of the Ovidian Heroines),>* meant to appease Phyllis’ wrath
and lead to the couple’s reunion. Another element of Iollas’ elegising ‘generic
profile’ is his repetition of a well-known motif of the elegiac discourse, that of
holding a god accountable for the separation of a couple in love, v. 23: quis vestro
deus intervenit amori?, cf. also Tib. 1.5.19 - 20, Prop. 1.12.9, Ov. Epist. 5.5, 7.4.%° The
use of iurgia in vv. 22— 3: quae noxam magna tulere iurgia? further points to the
elegiac ‘generic preferences’ of Calp. 3; at Verg. Ecl. 510 —11 iurgia Codri along
with Phyllidis ignes and Alconis laudes are presented as the conventional pastoral
subject matters that Menalcas chooses as song—topics for a friendly song—ex-
change with his fellow—pastoral singer Mopsus. Besides, bickering between pas-
toral characters forms part of the pastoral narrative framing the very bucolic
song or functions as topic of the pastoral song itself (cf. Theocr. 5, Verg. Ecl. 3,
Calp. 6); the term here, however, applies to the erotic quarrel of a couple in a
consummated love-affair, of the kind marking the Roman elegiac genre. From
this ‘generic perspective’, Lycidas’ earlier use of a distinct neoteric term, vacare
(v. 13: si forte vacabis), seems to be significant as far as the meta—poetics of the
passage in question is concerned. Lycidas promises his interlocutor to reveal his
elegiac plight, when in leisure; in other words he undertakes an elegiac poetic
discourse, when, on a meta—poetic level, the otium poeticum, indispensable
for the production of neoteric poetic discourse, is also secured.

34 Cf. Korzeniewski 1971, 93 -4, 1972, 215 and n.5, Friedrich 1976, 87, Effe — Binder 1989, 113,
Kegel-Brinkgreve 1990, 157, Vinchesi 1991, 268 -9, 1996, 38, Fey-Wickert 2002, 186 -7, Simon 2007,
172.

35 Cf. also Vinchesi 1991, 264, Fey-Wickert 2002, 24, 165, Di Lorenzo - Pellegrino 2008, 189.
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Lycidas’ account of his erotic plight;
lollas’ reaction

The ‘generic outlook’ of this narrative piece (vv. 24 ff.) is also construed by means
of elegiac topics and style as well as through the medium of pastoral texts exhib-
iting a certain ‘pastoral alienation’ towards the elegiac ‘generic code’. The ‘diver-
sifying generic status’ of the lines is further complemented by allusions to pas-
toral texts of a particular ‘generic status’ like Theocr. 3, which functions as a rus-
tic version of an urban topic, the komos, with clear comic implications (cf. Hunter
1999, 110, Karakasis 2011, 194 -5) or the eleventh Theocritean idyll, also standing
out of the main bucolic Theocritean pastoral production, both due to its lan-
guage and meter (e. g. rare Dorisms, frequent breaches of Callimachean metrical
rules) and the rather ‘unpastoral’ situations it describes (e.g. the playing of the
syrinx by Polyphemus in the night, cf. Hunter 1999, 217-8, 234, Karakasis 2011,
200 -1). The ‘generic patterning’ of the passage is complemented by non—bucolic
intertexts of an otherwise pastoral model author (Theocritus).

Lycidas starts with the motif of the elegiac contentment with the love of one
beloved only, v. 24: Phyllide contentus sola. This topic of erotic and sexual exclu-
sivity is for the most part favoured by the elegiac neoteric discourse of the genus
tenue, in opposition to pastoral, which, as a rule, prefers a looser attitude to-
wards sex.>® The linguistic means for expressing this erotic exclusiveness, name-
ly contentus, comes again chiefly from elegiac (and up to a point comic) diction,
cf. Catul. 68.135, Prop. 2.30b.23, 4.11.91, Ov. Epist. 59-10, see also Plaut.
Merc. 824, Afran. tog. 117 Ribb.,> Ter. Eun. 122.” The mention of a rejected erotic
rival’s name, as is the case of the spurned Callirhoe here (v. 25: Callirhoen sprevi),
also appears in the ‘generically peculiar’ third Theocritean idyll, cf. The-
ocr. 3.34-6, where the anonymous goatherd tries to intimidate Amaryllis by
bringing up Mermnon’s slave—girl, willing to accept his affectionate gifts. This
rhetorical device notably also appears in the elegiac discourse of the love—struck
Corydon of the second Vergilian eclogue, when in vv. 14— 6, 40 — 4 the ‘elegising’
pastoral lover sets out to inflame Alexis’ erotic jealousy by referring to a certain
Amaryllis, a dark Menalcas, and a Thestylis, keen to receive his love-gifts.?®
What is more, the representation of the erotic competitor, Callirhoe, as an uxor

