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Abstract

“Lyric” poetry has been traditionally defined as such chiefly by metrical criteria. In
Archaic Greece, lyric poetry was chiefly sung poetry in contrast to “epic” poetry which
was recited. The transition from an oral to a written poetic culture in Greece caused
meter to take on an even larger significance for the “lyric poets,” a thematically and
chronologically disparate group of poets who came to be identified as a specific group.
Greek lyric poetry produced in the Hellenistic period displays extraordinary metrical self-
consciousness, with lyric poets drawing on the received ethos of a particular lyric meter
to add subtle layers of meaning to their work. Callimachus seems to have advocated such
metrical virtuosity in his lambi and Theocritus practiced it in his lyric Paidika. This
phenomenon is also particularly well observed in Hellenistic Greek epigram as well as
among the Greek technopaignia which used complex lyric metrical systems to create
visual images on the page that interact with the literary meaning of the poem they
present. This intense attention to meter was not lost on the Latin lyric poets, though it
has gone somewhat unobserved by scholars. Beginning with Laevius, Latin poets
inherited the Hellenistic Greek tradition of metrical self-consciousness in their lyric
poetry, relying on meter to add layers of meaning to their works. A closer attention to the
semantic ethos of a given meter in the lyric poetry of Horace and Catullus not only
reveals that the Roman lyric poets’ engagement with meter surpasses previous scholarly
estimations but also yields new readings of important poems.
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CHAPTER ONE: THE BIRTH OF LYRIC

quodsi me lyricis vatibus inseres
sublimi feriam sidera vertice.
-Hor. Carm. 1.1.36-7.

With these words, Horace reaches the climax of the famous priamel that makes up
the opening poem of the Odes. After a long list of various other avocations, Horace
declares his own vision for himself and by extension, his vision for his Carmina, the
collection for which this ode stands as a frontispiece. While other men excel as athletes,
hunters, and merchants, Horace is a poet whose communion with the muses makes him
stand out from the crowd. He identifies himself as a special kind of poet by making
reference to a very specific tradition. By asking for inclusion among the “lyric bards”
(lyricis...vatibus 1.36) Horace defines himself and the poetry of the Odes within the
tradition of the nine lyric poets of the Alexandrian canon. The word insero is a Latin
translation of the Greek é¢ykpiveo,' the technical Alexandrian term meaning “to canonize”
an author. This selective process of canonization was a matter of literary life and death
for the authors in question. Only the éykpivBévTes went on to become the mpatTouevol,
the poets whose works were “treated” by the scholars at Alexandria.” This treatment
meant the production of commentaries, monographs and critical editions of the chosen
poets and the preservation of their work for later generations of scholars and readers.

One need only peruse the unfamiliar names collected in J. Pomtow’s Poetae Lyrici

" OLD s.v. insero 3c “To insert into a class or category.” Cf. Pfeiffer (1968) 206, Nisbet
and Hubbard (1970) ad. loc.

? For the term pattéuevor specifically applied to the lyric poets cf. Hilgard (1901) 17.



Graeci Minores to realize the grisly fate of those who did not make the cut: the
unfortunate ékkpiBéves all but vanished, leaving only fragments behind.’

With his ambitious request to be inserted into the Alexandrian canon of lyric
poets Horace suggests that his collection of lyric poetry is a new classic, a new example
of an ancient type of poetry that has lain dormant for centuries. But this implication
elides a history that is far less tidy — and far more interesting. In fact, the genre of lyric
underwent an ongoing formative process over the centuries up until Horace’s time that
shaped authors’ perception of what sort of poetry it was. None of Horace’s archaic
models would have known the word Aupikds as a literary term. In fact, Horace is the first
Roman author to use it as a Latin adjective.* In doing so, he forgoes another, arguably
better adjective for his Greek models — for Alcaeus, Pindar, Sappho and the rest. In their
own period, these poets would have been called melic poets or peAomoioi. Their poems
are more properly uéAn. Latin poets before Horace had already used the term melicus.’
Why then does Horace choose to term himself a /yricus vates and imply that his
collection is “lyric poetry?” What does the novel usage signify? Just what was “lyric
poetry” to Horace anyway?

These questions call for an examination of the development of the genre of “lyric”
as a whole and a recalibration of critical sensitivity to the idea of lyric at this point in
literary history. It seems hard to believe that Sappho and Pindar would have felt that the

former’s personal monody and the latter’s bombastic epinician had much in common and

harder still to believe that either of them would acquiesce to being grouped in the same

3 Pomtow (1885).

4 Before Horace, Cicero uses the word once at Orat.55. However, for him it is a Greek
word that he writes in Greek characters remarking on its Greek origin.

> Lucr. DRN 5.334.



category as Shakespearean sonnets. Yet this is often what happens when the term “lyric”
is used imprecisely today to refer to a large corpus of often only tangentially related
poetry. When discussing any lyric poetry — especially ancient lyric poetry — it is
important to remember that the idea of the genre of lyric means different things to
different poets at different times.

Scholarship in the last twenty years has does much to disabuse readers of ancient
lyric of the mistaken idea that Greece transitioned from "an epic age of communal
consciousness to a lyric awakening of individualism in the Greek literary mind.”® Claude
Calame’s influential article La poésie lyrique greque, un genre inexistant? cautions
against the fallacious impulse of the Romantic period to identify lyric, alongside epic and
drama, as one of the three fundamental genres of poetry.” In previous generations,
however, the assumption of a transition from epic to lyric permeated highly influential
treatments of Greek literature such as Jaeger’s Paideia, Snell’s The Discovery of the
Mind, and Fréankel’s Early Greek Poetry and Philosophy and went on to have a larger
influence on the study of literature as a whole.

By closing his first poem with the programmatic proclamation that he is a lyric
poet, Horace tells his reader something about how he wants the Odes to be understood in
terms of their literary genre. But it is a statement that must be understood in the historical
context of when it is made. His use of the adjective /yricus suggests a poetic program
keyed to specific formal and literary-historical qualities. It is on these qualities of lyric

poetry that the following study will focus.

® Miller (1994) 10.
7 Calame (1998).



Melos in Early Greece
The word for a lyric song in Archaic Greece was uéAos. The word first appears

only in the plural as péAea in Homer, where it means “limbs.” Slightly later, it takes on a
secondary meaning, “tune.” Some have seen a relation between these two meanings,
positing an extension of the original meaning, “limb,” to include “musical phrase.”
Others argue for a separate derivation for the musical meaning from the verb péAco,
seeing a uéAos as that which was “a care to the muses.”'

A fragment of Alcman, which divides lyric song into two distinct parts, suggests
that the earliest meaning of péAog was strictly musical. The poet describes himself as the

originator of his craft by the imitation of the tune of the partridge:

FETN TGS Kai péAos AAkpuav

eUpe yeyAwooauévav

kakkaBidcov éma cuvbéuevos (PMG 39)

Alcman discovered these words and tune,

Having perceived the melodious voice of partriges.
The new creation consists of two component parts, fémn “words” and péAos “tune.” In
another similar early usage in the Homeric Hymn to Pan, the phrase év péAeco refers to
the tune of Pan’s syrinx.” By the late archaic period, however, the word had taken on the

broader meaning of “song,” as Pindar uses it, referring to his Second Pythian: Upuv téde

Tav Aimapav amd Onpav eépwv péhos Epxopar.’

! Cf. Koller (1965) 37.
* Hom. Hymn Pan 16.
> Pyth.2.2-4.



Archaic péAn fell into various subcategories based on criteria related to their
performance.” @pijvol were mourning songs written for funerals, Uuvor and 818UpapBot
were religious performances, ¢mBaAd&ueia were written for weddings, etc. The other
important defining characteristics of lyric song were musical. Melody and rhythm gave
each péAos a distinct character and constituted an important criterion by which different
types of uéAn were classified. The mixed Lydian mode, for instance, was more
appropriate to songs of mourning, while the Ionic better befitted the symposium.” In the
Laws, Plato complains of the corruption and mixing in his own time of the traditional
categories of uéAn and their corresponding musical modes, which suggests that the
musical and occasional categorizations of lyric song persisted, at least for conservatives
like Plato, into the fourth century.’

Originally, these various attributes of live musical performance were what made a
néhos a péhos. As such, this class of sung poetry differed from the main other class of
poetry composed for recitation. The second element in Alcman’s description of his
poetry, émos, eventually evolved to be contrasted to uéAos to formally distinguish
between sung and recited poetry. The word émos did not necessarily imply dactylic
hexameters, but any stichic, recitative poetry. Herotodus, for example, describes Solon’s
elegiac encomium (in elegiac couplets) of the tyrant of Cyrpus as written év €meov,
whereas in each of the two instances in which he refers to songs by Alcaeus and Sappho,
he calls their song a uéAos.” In Plato’s time, the stichic/melic distinction between the two

words was also clear: in the Meno, Socrates responds to Meno’s question év Toiolg

* Harvey (1955) 159.

> Resp. 398elff.

% Leg.700b-e.

7 Her. 5.95.5; 2.135.27.



¢meoy; with the answer év Tols éAeyeiors citing the distichs of Theognis and in the Laws
the Athenian refers to moinTai...émév éxauéTpawv.. .kal TpIéTpwv, referring to both
stichic meters, iambic trimeter and dactylic hexameter, as 1.8 A scholiast to Dionysius
Thrax, observing the same phenomenon from the first century B.C.E., best sums up the

breadth of use of the term in the Greek critical vocabulary:

gmos AéyeTan és oTixos iapBikds Te kal Tpoxaikds Kal QuaTaloTIKOg
Kai SakTIAIkOs kal oiedrToTe Todi HeETPOUNEVOS, KaT’ eEoxnv B,
TOUTECTI KATA TIMNV KAl UTTEPOXT|V, TO T)PWIIKOV HETPOV ETTOS
ékdAecav.