36 Cf. Karakasis 2011, 216.

37 Cf. Pichon 1966, 112, Fey-Wickert 2002, 25, 168, Di Lorenzo — Pellegrino 2008, 189; see also
Hutchinson 2006, 247.

38 Cf. also Vinchesi 1991, 264, Fey-Wickert 2002, 169.
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dotata (cf. v. 25: quamvis cum dote rogaret)® also brings the narrative close to the
‘generic interests’ not only of the elegiac genre, as the Ovidian elegiac heroines
occasionally raise the issue of their dowry (cf. Ov. Epist. 3.55, 6.117- 8, 7.149; see
also Prop. 1.8b.35),“° but also to comedy, where women with considerable for-
tune are stock ‘generic characters’ (e.g. in Plautus’ Asinaria, Casina, Menaechmi
or in Terence’s Phormio).** The elegiac colouring is linguistically increased by the
use of spernere of erotic scorn (cf. Tib. 1.4.77, 1.8.55, Prop. 2.18a.7, Ov. Am. 3.6.65,
Epist. 4.168, Fast. 3.553; see also Hor. Carm. 1.9.15 - 6, Plaut. Mil. 1050)** as well as
of rogare in the sense of ‘to solicit for favours’, ‘make overtures to’ in v. 25, cf.
OLD 7c, Catul. 8.13-4, Tib. 1.4.55, Prop. 2.4.2, Ov. Am. 1.8.43-4, Ars 1.708.%3
The picture of Phyllis making a wax-joined pipe and singing under a typically
pastoral shady oak (cf. Theocr. 5.44-5, 60 -1, 7.88 -9, Calp. 2.12) with Mopsus
as her company in song (vv. 26—7) brings to mind once again the elegiac dis-
course of Verg. Ecl. 2, where, in vv. 28ff.,** Corydon tries to convince his darling
boy Alexis to dwell in the woods and to entice him by talking about the quality
of their prospective ‘joined song’ in the ‘green cabinet’, able to rival a pastoral
divinity of musical attributes, Pan (v. 31: mecum una in silvis imitabere Pana can-
endo).

What is more, ‘pastoral apprenticeship’ which lies at the heart of pastoral
poetics, as evidenced by the regular pastoral focus on the relationship between
a bucolic teacher and his pupil (Verg. Ecl. 2.36-8 (Damoetas and Corydon); see
also 5.85 (Menalcas and Mopsus), Calp. 4.59 - 63 (Tityrus, Iollas and Corydon)),*
is here used as a means for courting an engaged lady, that is for the construction
of an elegiac situation par excellence, the elegiac triangle, which also brings to
mind ‘elegiac inclinations’ of the Vergilian pastoral corpus, such as the liaison
between Gallus, Lycoris and her soldier lover of the ‘generically semantic’
tenth Vergilian eclogue.“® Mopsus is teaching Phyllis how to join the pipe-reeds
with wax, that is they engage in a major pastoral occupation (vv. 26 -7, cf. The-

39 Cf. also Messina 1975, 44 and n.19, Friedrich 1976, 207-8, Vinchesi 1996, 92.

40 Cf. also Vinchesi 1991, 264, Di Lorenzo — Pellegrino 2008, 189, Fey-Wickert 2002, 170; see also
Piazzi 2007, 259.

41 Cf. Duckworth 1952, 283.

42 Cf. Pichon 1966, 267, Vinchesi 1991, 264 and n.22, Fey-Wickert 2002, 26, 169; see also Mur-
gatroyd 1991, 157, Perrelli 2002, 258 -9.

43 Cf. Fey-Wickert 2002, 170; see also Pichon 1966, 254, McKeown 1989, 223, Fedeli 2005, 160 - 1.
44 Cf. Fey-Wickert 2002, 172.