Every iambic trochaic anapaestic dactylic and stichos, and those measured
in any other foot, is called an émos. But because of its prominence, that is

to say, its honor and outstanding quality, they called the heroic meter
gmogs.’

While there was a firm early distinction based on formal characteristics separating
néAn from stichic poetry as early as Herodotus’ time, there was still no strong
distinguishing term for the lyric poet: Arion, for example is an &oi1dos just like Homer
and Hesiod.!® Slightly later, however, the noun ueAomoids emerges for the poets who
make uéAn, the verb ueAotoic for the action of composing uéAn. But the word did not
signify a class of poets in the sense of an exclusive notion of genre, as an example from
Aristophanes’ Frogs makes clear. During the contest between Euripides and Aeschylus
at the end of the comedy, the two tragic poets move through the different parts of their
dramas, lampooning each other as they go. They begin by mocking each other’s
prologues and then, when both poets feel they have succeeded at demonstrating the

other’s incompetence at composing in stichic trimeters, Dionysus, who is judging the

¥ Meno 95¢ — 96a; Leg. 810e.
? Hilgard (1901).
" Her. 1.23.



contest, asks Euripides to move on to another section of tragedy, choral lyric which he
calls uéAn.

AAN’ els T& péAN TTPOS TGOV Beddov avtou Tpatoy.!!
Euripides responds that he will now prove that Aeschylus is a bad ueAomoids.

Kai pnv €xew Yy’ ols autodv amodeifw kakov
ueAotoldv dvta kal olotvta TaUT &el.!2

The pair then proceeds to compare their lyric choral odes. It is clear now that we have
moved from one type of poetry to another, from recitative iambic dialogue to lyric song.
This example of the divisions of the different types of poetry that make up tragedy
shows that the main criteria by which the different genres of poetry were divided in
Classical Greece were still largely formal. Characteristics like meter and music
exclusively determined if a poem was a uéAos or not. In this case, the stichic recitative
parts of the tragedy are clearly defined from the musical puéAn, the choral odes. This
largely formal division makes sense, given the importance that occasion had for genre in
early Greece and given the large and obvious difference in performative modes. It also
highlights a major divide which is born out by general usage: no Greek writer ever refers
to stichic meters, be they epic hexameters or iambic trimeters, as uéAn nor are the poets
who composed in them ever referred to as peAotoloi. Aeschylus is only a peAotoids in
this context to the extent that he composes choral péAn. In the argument about the
sections of his plays written in iambic trimeters, both he and Euripides are repeatedly

called moinTai, their poetic output Toinois.

" Ar. Ran. 1248.
12 Ibid. 1249-50.



Melos and “Lyric Poetry” in Plato and Aristotle

It is often remarked that the two most serious investigations of literary genre in
Greek literature do not mention lyric poetry. It is true that lyric is lacking in the
systematic discussions of literature by Plato and Aristotle, but of course this absence does
not mean the absence of the category puéAn in Greek thought altogether. First of all, Plato
and Aristotle were anything but representative of the general Greek conception of its
literary landscape. Moreover, they both existed at a time of flux in the development of
genre in Greek literature when, due to the introduction of writing, traditional notions of
genre tied to occasion had already begun to atrophy. It may have been as a result of this
sea change in critical perspective that Plato and Aristotle were led to base their
discussions of literature not on traditional performance-oriented criteria, but on
representational mode of narration or mimesis.

When in books two, three, and ten of the Republic Plato divides poetry into three
different classes of mimesis, the purely narrative, the purely mimetic, and the mixed
class, which he correlates to dithyramb, tragedy, and epic respectively, it is important to
realize that these classifications of poetry do not represent an established trinity of poetic
genres, even if Plato succeeds at roughly mapping his new schema onto preexisting
poetic typologies. Plato’s divisions of poetry according to its narrative mode form part of
a complex philosophical appraisal of literature with mimesis as its main rubric, a system
which only coincidentally aligns with preexisting formal notions of genre. Thus, the
categories of pure and mixed mimesis happen to correspond relatively closely to tragedy
and epic, whereas for the third category, pure narrative, it is more difficult to find an

exact fit. The best example Socrates can find of this category is the dithyramb, a long



narrative song to Dionysus written in melic meters. But the inexactitude of the match is
clear in Socrates’” words: elpois & &v autnv pdAiotd movu év dibupdauPors, “you would
find the best example of that, I suppose, among the dythrambs.”

Now, the dithyramb is a good choice for Plato because, since it happens to be a
long narrative poem to the god Dionysus, it corresponds well to his third category of
direct narration. The fact that it is also one of the subgenres ultimately subsumed into the
larger umbrella category of lyric, or even that it would have been called a péAos, is not
relevant to Plato’s philosophical agenda here. Although it would go on to be in later eras,
in Plato’s time melic poetry was not yet a stand-alone genre to be distinguished from epic
and tragedy. As we have already seen in the Frogs, in the early fourth century B.C.E.
Aeschylus and Euripides could just as easily be peAotoloi as Sappho and Alcaeus could.
The term depended on the formal characteristics of the poetry they wrote, not on
prescribed notions of membership among a certain group of poets.

Understanding that uéAn did not exert the same force as a generic heading as
tragedy or epic for Plato helps make sense of other seeming inconsistencies in the
Platonic corpus. In book ten of the Republic when Socrates allows only Unvous Beois and
gykouia Tois ayabols into the ideal state, he follows this admission with what from a
modern perspective seems like a puzzling statement:

el 8¢ v Nduopévny Mouocav TTapadégn év uéAeow 1 émeotv, 18ovr) ool

kai AUT €v i) TOAel BaoiAevoeTov AvTi véuou Te Kal Tou Ko &el
86EavTos eivat BeAtioTou Adyou.3

For if you grant admission to the honeyed muse in lyric [sic] or epic,
pleasure and pain will be lords of your city instead of law and that which
shall at any given time have approved itself to the general reason as the
best (Trans. Shorey).

1 Resp. 607a5-8.



For later readers, hymns and encomia are two of the most classic melic subgenres. By
today’s standards of Greek lyric, it seems self-contradictory for Socrates to say in one
sentence that these two subgenres are allowed into the ideal city and then in the next that
the entire category of péAn has no place there.

Realizing that the term péAn lacked any absolute generic force makes it easier to see
the untidy meeting of two different critical systems in Plato’s text. A traditional system
based on formal and occasional genre attributes butts heads with Plato’s new
classifications based on representational mode. It is important to note that the language
that Plato uses here recalls the distinction first foreshadowed in Alcman and then
articulated more clearly in later authors: éos and uéAos were the two different types of
poetry in formal terms. In this quick catch-all phrase for poetry, Plato reverts to a system
of generic divisions based on formal criteria. This is the traditional division in the Greek
mind before Plato, and one Plato still felt. In the Jon, for instance, Plato also discusses
melic poets. These peAotoioi compose péAn characterized by musical qualities
(apuoviav ... pubudv) and are separated off from stichic poets, of... TV eV
TomnTai. 4

In the Poetics, Aristotle is more explicit about old and new ways of forming genre.
He identifies the formal criteria such as meter by which poetry has traditionally been
classed and argues that definitions based upon these criteria are insufficient because they
do not consider the content of the poetry:

TATV of &vBpcoTrol Ye CUVATITOVTES TG HETPE TO TTOLETY EAEYEIOTTOIOUS
Tous 8¢ ETToTroloUs Ovopdlouaty, oUx s KaT TNV UUNoIV TToinTas

4 Jon 533e.
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AAA& KOWT] KATA TO HETPOV TIPOOAY OPEVOVTES® Kal Y&p &v laTpikov f
PUOIKOV T B1& TAOV HETPIV EKPEPLICIV, OUTW KAAETY EicdBactv. '3

Of course, people attach the verbal idea of “poetry” [T Toleiv] to the
name of the meter, and call some “elegiac poets”, some “epic poets.” But
this is not to classify them as poets because of mimesis, but because of the
meter they share: hence, if writers express something medical of scientific
in meter, people still usually apply these terms.

Aristotle proposes a new system, based on Plato’s new criterion, for analyzing and

classifying different types of poetry. Yet he too falls back upon earlier methods of

classification in other parts of the poetics. For example, when analyzing the component

parts of tragedy, Aristotle abides by criteria similar to those identified above in

Aristophanes:

Aéyw 8¢ nduopévov pev Adyov Tov ExovTta pubuodv kai apuoviav, TO 8¢
Xwpis TOTs eideot mepaivechal kai T&Aw Etepa Siax péAous. emei B¢
TPATTOVTES TTOIOUVTAL TNV MIUNOY, TTPATOV HEV €€ AvayKns Gv €in Ti
Hoplov Tpaywdias O Tris Syews kéopos: elTa peAomolia kai Aé€is, gv
ToUTOls Yap ToloUvTal THy piunow. Aéyc 8¢ ACv pév avthv Thy TGV
HETPwV ouvbeov, pedoTrotiav 8¢ & Ty SUvapv pavepav €xel Taocav. '

I use “embellished” for language with rhythm and melody, and “distinct
forms” for the fact that some parts are conveyed through metrical speech
alone, others again through song. Since actors render the mimesis, some
part of the tragedy will, in the first place, necessarily be the arrangement
of spectacle; to which can be added lyric poetry [sic] and diction, for these
are the media in which they can render the mimesis. By “diction,” I meant
the actual composition of the metrical speech; the sense of “lyric poetry”
[sic] is entirely clear (Trans. Halliwell).