45 Cf. Papanghelis 1995, 156—7.

46 Cf. also Fey-Wickert 2002, 166 —7. ‘Pastoral apprenticeship’ associated with a love—story later
occurs in Longus’ Daphnis and Chloe (cf. 1.24.4); see Vinchesi 1991, 265 and n.24.
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ocr. 1.128 -9, [Theocr.] 8.18-9, Verg. Ecl. 2.32-3, 3.25-6)," which eventually
leads to an elegiac situation. This is the first instance in pastoral tradition of a
female character playing the pastoral pipe, with the exception of Bucaeus’ dar-
ling, Polybotas’ daughter, in the agricultural and not pastoral tenth Theocritean
idyll, vv. 15-6.% ‘Music’ (flute, lute) girls do not regularly belong to the ‘green
cabinet’ but are, instead, stock characters of the comic genre as female figures
of easy virtue (cf. Plaut. Epid. 403, Ter. Eun. 457, 985, Ad. 476).*° Thus the percep-
tion, on Lycidas’ part, of Phyllis’ apprenticeship in pastoral music under the
teaching of Mopsus, who helps Phyllis join reeds with wax (cf. Duff and Duff
1934, 237) i.e., of a pastoral liaison par excellence, as evidence of a love—affair
leading to comic or elegiac situations, may also be due to Lycidas’ viewing the
liaison between Phyllis and Mopsus through the ‘generic lens’ of the comic
mode, especially when no signs of flirting or love-making between these two bu-
colic figures are reported, not even by Lycidas himself when describing the dis-
turbing incident (vv. 26 -30). Thus Lycidas, out of jealousy / erotic sorrow, an
emotion conveyed through the common elegiac use of ardere®® (v. 28, cf. Ov.
Rem. 287-8, Ars 2.377-8; see also Ter. Eun. 72), also found in the urban mime
of Theocr. 2.40 (xataiBopat) as well as in the elegiac rhetoric of Verg. Ecl. 2.1, ex-
periences a further reaction not sanctioned by the ‘pastoral tradition’, when he
attacks his beloved, tears open her garments and strikes her uncovered breast
(vv. 28—-30). Violence of this type is associated with both ‘comic’ and ‘elegiac
love’ (cf. Menander’s Perikeiromene, Rhapizomene, Plaut. Bacch. 859-60,
Cist. 522ff., Truc. 926-7, Ter. Ad. 120-1, Eun. 646; as for elegy cf. also
Tib. 1.1.73 -4, 1.6.73 -4, 1.10.59 - 66, Prop. 2.5.21-4, 2.15.18-20, 3.8.8, 4.5.31, Ov.
Am. 1.747-50, Ars 2.169-71, 3.567—70; see also Hor. Carm. 1.17.25-8).”*

The motif is also attested in the Theocritean corpus, significantly, however,
in the non-bucolic mime of Theocr. 14,%? i.e., a non—pastoral idyll, owing much

47 Cf. Fey-Wickert 2002, 171.

48 Cf. also Vinchesi 1991, 265.

49 Cf. also Ireland 1992, 87, Rosivach 1998, 179 and nn.9, 10, 11, 12, Traill 2008, 39; see also
Habrotonon of the Epitrepontes, Men. Per. 340, Arnott 1996, 405.

50 Cf. Friedrich 1976, 79, 215, Fey-Wickert 2002, 25, 173; see also Pichon 1966, 89, Pinotti 1993,
179.

51 Cf. McKeown 1989, 162, Korzeniewski 1971, 93, Friedrich 1976, 79 — 80, 215, Vinchesi 1991, 266,
1996, 93, Keene 1996, 84, Fey-Wickert 2002, 24, 174 -5, Di Lorenzo — Pellegrino 2008, 189 —90; see
also Nisbet — Hubbard 1970, 226, Murgatroyd 1991, 204, 293, Maltby 2002, 277, Fedeli 2005,
185-6, 452-3, Hutchinson 2006, 144, Mayer 2012, 95.

52 Cf. Schenkl 1885, xxii, Cesareo 1931, 22— 3, Verdiére 1954, 244, 1966, 169 and n.58, Mahr 1964,
20 -1, Messina 1975, 41, 44, Friedrich 1976, 73 - 4, 79, Kegel-Brinkgreve 1990, 157, Amat 1991, 105,
Keene 1996, 84, Fey-Wickert 2002, 175, Magnelli 2006, 467, 468, Di Lorenzo — Pellegrino 2008,
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to the ‘generic favourites’ of comedy (e. g. the motif of a military service far off, as
an antidote to a broken love—affair®®). Aeschinas there similarly attacks his be-
loved Cynisca, because the latter has feelings for a rival, Lycos, an act of violence
which results in the ending of Aeschinas’ love—affair and to Cynisca’s also leav-
ing their shared home (vv. 35-6). The fashioning of Calp. 3 after Theocr. 14 is fur-
ther evidenced by the fact that in both instances it is a song that leads to the
lover’s aggressive behaviour, namely Phyllis’ singing along with Mopsus in
Calp. 3 and the song of Lycos in Theocr. 14, as well as by the cow / bull simile
applied to both victimised girls (cf. Calp. 3.1-9, 96 — 8, Theocr. 14.43). The ‘elegiac
inclination’ of the Calpurnian lines in question is also underscored by the typical
elegiac imagery of the exclusus amator in vv. 33 -4, where Lycidas expresses his
fear that Phyllis will deny him entry into her dwelling (cf. also Tib. 1.2.31,
Prop. 1.16.23 -4, Ov. Am. 1.6.17-8; see also [Theocr.] 23.17);>* the situation ap-
pears in comedy as well (cf. Plaut. Curc. 147-57, Ter. Eun. 771-816, Ad. 120).