Poetry differs from prose in that it is language “made sweeter” by two things, by meter

alone on the one hand (16 di1&x pétpcov...udvov) and by the addition of music on the

other (81&x puéAous). That this division represents the traditional view of genres is clear

15 Arist. Poet. 1447b13-17.
16 Ibid. 1449b28-36

11



from his final remark that the meaning of peAoTolia, the word he uses to distinguish the
lyric sections of tragedy is “clear to all.”

Plato and Aristotle’s literary critical divisions of Greek literature should be
appreciated for their novelty and not misinterpreted as neatly itemized eidographic
catalogues of the early Greek literary mindset. As should be clear by now, in early
Greece there were first uéAn, and then eventually peAotroioi and pedomolia. These were
generic categories based largely on the basic formal criteria of whether verse was recited
or sung. There were also the traditional €i®n, the subgenres such as hymns, dithyrambs,
encomia, and skolia These were all uéAn to the extent that they were sung and not
recited, but this status had not yet taken on the all encompassing, unifying force of a
stand-alone genre with its representative poets. Though he never says so explicitly, we
can deduce that Herodotus might have called Sappho and Alcaeus &oidoi just as he does
the lyric poet Arion. In Aristophanes, the paradigmatically #ragic poets can just as easily
be peAoTtoiol depending on what sort of verse they are composing. There was clearly a
class of “songs” and “poets of songs” for the early Greeks, but these groupings

constituted no distinct group of lyric poets as there would go on to be in later eras

Lyric in Alexandria
The following epigram, by most accounts to be dated to the late second century
B.C.E., shows how this notion of genre changed over the course of the centuries that

followed Plato and Aristotle:

Eis TTivBapov Tov oty kai Tous Aotrous AupikoUs
TTivdape, Mouodcwv iepdv otdua, kai AdAe Zeiprv

BakxuAidn Zameous ' AloAides xdpriTes
Ypauua T AvakpeiovTtos, ‘Ounpikov &g T &1mod pela

12



g¢oTmaoas oikeiols, 2Tnoixop’, €V KAPATOILS,

1] Te Zinwvidecd yAukepr) oelis 118U Te TTelBous (%)

"IBuke kal Taidwv &vbos aunodpueve

kai Eipos AAkaiolo, T6 ToAAGkis alua Tupdvveov

goTreloev TATPNS Béopia puduevoy,

BnAupeAels T° AAkudvos anddves, FAaTe, Taons

apxmv ol Aupikfis kai mépas toTdoaTe.! (10)

To Pindar and the Remaining Lyric Poets

Pindar, holy moth of the muses, and Bachylides, talkative Siren, graceful

Aeolian Sappho and doggerel-writing Anacreon, and Stesichorus, who

drew from Homer’s flow his own toils, Simonides’ poet of sweet pages,

and sweet Ibycus born of Persuasion, reaping the bloom of youths, and

swordsman Alcaeus, who often spilled the blood of tyrants dragging down

the laws of his fatherland, and Alcman, that soft singing nightingale, be

propitious, you who are the beginning and end of all lyric.
By the second century B.C.E. at the latest, a clear group of nine “lyric poets” had
developed: Pindar, Bachylides, Sappho, Alcaeus, Ibycus, Stesichorus, Alcman, Anacreon,
and Simonides.” This group was exclusive, as the final line of the epigram makes clear.
By this time, these nine poets were the apxn and the mépas of lyric. The intervening
centuries between Plato and Aristotle and the composition of this epigram were a time of
intense scholarly activity, first in the Peripatetic tradition of Aristotle and then in the
massive organization of Greek literature carried out by the Alexandrian scholars. As the
strange circumlocutions Zipcvidew yAukepn oelis and ypduua T° Avakpeiovtos make
clear, the Alexandrian age also cemented the transition from an oral culture based in
ritual performance to a scholarly book culture: lyric poetry is now imagined as poetry on

the page. The Alexandrian period had huge ramifications for the formation of the lyric

genre. It was in Hellenistic Alexandria that the genre of “Greek lyric” as scholars know

1
AP 9.184.

% Cf. also AP 9.571. For the lyric poets in epigram see Acosta Hughes and Barbantini

(2007).
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it today and Horace knew it in the first century B.C.E. truly began to take shape, both
conceptually in the Greek mindset and also literally on the page, as we shall see.

One important step in the formation of this genre was the identification of a group
of “lyric poets,” the novem lyrici that Horace had in mind when he wrote his opening ode.
To this end, we would like to know more about the processes of information gathering
that went into the establishment of the collections at Alexandria, because this information
would help answer the question of how this canon formed. In his foundational study of
the problem, Die Textgeschichte der Griechischen Lyriker, Willamowitz, pointing to the
lack of direct evidence for a process of selection for the Lyric poets, suggests that these
nine poets were the only ones whose texts remained in the temple libraries and archives
when the Alexandrian scholars began to collect manuscripts.” He adduces the fact that
Corinna was added as a tenth lyric poet at some later point as evidence that she was
added to the group when her textual remains were discovered. This theory seems
improbable. First, the fact that these nine poets are not the only Greek lyric poets known
to us makes it hard to believe that only nine remained to the Alexandrians who were so
much closer in time to the original compositions. Secondly, the fact that only a few
generations before, the peripatetic scholar Chaemaeleon could write an entire treatise on
the poet Lasus, a poet ultimately not included in the canonical nine, makes it hard to
believe that Lasus and the work of other lesser known poets like him was entirely lost to
the Alexandrian editors. Finally, the number nine, the number of the muses, carried a
special significance at Alexandria. The text of Herodotus, for instance, was divided into

9 books in the Alexandrian period so that it might correspond to the number of the

? Wilamowitz (1900) 63-71. The only direct evidence is for the orators. Cf. Pfeifer
(1968) 206-7 n.2 and 3.
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muses.® A choice of the number nine for the lyric poets is even more appropriate.” If
only nine poets remained by chance, it would be a striking coincidence.

To these points contradicting Wilamowitz’s theory should be added the
observation that even as early as the comic poet Aristophanes, members of the lyric
cohort had already begun to be associated with one another. Among Aristophanes’
fragments we find the exhortation of one symposiast to another to sing a sympotic lyric
song, a skolion of either Alcaeus or Anacreon: &oov 81j pot okdAdv Tt AaBcov AAkaiou
kAvakpéovTos.’ In early Hellenistic poetry members of the group of nine poets begin to
be associated more closely in literary historical fantasy. A fragment of Hermesianax’s
Leontion (early 3" century B.C.E.) records the story of Alcaeus, Sappho, and Anacreon’s

love triangle:

AéoPios AAkaios 8¢ Téoous AvadéfaTo KWHous
>apols popuiCwv inepoévta mdbov
Y1Yveookels: 6 8 aoidos anddévos npacabd’; Uuveov
Trjiov &AyUveov &vdpa ToAuppadin
Kal yap v 6 peAixpds epritAAnT Avakpeicov. (fr. 7 Powell)

And you know how many revels the Lesbian Alcaeus took part in, singing
his desirous longing for Sappho on his lyre. The poet loved the
nightingale, paining the man of Teios with the eloquence of his songs. For
honey-sweet Anacreon was his rival in love.
The grouping of at least some of the canonical lyric poets with each other, then, was
almost certainly not the mere result of what the early Alexandrian librarians managed to
collect; Greek literati had began to be notice these poets’ similarities and to associate

them long before the Alexandrian age and canon formation was already in motion when

the Alexandrian age began.

* See Caganazzi (1975) 385 — 423.
> On Sappho as the tenth muse cf. Acosta-Hughes (2010) 85-87.
% Fr. 223 (Edmonds).
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We have already made brief mention of Chamaeleon of Hereclea Pontica, who
flourished near the beginning of the 3™ century B.C.E. Chamaeleon was part of a group
of Peripatetic intellectuals working in the tradition of Aristotle to explain and categorize
the Greek world and its literature. The contribution made by the Peripatetics to
Alexandrian scholarship on Greek literature has not been fully explored or appreciated.’
Though their main subjects of interests seem to have been Homer and the tragedians,
several Peripatetic authors also blazed new trails working on the lyric poets. Their goals
were largely biographical and they saw little methodologically wrong with drawing
conclusions about the lives of the poets they studied from their poetry.® For the lyric
poets, Chamaeleon seems to have been most prolific, writing specific monographs on five
of the nine canonical /yrici. His monographs included a mepi Zagots in which he
proliferated the legend that Sappho had been romantically involved with Anacreon, a
mepl ZTnoixopov which provides the interesting tidbit that Stesichorus wrote not one but
two palinodes, a mepi TTivd&pou with a section analyzing Pindar’s self-reflection on the
potential scandalous effect of Olympian 13 on its Corinthian audience, a epi Zipcovidou
which seems to have focused largely on biographical details of the poet, a mepi
AAkudvos which uses the fragment mentioned above as evidence that men learned song
from birds, and finally a mrept Avakpéovtos and the aforementioned mepi Adoov of
which almost nothing has been preserved besides the name.

In addition to Chamaeleon, the sparse fragments show many other peripatetic
scholars taking an interest in lyric. The polymath Dichaearchus and the great musical

scholar Aristoxenus also must have handled the lyric poets to some extent. Traces of

7 Podlecki (1969).
¥ Momigliano (1971) 64 ff; Leo (1960) 390 ff.
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Dicharchus’ epi AAkaiou can be seen in an early textual-critical dispute between him
and Aristophanes of Byzantium regarding a reading in an ode of Alcaeus.” In his treatise
On Music, Aristoxenus credited Sappho with the invention of the mixed Lydian mode. It
was also a common Peripatetic practice to group individuals according to their
profession. This interest in analyzing and grouping individual poets and poetry
constitutes a documentable tradition going back to Aristotle, whose lost dialogue mepi
moinTév would have doubtless told us much about how his school understood the
different categories and groups of poets. Works of the same name are also traceable to
Phanias of Eresus and Herionymus of Rhodes, who also wrote a treatise On Citharodes.
Though the fragmentary nature of the evidence leaves the details murky, the general trend
is clear: the strong Peripatetic interest in biography, in studying groups of individual
writers, in etiology and in merging biographical and literary historical information
combined with their interest in lyric must have contributed much to a notion of a group of
lyric poets that would go on to be inherited by the Alexandrians.

But this new age of book lyric clashed with the traditional classification of poetry
based on formal characteristics we have identified. First of all, literary editions of the
“lyric poets” artificially brought together highly disparate poetic traditions differing
widely in terms of language, content, tone, and historical context. Nearly opposite poetic
personae such as Sappho and Pindar were suddenly forced into an arbitrary category that
implied a similarity of genre that is not organically reflected in their poetry.

The awkward fit of this poetry — not originally written down, let alone grouped

according to prescribed generic criteria — is evident in the haphazard organization of

? Fr. 99 (Wehrli).
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literary editions of the lyric poets produced by their greatest Hellenistic editor,
Aristophanes of Byzantium. Some poets are groups by meter. For instance, Sappho’s
books were divided according to meters, but there is evidence that her partheneia were
grouped together as a single €105 at the end of the edition of her work.'’ The poems of
Alcaeus, on the other hand, seem to have been notionally grouped by content; scholars
have suggested (thought not without some difficulties) general groupings of stasiotika
(poems about political stasis) and hymns in his collection.'" Others poets’ work was
grouped according to €{dn, the sub categories of poetry that reflected a given poem’s
original performance occasion including hymns, dithyrambs, epincians, threnoi, paeans,
etc. Pindar’s epinicians were then grouped by the locations of the games they celebrated.
Those of Bacchylidies, on the other hand, were grouped by event. This incongruity of
organization reflects the variegated group of poets and poetry brought together under the
new heading Aupikoi.

There is evidence that one Alexandrian grammarian known as Apollonios
Eidographos made an effort at retaining the traditional organizational criterion of musical
mode. But such a method must have quickly lost its value as the memory of how the
lyric songs originally sounded faded. It is ironic that melic poetry was largely stripped by
the Alexandrians of the music that had traditionally been a sine qua non for the genre.

By the time of the great edition of Aristophanes, lyric poetry had been majorly

19 On the Alexandrian edition of Sappho see Page (1955) 318-23; Liberman (2007),
Yatromanolakis (1999) Acosta-Hughes (2010) 12-16.

" The exact nature of the Alexandrian Edition of Alcaeus is a huge debate. Wilamowitz
(1900) thought that metrical polyeideia was its defining characteristic, a characteristic
then in turn imitated by Horace. Pardini (1991) Porro (1996), Liberman (2002), and most
recently Acosta-Hughes (2010) have all contributed to the communis opinio that there
were indeed some divisions of content. There may also have also been a chronological
component to the internal ordering the political poems.
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transformed by two drastic and interrelated editorial changes: the distribution of the text
of the lyric songs onto the page according to metrical cola and the omission of musical
notation. The remaining evidence suggests that prior to Aristophanes’ edition, the text of
the lyric poets had been written out as one continuous line of prose accompanied by
musical notation.'” Presumably, this musical accompaniment helped dictate the melody
to which the words were to be sung in rhythm. The omission of this notation from
editions of the lyric poets and the new page layout following the new colometry altered
the way lyric poetry was perceived by its reader and finalized the transition from lyric
song to book lyric. It also raised meter to a level of new importance, being the only
element of a lyric song’s original audible performance character that remained on the
pages of Alexandrian editions.

It is no wonder therefore, that the Alexandrians took a great interest in melic
meters and used them as one of their chief organizational criteria for grouping lyric
poetry. But Aristophanes of Byzantium also faced a metrical editorial dilemma when
producing his edition of these poets. On the one hand, he wished to preserve — to the
extent that he understood them — the original metrical verses of the poets. On the other
hand, the physical restrictions of the page on which the edition was displayed, a
restriction never envisioned at a lyric song’s initial composition, imposed strict physical
boundaries. To judge from the evidence that is available, Aristophanean colometry
seems to have been a compromise between the two.

The only poet for whom any evidence of the Aristophanean colometric layout

remains is Pindar. By examining medieval manuscripts based upon Aristophanes’

2 Cf. West and Pohlman (2001).
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edition, the French scholar Jean Irigoin has shown how Aristophanes laid out the cola of
several Pindaric odes and how this layout differs from the structure of Pindar’s original
verse, first discovered in 1811 by the German scholar August Boeckh. In a large
majority of cases, Aristophanes correctly identifies Pindar’s verse and merely divides it
into parts or “cola” in an effort to lay it out more evenly on the page. In these cases, the
cola are divided at recurrent caesurae and other natural divisions in the verse. A
comparison of the Aristophanean colometry to a modern edition of Pindar such as Bruno
Snell’s, whose page layout aims at a reconstruction of Pindar’s ancient verse structure,
makes clear how much more uniform and presentable the Aristophanean version looks on

the page.
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Snell’s Teubner Edition

“OBev Trep kai Ounpidat
PaT TV Emécov T& TOAN” dodoi
&pxovTal, A1ds €k Tpoolpiou, kai 88’ avrip
kaTaBoAav iepddv &y co-

veov vikagopias SédekTal TpcdTov, Nepeaiou
¢v ToAuUpvrTe Aids &Aoet. (5)

OpeiAer 8 €1, Tat! piav
elrep KaB’ 686V viv eUbuTTouTTOS
aicov Tais peydAais 8é8wke kéopov AB&vais,
Bapa pév Tobuiadeov dpée-

oBat k&AAIoToV &wTov év TTubioiot Te vikav
Tigovdou Taid’* €oti &’ éoikds (10)

Ope1av ye TTeheiddwov
un TnAS6ey ‘Wapicova velobat.
kai pav & Zalapis ye Opéypal AT paxaTdv
BuvaTds. tv Tpota pév “E-

kTwp Alavtos &kouoev. 6 Tiuddnue, ot 8 dAk&
TaykpaTtiou TA&Bupos &éEer. (15)

Axdpvai 8¢ TalaipaTtov
eUdvopes: Sooa & aug’ aébAols,
Tiwodnuidai oy TaTol mpoAéyovTal.
Tapa pEv uyiuédovtt TTap-
vaoo® Téooapas £§ &8 Awv vikas ekdugav:
&AA& Kopwbicov utd paotéov (20)

¢v oot TTéAoTros TrTuxals
OKTC OTEPAVOIS EpiyBev 181"
emTa & €v Nepéq, T 8’ oikol pdooov’ apibuod,
Aids &y covi. Tév, 6 ToAT-

Tal, KwpdEaTe Tipodrjuc ouv eukAéi véoTe- (24)
&Bupelel & EEGpXETE Pova.

Alexandrian Edition"

“OBev Trep kai Ounpidat

PaT TV Emécov T& TOAN” dodoi
&pxovTal, Aids ¢k Tpooipiov,
kai 88’ avrjp

kaTaBoAav iepddv &ycvwv (5)
vikagopias dédekTal

TpcdTOoV, Nepeaiou

¢v ToAuUpvrTe Aids &Aoel.

Oo@eiAer 8 1, TaTpiav

elTrep ka®’ 686v vv evButroutds (10)
aicov Tais peydAats 8é8coke

kéopov ABdvais,

Bapd pev Tobuiddov Spémecbat
k&AAloTov &coTov év TTu-

Bioiot Te vikav (15)

Tipovdou Taid’* éoT1 & éoikds

Ope1av ye TTeheiddov

un TnAS6ey ‘Wapicova velobat.
kai pav & Zalauis ye Opéypat
Pp&OTA paxatdav (20)

BuvaTtds. tv Tpola utv "Exteop
AlavTos &kouoev. @ Ti-
uédnue, ot 8’ AAk&
TaykpaTtiou TA&Bupos &éEet.

Axdpvai 8¢ TadaipaTtov (25)
eUdvopes: Sooa & aug’ aébAols,
Tipwodnuidal éEoxcoTa-

Tol TpoAéyovTat.

Tapa puev uyinédovtt TTapvao-
06 Téooapas £§ aéBAcov (30)
vikag ekdgav-

aAA& Kopwbicov Utd geatédov

¢v oot TTéAoTros TrTuxals

OKTC OTEPAVOLS EpiyBev 1B
¢rTa 8 v Nepéaq, T& 8 ofkor (35)
pu&ooov’ apibuou,

Aos &ydovt. T, & ToAiTal,
kopagate Tinodriuc

oUv eUKAE voOT:

&Bupelet & EEdpxeTe provd. (40)

Again, in a large majority of instances, Aristophanes did recognize Pindar’s
original verses, merely breaking them at logical points to distribute them more evenly on
the page. Most telling, however, are the instances in which Aristophanes misunderstood
the nature of Pindar’s original verse structure, a fault he is guilty of with much higher

frequency in the more complex iambo-trochaic odes than in the dactylo-epitritic

3 Adapted from Irigoin (1958) 27.
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compositions. In these instances, Aristophanes can be seen to have divided the Pindaric
verse not based on any internal metrical quality of the verse in question, but in an effort
to fit the verse into specific cola. In many of these instances, these predetermined cola
correspond to the metrical phrases lifted out of archaic lyric and used kata stichon by
earlier Hellenistic poets.'* This sort of poetic activity points towards a new way of
reading the ancient lyric songs that focused more on individual metrical phrases than on
the overarching musical structure of a verse.