Iollas adopts the typical stance of the elegiac praeceptor amoris and gives his
pastoral interlocutor a piece of advice, elsewhere attested in elegy (cf. Ov.
Am. 3.4.43-6), namely indulgence to a lady’s demands, especially when Lycidas
is to be blamed for starting the quarrel with her (vv. 36 —9). This guidance is cru-
cially formulated here by way of the well-known elegiac imagery of the surren-
dered hands (v. 37: victas tende manus; decet indulgere puellae, cf. also [Tib.]
3.4.64, Ov. Am. 1.219-20, 1.7.28, Ars 1462, Epist. 4.14, 17260, 21.240,
Fast. 3.688),% pointing in its turn to the familiar, in both comedy and elegy,
topic of the militia amoris (cf. Plaut. Pers. 231-2, Caec. com. 66—7 Ribb.,> Ter.
Eun. 59-61; see also Catul. 66.13—4, Tib. 1.1.75-6, 1.10.53—-6, Prop. 3.8.29 - 32,
Ov. Am. 1.9, Epist. 17.253-60)° as well as through the use of nocere (v. 38: vel
cum prima nocet) also denoting the culpability, the erotic fault of a lover in
Roman love-elegy, cf. Ov. Am. 1.7.59, 2.19.14, Ars 2.412, Epist. 7.61.>” He addition-
ally presents himself as eager to take on the elegiac role of the go—between, also

189-90 vs. Wendel 1901, 54, Hubaux 1930, 222-3; see also Leach 1975, 213, 228 and n.24; for a
reserved view, cf. Vinchesi (1991, 259): ‘benché si sia in qualche caso esagerato, io credo, nel
voler individuare un rapporto diretto, esclusivo, fra Calpurnio e Teocrito’, 266.

53 Cf. Verity (Hunter) 2002, 103.

54 Cf. also Friedrich 1976, 83 -4, Fey-Wickert 2002, 184—5; see also McKeown 1989, 132.

55 Cf. Verdiére 1954, 245, Friedrich 1976, 95, Vinchesi 1991, 267, 1996, 38 and n.62, Fey-Wickert
2002, 25, 179, Di Lorenzo — Pellegrino 2008, 190, 195; see also McKeown 1989, 44, Michalopoulos
2006, 354-5.

56 Cf. McKeown 1989, 257-9, Murgatroyd 1991, 69, Maltby 2002, 149, Perrelli 2002, 42, Mi-
chalopoulos 2006, 353, Heyworth — Morwood 2011, 174.

57 Cf. Pichon 1966, 214, Vinchesi 1991, 267, Fey-Wickert 2002, 26, 180.
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appearing in the second Theocritean urban mine, 94ff.>® (cf. Tib. 2.6.45-6,
Prop. 3.6.5, Ov. Am. 1.11.7- 8, Ars 1.383 -5, 3.621- 6) and thus to help with the rec-
onciliation of the estranged couple, i.e., by bringing a poem-letter of Lycidas to
Phyllis (vv. 38-9).

Such a mission, however, constitutes one of the main dramatic undertakings
of a slave character, more often than not of the servus callidus, in Roman New
Comedy as well, who is often called upon to assist his young master, when erot-
ically distressed (cf. Ter. Haut. 300 —1). The situation in question is also devel-
oped, as earlier remarked, in the second Theocritean non-pastoral idyll, cf.
vv. 94-103, where Thesytlis is similarly asked by Simaetha to function as a me-
diator between herself and her beloved Delphis. The means for securing Phyllis
favours again will thus be a poem / song, as elsewhere in elegy (cf. Ov. Ars
2.281-6),** for, according to Lycidas, his sweetheart much appreciates his poetic
production, v. 42: et solet illa meas ad sidera ferre Camenas, a situation approx-
imating Prop. 2.24.21-2, where Cynthia, also enjoying the love of a rival lover, is
similarly depicted as having been praising the quality of the poet’s lyrics in the
recent past.®® The designation of his poetry through the term Camenas, a term
without poetological specialisation, instead of the Nymphs, i.e., the pastoral
goddesses par excellence who preside, in preference to the Muses, over pastoral
space and poetry,®* may also be read as a ‘generic sign’ for the ‘generic move-
ment’ of Lycidas’ reconciliatory poetry away from established strictly pastoral
‘generic preferences’.