On the other hand, Aristophanes’ activity - preserving as much as he was able the
original lyric metrical structure of the lyric songs but also producing a document that was
able to stand on the physical printed page - also makes some sense of the Hellenistic
practice of sampling phrases of archaic practice kata oTixov. It is only natural that in
the bookish Hellenistic period, mise en page and the physical characteristics of the
papyrus began to play a role in determining composition. Hellenistic poets like Aratus,
Callimachus, and Apollonius limited the length of their longer compositions to fit them
on a single papyrus role. It makes complete sense that this new limitation would also
affect lyric composition. Just as Aristophanes, who as an editor was forced by
considerations of mise en page to break up the lyric songs of the archaic poets into
uniform columns on the page, the lyric experimenters of the Hellenistic period faced a
similar predicament which they solved by choosing their favorite metrical phrases from
the longer lyric verses into compositions kata stichon. This provided an appropriate

alternative on the page to the unpredictable, unwieldy lyric verse. The cola of

' Tambic trimeter: OL. 6 strophe colon 8. Glyconic: Isthm. 7, epode, colon 5; Pyth. 8,
epode, cola 8 and 9. lambic dimeter: O/. 6 colon 7. Phalaecean: O/ 14, colon 13. Cf.
Irigoin (1958).
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Aristophanes of Byzantium and the stichic lyric that developed in the same period
ultimately had similar practical functions as editorial and poetic solutions, respectively, to
the same problem of presentation.
It is in the Alexandrian period that the adjective peAikds is first attested in a
metrical scholion on a choral passage in mixed meters in Aristophanes’ Peace 1127ff.
Here melic verse is opposed to stichic, restating the traditional opposition between péAn
and &1 that existed since the archaic period in the new technical language of Alexandria:
ai mAeioTatl [ouluyiai] ¢mppnuaTikai Suadikai eiotv, aldtn 8¢ éxel
HEAIKTV HEV TTPCOTNY 1Y’ KAV, oTixikT 8¢ 157 oTixwv, & ndAiota
PIANSel ApioTodvns, kai UoTépav TpikwAov.
The majority of verses are epirrhematic dyads. This has first a melic
element of 13 cola, then a stichic element of 16 stichoi, and finally a
tricolon, of which Aristphanes is especially fond."

A division originally born out of the contrast between song and recitation has become an

entirely literary phenomenon, a silent object to be viewed, counted, and categorized on

the page of the Hellenstic poetry book.

Lyrike Poiesis
At the same time, however, the increased interest in individual metrical cola lead
to a new type of book lyric, composed almost entirely in stichic combinations of metrical
phrases culled from the archaic poets. This meant that even in terms of its appearance on
the page, new melic poetry lost its distinction from recitative poetry. Both the péAn and
¢mn produced in the Hellenistic period were stichic. Unsurprisingly, around the same
time that this traditional formal division was breaking down in contemporary practice, a

new name for the class of uéAn and the poets who produced them was emerging. The

!> Holwerda (1982) 139.
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new adjective Aupikds seems to have connoted not traditional formal notions like meter
but rather the abstract, canonical group of poets identified by the epigram above.'® In an
ironic twist, meters which had just been robbed of most of their most musical attributes
by the stripping of musical notation from the text and the forced division of musical
verses into cola were given a name derived from a musical instrument, the lyre.

The lyre itself had become an abstract symbol by the Hellenistic period rather
than an object meant to signify any specific musical activity. The earliest datable
occurrence of the word Aupikds is in an inscription on the base of a statue erected along
the Sacred Way at Delphi to the Megalopolitan general Phiopoimon, presumably on his
death in 183-2 B.C.E. The inscription, which simply exploits an empty space on the
Philopoimon base and has nothing to do with the statue itself, is to be dated somewhat
later than the statue, around the middle of the second century B.C.E."” The text honors
two poets, Thrason and Socrates, for their poetic performance to the god (Apollo):

€d0&e a1 méAel TV AeApddv emeidn Opdocov kal ZokpaTns
TTaTpwvos AlypaTal Tapayevouevol o’ aue émdeifels émorjoavTto
TAOL Bedd1 Bi&x TAOV AupIKAdY CUCTNUATWY TTPoPepSUEVOL [T]GV
apxaicov To[nT]av & fv mpémovta ToTi Te TOV Bedv kai T&v TOAW
aucdv, prthoTipias kai omoudas oubtv eEA(A)eimovTes, £T1 8¢ kai évdnuiav
Kal avaoTpopav ¢moijoavTto agiav attTooautdv Te kai Tas méALog
AuV....

By decree of the Delphians: Since Thrason and Socrates the son of Patron,
both of Aigira, when they were at Delphi, made demonstrations to the god
(Apollo) in lyric systems, offering the elements of the ancient poets that
were befitting both the god and our city, falling short of distinction and

earnestness in no way, and still also because they made sojourn and
departure worthy of themselves and our city..."*

16 Farber (1936) 7.
7 Gorgemanns (1990) 52, n.5 dates it to 160 B.C.E.
' Fouilles de Delphes, III: Epigraphie, I. Paris (1929) 23, n.49.
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Next to the text, carved into the stone, is the figure of a lyre. This figure, along with the
phrase Si1&x Tév Aupikédv ouoTnudTewv,'” shows the abstract symbolic connotation the
lyre had adopted by this time and the general awareness that meter and verse are
important characteristics of the genre in question. Cleary for the Delphian magistrates
who composed this inscription, the lyre itself and to a lesser degree also the meter of the
poetry they were commemorating somehow represented the essence of archaic lyric, or as
they put it TéV apxaicov TonNTav & fv TPETOVTA.

A recently discovered fragment of Poseidippus shows how the lyre had begun to
take on metonymic force as a symbol for poetry even by the early Hellenistic period.
This epigram, which dates from the early- to mid-third century B.C.E., recasts in a
Hellenistic setting the legend of the poet Arion narrated by Herodotus. The story is one
of the most familiar from Herodotus’ first book: Arion, the greatest “singer of songs to
the kithara” (kiBapwdds) of his age, is betrayed by his hired crew on a voyage to
Tarentum from Corinth and ordered by the mutineers to jump overboard. Arion asks
their permission to make one final performance and after doing so throws himself
overboard in the full regalia of an &o184s with kithera in hand (AaBévta thv kiB&pav).
The mutineers sail on to Tarentum and then back to Periander’s court in Corinth,
intending to tell Periander that Arion is still safe in Italy. But upon their return to
Corinth, they find Arion there, having been ferried on dolphinback to safety at Tanaerus,

whence he had made his way back to Corinth. Herotodus closes his account by

" oUoTnua is a general ancient metrical term used by Hephaestion in a general way for

any metrical grouping. Cf. Consbruch (1906) 63.
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mentioning that a small statue of Arion on the back of a dolphin remains at Tanaerus and
could still be seen there in his day.*’
Posidippus recasts the tale of Arion in a dedicatory inscription on the the shrine to
queen Arsinoe:
Apowdn, oot v 8¢ AUpnv Utd xepl......]U
pbeyEauévnv BeAgis fiyay’ Apidvios
ou..eAoul....]as ék kUpaTtos aAAoT
Kelvos av|....]o Aeuka apdt meA&[yn
moAAaTrol[....].TnT kal aidAa ThL [
paovijt T[....]Jakov kavov andov[
&vbepa 8, [ OIA]&BeAge, TOv Aaoev [......JIcov
TSVSe 8¢[xov, .Juoou u(e)iAia vaotrdAo|u
To you, Arsinoe, this lyre from the hand? (...) made to resound, Arion’s
dolphin brought. (...) from the wave (...), that one crossed the white see —
and many varied things (...) — with voice (...). As an offering, Brother(-
loving one), receive this (which brought?...) give from the temple guard
(Trans. Acosta-Hughes).”!
As Benjamin Acosta-Hughes rightly points out, despite its fragmentary nature, it is clear
that this epigram adopts many of the motifs from the myth of Arion and fits them to
Hellenistic parallels.”> Queen Arsionoe is cast in the role of Periander, the benevolent
ruler to whom Arion returns. Since this poem is a dedicatory inscription on her shrine at
Cape Zephyrium, a parallel can also be drawn between the monument of Arion riding the
dolphin at Cape Tanaerum, with the inscribed text of the poem itself coming to embody
the object, a familiar trope we will examine further in Hellenistic dedicatory epigram in

chapter two. One change, however, is particuarly striking. In Herodotus, it was Arion

himself whom the dolphin ferried across the physical distance back to dry land, in this

*" Her. 1.23-4.

! Text from Acosta-Hughes (2010) 1. Cf. Bing (2007) 127-8, pointing out a similar
metonymic importance granted to Orpheus’ lyre in a Hellenistic inscription by Phanocles
(Fr. 1 Powell).

* Acosta-Hughes (2010) 1.

26



poem, it is Arion’s lyre that is carried by the dolphin. The voyage becomes not a
physical but chronological as Arion’s voice is carried from the Archaic period through to
the Hellenistic period. Also — and this is most important — Arion and the object which
represented him in Herodotus, the small statue of a man riding a dolphin, have been
replaced by the image of the lyre, which is represented not by any figure but by the poem
itself. In Herodotus, Arion did not have a lyre at all. He was not a AupioTrjs but rather a
KIBapdds and specific mention is repeatedly made of his ki8&pa. For some reason,
Posidippus has chosen to change the instrument that represents Arion’s poetry from the
kithara to the lyre.

A similar phenomenon can be identified in the Carmina Anacreontea which
frequently mention the lyre of Anacreon and even his Aupikrj povoa though there is no
mention of the lyre in the extant fragments of Anacreon. On the other hand, Anacreon
does mention the barbiton and is even credited as its inventor by Athenaeus. He is also
frequently depicted holding the barbiton on vase paintings.”> Again, these Anacreontic
imitators chose to focus on the lyre to symbolize Anacreon’s poetic activity, even though
the barbiton would have been a much more appropriate choice. There are also traces of
the lyre’s importance among the Peripatetics, where a fragment of Heracleides shows the
author suggesting that the lyric poet Linus’ name derived from Aivos, the word for a lyre
string.**

By the early Hellenistic period, then, the lyre had already taken on metonymic

force as a symbol for poetry. Yet it is possible to trace this phenomenon even earlier. In

» Carm. Anacreontea fr. 2,1 and 3,2 West (1993); Ath. 3.182ff. On depictions of
Anacreon cf. Nagy (2007) 245 and Frontisi-Ducroux and Lissarrague (1990) 237 Fig. 7.6.
* Fr. 160 (Wehrli).
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book six of Plato’s Laws there is a discussion of education in which the lyre is given a

special metonymic force. The Athenian is enumerating different “subjects” of education

for his idealized guardian of the laws:

KaiTol T& puev mepl TOV TéAepov & Sel pavBdvely Te aUToUs kai HEAETEV
Exels T Aoy, Ta 8¢ Tepi T Ypduuata TpadTOoV, Kai SeUtepov AUpas
TEPL Kai Aoy10uGdVY, GV Epapey Belv Soa Te TTPds TOAeOV Kai
oikovopiav kal T katd TéAw Sioiknow xprival ékdotous AaBeiv, kai
TPOs T& aUTA TalTa ETL T& XPTOIUa TAV év Tals Teptddols TGV Beicov,
&oTpwv Te TEPL Kai 1)Aiov kai oeArjuns, oa Sloikelv Avaykaidv E0TIv
Tepi kai Aiov kai oeArjuns, Soa Sloikelv dvaykaidv ¢oTv Tepl TalTa
Téon méAel.?

You know from our discourse what are the military exercises they ought to
learn and to practice, but the matters that have not as yet, my friend, been
fully declared to you by the lawgiver are these — first literature, next, lyre-
playing; also arithmetic, of which I said that there ought to be as much as
everyone needs to learn for purposes of war, house-management and civic
administration; together with what it is useful for these same purposes to
learn about the courses of the heavenly bodies — stars and sun and moon —
in so far as every State is obliged to take them into account (Trans. Bury).

In his list of potential subjects for education, the Athenian singles out lyre-playing

(AUpas Tépr) as representative of music and opposes it against other subjects such as

physical education (T& mepi TOv TéAepov) reading and writing (T& Tepi T& ypduuaTta),

arithmetic ([T&] Aoyioucov [mepi]) and astronomy (t& &oTtpcov mépt). Here lyre-playing

is singled out as representative of the subject of music. Later in the same discussion a

further distinction is made, this time within poetic compositions, between those meant

only to be recited and those written specifically for musical accompaniment:

Tpos 8¢ 81 padrjuata &Aupa TOIMTAV Kelpeva €V YpaUUAOL, TOTS UiV
META HETPOV, TOTS & &veu PUBUAY TUNUATWY, & 8T CUYYPAUUATA
kata Adyov eipnuéva udvov, TnTdpeva pubpol Te kai &dppoviag.?

> Leg.809c5.

*® Leg.810b5-9.
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With regard to lessons in reading, there are written compositions not set to
music, whether in meter or without rhythmical divisions — compositions
merely uttered in prose, void of rhythm and harmony (Trans. Bury).

Here, in his use of the adjective &Aupos, Plato moves beyond simply designating
musical education by means of the lyre. He actually draws the distinction between poetry
to be sung accompanied by the lyre and other poetry, written merely (one assumes) for
recitation. This early use of the lyre to distinguish between different types of poetry
seems like a clear precursor to the clear articulation of a lyric genre using the same object
that became emblematic of the genre later in the Hellenstic period.

But why all this focus on the lyre in the first place? In the archaic period, lyric
poetry was accompanied primarily by stringed instruments, such as the lyre, the kythara,
the phorminx, and the barbitos, and by wind instruments, such as the aulos. Archaic lyric
poets mention of all of these instruments. Vase-paintings from the archaic period bear
images of young boys training with either a lyre or an aulos and sometimes shows their
teacher with the more complicated barbitos.”” Strangely, the kithara is absent from these
images. Stranger still, in the fifth century, the aulos disappears and the lyre alone
remains. This disappearance of the aulos can be explained by the fact that wind
instruments were spurned for their orgiastic associations. There is much evidence for the
rejection the aulos in preference of stringed instruments in the classical period in Athens,
ranging from the myth of Athena’s rejection of the flute because it distorted her features

to Alcibiades’ legendary refusal to learn aulos-playing.”® Plato and Aristotle both

*" Gérgemanns (1990) 56.
2 Plut. Alc. 2.4-5; Arist. Pol. 8.6 Cf. McKinnon (1998).
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specifically favor stringed instruments to wind instruments for educational purposes.”
The Platonic material quoted above suggests that the lyre was the instrument on which
well-brought-up Athenian men would have been musically educated. Thus, when these
well educated men gathered for a night of drinking and poetry at a symposium, any lyric
poem sung will have most likely been accompanied by the lyre, just as a folk song
originally composed for another instrument might be strummed on the guitar around a
camp fire. It is not at all difficult to imagine that the lyre’s central role in the education
process led to its preferred status at the symposium and its eventual association with the

sort of poetry performed there by symposiasts.*

** Plat. Resp. 399c-¢; Arist. Pol. 1341a-b on which see Ford (2004) 325-6.
3% This argument for the origin of the term Aupikds owes much to Gorgemanns (1990).

30



CHAPTER TWO: MELIC METRICAL EXPERIMENTATION IN
THE HELLENISTIC PERIOD

“Auch metrisch ist das Bild bunt.”

-Willhelm Kroll!

Chapter one traced the process of the emergence of book lyric in the Hellenistic
period from the melic poetry of the archaic period. By Hellenistic times, lyric poetry had
transitioned from songs composed to be heard at symposia or other ritual occasion to a
self-conscious literary entity, written to be read among the learned circles of Alexandria.
As the music faded, meter emerged as a new means for Hellenistic lyric poets to add
texture and connotation to their compositions. Chapter two will examine several
instances of how Hellenistic poets began to manipulate meter in Hellenistic book lyric. It
begins with close reading of Callimachus’ lambus 13, a programmatic poem that looks
back on the author’s metrically diverse collection of lambi, but serves as a good general
introduction to the new heightened attention to formal aspects of poetics like meter. Next
it examines several of the lyric compositions of Theocritus, including his longer lyric
paidika as well as his epigrams in lyric meters. The chapter closes with a look at two
technopaignia, metrical picture poems by Simmias of Rhodes. This discursive overview
of different examples of Hellenistic book lyric will demonstrate both how metrically self-
conscious the Hellenistic lyric poets could be and how important meter was to the

definition of the new genre of “lyric” poetry as such.

' Kroll (1924) 204.
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Callimachus’ Iambus 13: A Metrical Manifesto
Arguably Callimachus’ best-known fragment is his prologue to the Aitia, in which the
poet answers his literary enemies, the Telchines, who criticize his short but polished
poetry, mocking it as émos... Tutfév. Callimachus’ response becomes a programmatic
mantra for the refined Hellenistic aesthetic, the Movoav.. AemrtaAénv.” It is likely that
late in his life Callimachus placed this poem at the beginning of his collected works to
serve as a frontispiece to his poetry by championing its characteristically slender,
cultivated style. lambus 13 is a similar poem in placement, content and tone. Placed at
the end of his collection of iambic poetry, it serves as a sort of epilogue to the collection,
an opportunity for Callimachus to look back and comment on the lambi as a whole
literary opus. As in the prologue to the Aitia, lambus 13 delivers a programmatic
message through an imaginary téte a téte between Callimachus and one of his critics. As
we shall see, lambus 13 also similarly elaborates an aspect of Hellenistic poetics for
which Callimachus can be seen as spokesman.

Though it fared better than many of the other poems in the collection, lambus 13
is still preserved in a highly fragmentary state. Luckily, one of the papyri® that preserve
the lambi also contains a prose summary of each poem known as the diegesis. These
summaries are invaluable for the light they shed on the main themes of each poem. For
lambus 13, the diegesis runs as follows:

Motoat kaAai k&moAAov, ofs éyco omévdeo:
‘Ev ToUTw mpods Tous kKaTapeupopé-

vous auTov el Tij TToAveiBeia v

YPAPEL TOINUATWY ATTAVTAV Protv STl

"leova pipeiTal Tov Tpayikdy:
AAN’ oUdE TOV TékTOVE Tig HEUPETAL TTOAUELST]

>Fr. 1 (Pf)
P Mil 1. 18.
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OKEUT TEKTALVOUEVOV.