The way Iollas is willing to bring Lycidas’ erotic letter to Phyllis further hints
to the elegiac ‘generic propensities’ of the lines under consideration, as this task
is associated with the motif of writing in the pastoral world, a key topic always
pointing to various ‘generic interactions’ operating within the pastoral host-text.
Iollas will carve Lycidas’ lyrics on the bark of a cherry—tree, cut away the carved
part and bring it to Phyllis (vv. 43-4). In pre—Calpurnian pastoral, writing ap-
pears once in the non—pastoral eighteenth Theocritean idyll, vv. 47— 8, where a
tree—inscription is meant to honour Helen, and twice in the Vergilian eclogues:
once in the fifth pastoral, where Mopsus marks the words and the tunes of his
lyrics on a green beech-bark (vv. 13-5), that is within a poem dealing, as else-
where shown (cf. Karakasis 2011, 153 —83), with the ‘generic interaction’ of pas-
toral and panegyric poetics and the genesis of a new reformed Roman pastoral

58 Cf. Friedrich 1976, 80, Fey-Wickert 2002, 24, 184; see also McKeown 1989, 308-9, Maltby
2002, 478.

59 Cf. Vinchesi 1991, 268.

60 Cf. Vinchesi 1991, 265, 1996, 38 and n.61.

61 Cf. Cf. Fantuzzi — Hunter 2004, 153 -7, Karakasis 2011, 18-9.
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tradition, where traditional pastoralism is blended with, clear enough, touches of
political encomium. In Calp. 1 as well the omen of Faunus, also heralding a new
bucolic tradition of a clearly panegyric colouring, is similarly carved on a
beech-tree.®” But the motif of writing in erotic settings has its parallel in the
tenth Vergilian eclogue, where Gallus, according to the elegiac ethos once
again, is presented as willing to carve his love—poems on the bark of trees
(vv. 53— 4). The writing—motif, drawn from the Acontius and Cydippe story of Cal-
limachus’ Aetia, the elegiac poem par excellence for the Romans, and frequently
occurring in the elegiac register of Roman poetry (cf. Prop. 1.18.22, Ow.
Epist. 5.21-5)% further underscores the ‘elegiac generic tendencies’ of the Cal-
purnian passage, although in the Calpurnian version it is not the lover who
carves the love—song but his erotic counselor.

Lycidas’ song

From v. 45 Lycidas’ song begins,® and up to v. 55 one reads various complaints of
the deserted lover: in this case as well the largely elegiac / comic motifs and sty-
listic / linguistic options incorporated in the narrative are combined with various
pastoral interexts further suggesting the ‘generic ambivalence’ of the poem in
question: i.e., yet again pastoral models exhibiting ‘generic transgression’ to-
wards the elegiac ‘generic code’ (e.g. Verg. Ecl. 2, 10, etc.), pastoral intertexts
of a rather ‘shaky pastoral caliber’, as is the case with Theocr. 3 and 11 (see
above, p. 240),* non—bucolic poems of an otherwise pastoral poet like Theocri-
tus, as well as various other model texts, where a ‘generic interaction’ builds
their ‘generic profile’, eventually affecting the ‘generic outlook’ of the Calpurnian
lines as well. This happens for example with Ov. Met. 13.719ff,, i.e., the story of
Polyphemus, Galatea and Acis, where a range of ‘generic interfaces’ between
pastoral, elegy and epic are at the heart of the passage’s poetics (cf. Farrell
1992, 235-68). Alternatively several motifs associated in the earlier pastoral tra-

62 Cf. Friedrich 1976, 80 -1, Kegel-Brinkgreve 1990, 156 and n.23, Fey-Wickert 2002, 181.

63 Cf. Messina 1975, 46, Vinchesi 1991, 268, 1996, 95; see also Fedeli 1980, 434, Knox 1995, 1467,
Papanghelis 1995, 80 — 2, Hubbard 1998, 151 and n.18. For a reference, in vv. 43 — 4: nam cerasi tua
cortice verba notabo / et decisa feram rutilanti carmina libro, to the red colour in the margins of a
papyrus roll or red coloured incised letters, cf. Korzeniewski 1971, 93, Vinchesi 1991, 268; see also
1996, 95, Fey-Wickert 2002, 182.