“Fair Muses and Apollo, to whom I make my libation.”

In this he says to those who fault him

For the polyeideia of the poems which he writes

That he is imitating lon the tragic poet.

Nor does anyone find fault with a carpenter

For creating varied artifacts.
After quoting the first line of the poem, the diegesis explains that main charge leveled by
the critic against Callimachus is one of moAuveieia. This term, which literally means
“variety of form,” is difficult to interpret. Acosta-Hughes, adducing the use the term
eidos for classes of poetry, suggests that moAuveideia refers to multiplicity of poetic
genre.” It is true that the Callimachean oeuvre does comprise many types of poetry and
often mixes elements of different genres within the same poem or collection. It is true,
too, that the collection of lambi contains aspects drawn from many different poetic
genres. But it is an oversimplification to see Callimachus simply defending this style of
his book of lambi as a Kreuzung der Gattungen. In point of fact, the word moAueideia
appears nowhere in the extant text of any of the lambi. Moreover, while the lambi do
draw on elements of several genres, this mixing is characteristic of almost all of
Callimachus’ poetry. lambus 13, unlike the Aitia prologue, is positioned so as to
retrospect specifically on the book of lambi as a collection. A close examination of the
text of Jlambus 13 will show that the roAueideia defended by Callimachus in Tambus 13
does involve notions of poetic genre, but more precisely, that it articulates these notions

specifically in terms of the creative use of formal poetic attributes, with a specific focus

on meter. As such, lambus 13 can be read as a statement of Hellenistic poetics that

* Acosta-Hughes (2002) 68. Cf. Harvey (1955) On Plato’s use of the term e8os cf. Leg.
700a-b.
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involves a heightened sensitivity to formal elements of poetry. What is more, lambus 13
singles out meter as one of the most important tools in the poet-craftsman’s poetic
repertoire.

Let us first examine the extant text that preserves the critic’s individual points of
criticism against Callimachus. The beginning of the critic’s speech is too fragmentary to
be read with any certainty. The first clear criticism comes at line ten:

EKYQp ...... [. oUT’] "leoot ouppeifas

oUT’ "Epecov ¢ABOV, TiTis EoTi.ap. [

"E@ecov, 80ev Trep oi Ta pétpa péA|AovTes

T& XA TikTeWw pr) auabdds évav|ovtar

...neither having mixed with the Ionians

nor having visited Ephesus, which is ...

Ephesus, whence those who would produce meters

That limp are inspired not without learning.
Callimachus is criticized for composing in Choliambs without ever having “visited
Ephesus,” which, as Hipponax’ hometown, is the source of learned inspiration for those
who would compose in the meter. Indeed, argues the critic, Callimachus has not even
ever been to Ionia. This criticism implies that instead of experimenting with Choliambs,
Callimachus should stick to the meters with which the Alexandrians were most familiar,
the hexameter and the pentameter, which indeed comprise the large majority of
Hellenistic verse.

The critic next attacks Callimachus’ use of dialect, arguing that Callimachus
blends the old and the new (one assumes, though the end of line 16 is illegible) as his
fancy strikes him:

&AN’ €l T1 Bupov 1) ' yaoTépa mvevo.[ (15)
elT’ ol ém... apxaiov (T’ amat. | [..].[
ToUT éut[é]mAekTan kai AaAevo | [..]..[

laoTi kai AwpioTi kai TO oUHMIK | Tov[
T[e]U uéxpt TOAUGS:;
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But if any breath of fancy touches your spirit or stomach

Either for the old or...

This is folded together and chattering

Both Ionic and Doric and a mixture of the two.

How far will your daring go?
This criticism is not off the mark, the lambi are indeed written in a variety of dialects:
lambi 1-5, 8, 10, and 12-13 are composed in a literary lonic, lambi 6,9, and 11 in a
literary Doric, and Jambus 7 in a literary Doric with some Aeolic features.” For the
mixture of old and new, one need look no farther than lambus 1, which features the ghost
of the archaic poet Hipponax returning to chastise contemporary Alexandrian
philologists. The critic reproves Callimachus’ mixture of poetic elements as overly
daring and even “unhealthy” (cos Uy1eins oude Téovuxl wavers 1. 21).

Callimachus’ response to the critic begins with the vocative ¢ Agoe at line 24.

The adjective is significantly the same one used by Hipponax’ ghost to single out one of
the envious Alexandrian philologoi in Jambus 1.° In one of several shrewd allusions that
look back on earlier poems in the collection, Callimachus adopts the role of Hipponax’
ghost and casts his critic as one of the envious Alexandrian contemporaries of poem one.”’

When the text becomes fully legible at line 30, Callimachus response comes cast in

explicitly metrical terms:

> The same can be said for their meter. The first four Jambi are written in Choliambs, the
meter associated especially with Hipponax. lambi 5-8 are epodic. 5 is a combination of
Choliambs and iambic dimieters, 6 and 7 alternating iambic trimeters and Ithyphallics.
lambi 8 — 10 are in iambic trimeters (though only one line of lambus 8 is preserved, so
we cannot be sure if this poem was epodic). lambi 11-12 are brachycatalectic iambic
trimeters and catalectic trochaic trimeters respectively.

®Fr. 191 (Pf) 1. 33.

” The fragmentary text of the following line seems to preserve some form of the word
akovw, reinforcing the allusion. Cf. fr. 191 (Pf.) 1: akoVoa® lrmcovaktos [o]u yap
AAN’ fikeo.
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Tis efmev auTt[....]Ae..p.[....]. (30)

OV TEVTAUETPa ouvTibel, oU &' n[pcdo]v,

ou 8¢ Tpaywde[iv] éx Beddv EkAnpcdow ;

dokéw UEv oUdEls...

Who said ...

“You compose pentameters, you compose the hexameter

It is your lot from the gods to write tragedy.’

No one, as it seems to me...
Most critics interpret Callimachus’ mention of the pentameter and the hexameter as
metonymic for their representative genres, epic and elegy respectively. Pfeiffer notes that
the pentameter is used metaphorically for Elegy by other Hellenistic poets.® If the
reading of 1[pcdo]v is correct, however, it is a strange term for Callimachus to use if he
wants to evoke the epic genre. “The word ripcdos usually describes puBuds rather than
poetic genre per se;”’ the metrical word standing for epic was of course &mos. The use of
these technical metrical terms for the genres they represent concords with the focus on
formal elements of poetry like meter and dialect on which the critic bases his earlier
criticism.

The diegesis tells us two more important pieces of information about lambus 13:

(1) Callimachus justified his multiform poetry by claiming that he was imitating the
tragic poet lon, and (2) Callimachus argued that poets should not be criticized for
producing variegated poems just as carpenters are not criticized for producing multiform
crafts. On the basis of the scanty remaining words in lines 35-40, it is plausible that the

comparison to the Téktcv came in this section of the poem. Line 36 includes the letters

Jppa kai Tpam[ which Barber has suggested should be read as di]ppa kai Tpa[eCav,

8 Pfeiffer (1965) 1:207.
? Acosta-Hughes (2002) 88. On the use of jpcov Cf. Plato Resp. 400c4-c1, Demetr. Eloc.
5.
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“chairs and a table” two examples of object built by the carpenter.'® Line 39 preserve the
letters ].e knv Tounk([, a seeming reference to the measurements (...kfjv To ufjkos...) of
the objects composed by the carpenter. If this is correct, perhaps Callimachus here
compared himself to a carpenter being criticized for the measurements of his multiform
products. “Should a poem’s quality” we can imagine him arguing, “be measured by the
length of its verse?” Such a metaphor would also agree with the general sense of
attention to meter already; a pun in this section on the original sense of the word pétpov,
“measure” is not difficult to imagine. One recalls Callimachus’s rejection of the “Persian
Chain” used to measure poetry at Aitia fr. 1 (Pf.) 18.

Lines 40-41 seem to mark a transition in the poem. Callimachus concludes that
the critic is talking nonsense and the word Tebuds, “law, ordinance” appears. A law of
metrical or generic purity, we imagine, that Alexandrian poets are expected to follow.
Pfeiffer has hypothesized that the following section (lines 42-51) describes the poetic
activity of Ion of Chios. Ion of Chios was best known as a tragedian, but also composed
in numerous other genres including elegy and lyric.'' If the words Jouxi uotvov €€.[ in
line 43 indeed read ouxi potvov t€&uetpov as Willamowitz suggests,'* then this section
echoes lines 31-33 in mentioning the hexameter and pentameter in combination with
tragedy. The Lydian flute and the lyre strings of line 47 may have been a reference to
Ton’s lyric compositions.”> Whatever Ion was doing with pentameters, hexameters, flutes
and lyre strings, his poetic product seems to have been described in terms reminiscent of

a TékTov. His poem is an évtelés... xprjua and is “formed” avemAdofdn. It also seems,

19 Barber (1951) 80.

"ocD*s.v. Ion* (A. Brown).

12 Wilamowitz-Moellendorff (1924) 18.
B PMG 383-6.
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that the reaction of the muses (ai 6eai line 50) to these poetic productions was positive
nyamnoav line 51.