64 For the structure of Lycidas’ song, cf. especially Friedrich 1976, 85-7, Fey—Wickert 2002,
182-5.

65 Cf. also Friedrich 1976, 82.
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dition with situations sanctioned by the bucolic genus are here transferred in an
‘elegiac state of affairs’, also pointing to the changed Calpurnian ‘generic prefer-
ences’.

Lycidas starts off with the elegiac topic of the lover’s sleeplessness (cf.
Catul. 68.5-38, Tib. 1.8.64, Prop. 1.16.39 - 40, 4.3.29ff., Ov. Am. 1.2.3, Epist. 8.107-
10, 11.29, 12.57-8, 169-70; see also Plaut. Merc. 24-5, Ter. Eun. 219, Hor.
Carm. 3.7.7-8),%° presenting his reconciliatory song as being performed during
a lover’s wakeful night (vv. 45-7). However, according to the pastoral norm,
singing is regularly the outcome of the ‘convening’ of two or more pastoral fig-
ures whiling away the heat of a summer noontide, while the song of a lone per-
former and, what is more, during the night, recalls the ‘unpastoral’ night—time
playing of the syrinx by Cyclops in Theocr. 11.38 -40, a fact accounting, along
with other thematic and stylistic / metrical reasons, uncommon in pastoral
(e.g. the unusual animal mixture in vv. 40 —1; see above, pp. 233, 240), for its
standing outside the main Theocritean pastoral tradition. The sadness the
lover experiences due to his alienation from his beloved (vv. 46 -7) recalls Cor-
ydon’s similar feelings, voiced as part of the ‘elegiac discourse’ he constructs for
winning the favours of the urban puer Alexis, at Verg. Ecl. 2.6 ff. As for the wake-
fulness of the lover (v. 47: et excluso disperdit lumina somno), the immediate ‘idyl-
lic’ model comes from a non—pastoral Theocritean poem, namely the agriculture
mime of Theocr. 10,%” where in v. 10 Bucaeus asks his fellow-reaper Milon wheth-
er he has ever experienced a sleepless night out of love. The tears of an exclusus
amator, a further elegiac stock topic (cf. Prop. 1.16.47- 8, 3.25.9, Ov. Am. 1.6.17- 8,
Rem. 36), as suggested by the exclusus Lycidas’ weeping, because of his separa-
tion from his beloved (v. 47: dum flet), recalls yet another non—pastoral idyll,
namely the crying of the homoerotic scorned lover of [Theocr] 23 (cf.
vv. 171f.).%® The image of these tears of love as harmful to the lover’s eyes (v.
47: dum flet et excluso disperdit lumina somno) also has an elegiac record (cf.
Catul. 68.55-6, Tib. 1.8.68, Prop. 1.18.15-6).%°

What is more, the animal and plant comparisons of the following lines
(vv. 48-9 including the image of a thrust and a stripped olive-tree, on the
one hand, as well as a hare and a gleaner, on the other), in the priamel form,

66 Cf. also Friedrich 1976, 88, 218, Fey-Wickert 2002, 24, 186, 188, 189 —90; see also McKeown
1989, 34-5, Murgatroyd 1991, 251, Knox 1995, 264, Nisbet — Rudd 2004, 117.

67 Cf. also Vinchesi 1991, 269, Fey-Wickert 2002, 189.

68 Cf. also Fey-Wickert 2002, 189; see also pp. 24, 25, 186; McKeown 1989, 132.

69 Cf.Vinchesi 1991, 269, Fey-Wickert 2002, 188 - 9; see also Theocr. Ep. 6.1-2, Verdiére 1954, 151,
Korzeniewski 1971, 30.
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both being stylistic markers of earlier pastoral,”® are yet again associated here
with the elegiac topic of the aimless wanderings of a lover (v. 50: ut Lycidas dom-
ina sine Phyllide tabidus erro), occurring in pastoral, but significantly in the ele-
gising Pasiphae narrative of the sixth Vergilian eclogue, v. 52: a, virgo infelix, tu
nunc in montibus eras,” i.e., in the narrative segment also adopting, as already
previously remarked, s