In line 52, Callimachus shifts his focus to the present to comment on the
contemporary poetic atmosphere, contrasting the love of the muses for lon’s multifarious
poetic output with the current climate of envy and captious criticism that obtains among
the Alexandrian poets. Pfeiffer has suggested that he evokes this state of Eris through an
allusion to Hesiod’s description of Eris in the Works and Days, suggesting that
J..va|odos s képas TeBUpwTal / KOTEéw]V do1dE KTuE Bel. Tampay...[ recalls kai
KEPOAUEUS KEPAUET KOTEEL KA TEKTOVI TEKTWV. / Kal TTTWXOS TTWXD PBovéel kal
&o18ds &ordép.'* If so, this deft allusion would accord with the earlier description of the
poet as TékTcwv and also provides another link between Callimachus and Hipponax in
lambus 1 by recalling poetic envy, the very issue Hipponax returns from Hades to correct
(cf. Iambus 1.5 ...amayopevel pBOVEIV).

This envy results in the other Alexandrian poets condemning any poet who
deviates from the conservative Tebuos that restricts the poetics of the day. For this reason
there are those who do not share his own poetically (and specifically metrically)

adventurous spirit, Callimachus says. But these poets reap an unhealthy poetic harvest:

ToUd’ olvek’ oUdtv miov, &[AA&] Aiunpd (60)
€kaoTos &kpols SakTuAols atokvilel,
o5 Tiis €Aaing, 1) avémauoe Ty AnTe.

For this reason nothing rich, but rather famine-causing
Each one scrapes off with his fingertips
As though from the olive treat, which gave rest to Leto.

' Hes. Op. 25-6; Cf. Pfeiffer (1965) 1:208.
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This seemingly bizarre passage becomes clearer with explication of its numerous puns
and allusions. The contrast drawn between Triov rich and “hungry” Aunpd& poetry is
reminiscent of the advice given to Callimachus by Apollo in the prologue to the Aitia, but
with the terms cleverly reversed. Here, rather than being fat (Traxus) as opposed to
slender, Callimachus characterizes current poetic practice as “starved” by a lack of
formal creativity. As a result even the muses themselves fear for their reputation and
have deserted the contemporary poetic community (Tapémtnoav / kautai Tpoueioat
MM KakGs akovowot- 1. 58) The implied criticism is that Alexandrian poets are too
fearful to dare the sorts of experimentation with poetic form that Callimachus ventures in
the lambi. Their traditional hexameters and pentameters are ironically “famished”
despite their hulking size and stout subject matter. That Callimachus has formal elements
like meter in mind is clearly brought out by a metrical pun, when Callimachus paints
these poets as scraping with their fingertips (8aktUAois) bits from the olive tree that
supported Leto when she birthed Apollo, the god of poetry. The mention of an olive tree
is also a case of internal self-reference within the lambi, as line 62 is an almost direct
quotation of line 84 of Iambus 4 (T T]fjs éAaing, T} av[émavc]e TNV AnTcd.) Iambus 4 is
another agon on questions of poetics between an olive and a laurel tree, in which
Callimachus contrasts the olive’s simplicity with the anger and bombast of the laurel. It
is significant, given the context of poetic richness and famine, that the olive wins the
contest because it is edible while the laurel is merely decorative. Through these allusions
to other poems in his oeuvre, both in the lambi and in the prologue to the Aitia,
Callimachus situates this one debate on formal poetics within his larger aesthetic system.

lambus 13 closes with Callimachus defiantly repeating the words of his critic:
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oUT’ ["E@eco]v éABcOY, ouT’ ["lwo] ot ouppeifas

"E@ecov, 80ev Trep oi Ta pétpa péA|AovTes

T& XA TikTEW pr) auabdds évav|ovtar
Depew has suggested that Callimachus, in closing with a focus on learned inspiration,
may be answering not only his critic in lambus 13, but also providing a general defense
of the scholar poet as a skilled craftsmen. Plato famously treats the question of whether
or not Greek poets possessed Téxvn in the Jon, in which Socrates proves that the hapless
Ion excels as a rhapsode not on account of any skill but because he is possessed by the
muses.”” Socrates argues by extension that this is the case for all poets. Much evidence
supports the idea that Callimachus positions his response in lambus 13 against Plato’s
dialogue. Not only does Callimachus find in Ion of Chios a poet who skillfully composes
in many genres—the very ability denied to the poets by Socrates in Plato’s dialogue—he
manages to produce him as a counterexample with the same name as Plato’s hapless
rhapsode. Callimachus also co-opts the well-known Platonic metaphor of a carpenter in
his defense of the skilled poet who composes in a variety of forms.'® In this context,
Callimachus’ reaffirmation of the inspired learning behind the /ambi sounds like a direct
attack on the Platonic idea that poets cannot be both skilled and inspired simultaneously.
The recherché word évavovTail and litotic phrase ur auabdds certainly demonstrate his
poetic Téxvn. Due to his learning, Callimachus may fruitfully experiment with the
meters of archaic poet Hipponax without needing to visit Ephesus, ironically also the
hometown of Plato’s rhapsode.

In Iambus 13 Callimachus advances the image of a poet with the erudition to

access the multiform Greek poetic tradition and the inspiration to employ the various

' Jon 533¢6.
'“E.g. Resp. 597d9ff.
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formal elements he finds there in creative new ways. These formal elements like dialect
and, even more so, meter, become the materials in which the poet-craftsman fashions his
wares. Like the prologue to the Aitia, lambus 13 may be read as a statement of
Callimachean poetics that can be profitably applied to the entire Hellenistic period. The
motif of a poet as a craftsman manipulating formal elements of the Greek tradition occurs
again and again in Hellenistic poetry, especially in instances of metrical experimentation.
As Callimachus does in lambus 13, many poets specifically saw meter as an opportunity

for formal creativity in experimental new types of poetry.

Naming Meters: Theocritus Idylls 29 and 30

In addition to being a time of metrical experimentation, the Alexandrian period
was an era of scrupulous literary taxonomy. Literature was divided by genre and pigeon-
holed, most famously in Callimachus’ pinakes. This organizational impulse also
extended to meter and overlaps to some extent with our investigation of metrical
experimentation in Hellenistic book lyric. As Hellenistic poets excised various metrical
phrases from archaic and classical strophic compositions and used them kata stichon to
create entire poems, they often also gave these phrases their names. Friedrich Leo was
the first to point out that these metrical phrases almost always took the names of the
Hellenistic poets who first used them in stichic repetition.'” As a result, many minor
Hellenistic poets like Glykon and Phalaecus earned an immortality they would probably
have never achieved on the basis of the quality of their poetry alone.

Some opportunistic poets even took to inventing new metrical combinations

solely for the kleos their invention would confer upon their name. Take for example the

7 Leo (1897) 65.
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otherwise unheard of Philicus, who unabashedly attached his name to the first line of a
poem in choriambic hexameters:

Kawoypdgou cuvBéoews Tiis PiAikou, ypaupaTikoi, Sdpa pépcd Tpos
Uuas:

I bring to you, grammarians, the gifts of the new-written composition of
Philicus.

The poem is pure metrical artifice, indeed much more of a gift to the Alexandrian
philologists than Demeter and Persephone, the goddesses to whom it was apparently
dedicated. Philicus no doubt hoped the verse would be named in his honor and tried to
ensure this by placing his name directly in the middle of the first line. Hephaestion tells
us that although Philicus did not invent this verse (Simmias uses it in the 4x), it was
nevertheless named the “philikion” because Philicus was “the first to make entire poems
out of it” (cos TPETOS TOUTW TR HETP [Ta] SAa TomuaTa ypdwas.) '® In other
words, he first used it create an entire poem in only this meter by using it kata stichon.
As Leo notes, “in der Regel” this was the case whenever the name of a Hellenistic poet
was assigned to a new metrical cola. Like Philikus, Boiskos of Kuzikos also hunted the
glory of an eponymous verse by “inventing” the trochaic octometer:

Bidokos amo kulikou, T&vTos ypagéus ToruaTos, TOV OKTATTOUY
eupcov oTixov Poife Tibnot ddpov.

Bioskos of Kuzikos, the writer of an entire poem, having invented the
eight-foot stichos, dedicates it as a gift to Apollo.

Bioskos not only tries to ensure that this verse will bear his name in the metrical
handbooks by including it in the opening line of his poem, he also explicitly points out
that he meets the criteria for canonization: kata stichon use of a meter to write an entire

poem (TTavTos TouaTos ypaweéus). For these reasons, Bioskos implicitly argues that

'8 Consbruch (1906) 31.
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he is the inventor (eupcov) of the meter. He even suggests that meter can be used to build
a structure that can be dedicated (Tifnou) like a statue to Apollo.

Of course, meters were also named for archaic poets like the Anacreontean, the
Archilochean, the Alcaeic, and the Sapphic. But when they were named after a
contemporary Hellenistic poet, it was almost always based on the criteria that Bioskos
identifies. In fact, there is only one seeming exception to Leo’s Rege/—an instance when
a verse took the name of a Hellenistic poet who was not the first to use it kata stichon."’
This was the Asclepiad, first used to compose entire poems in the Archaic period by
Sappho and Alcacus.”

Asclepiades was an important poetic figure in the Hellenistic period, especially

221 Theocritus

for epigram, on which he exerted a “powerfully formative influence.
makes reference to him in the Idylls* as one of the great poets of his age. At least 33 of
his epigrams survive, the majority amatory in theme. Though he must have composed

enough lyric poems in Asclepiads to warrant an eponymous meter, none of these poems
survive.”> The meter to which Asclepiades gave his name is a glyconic with choriambic

expansion of two recurring forms, the ‘Asclepiad’ (xx—UU--UU-Ux) and the so-called

‘greater Asclepiad’ (xx—-UU--UU--UU-Ux), merely adding an extra choriamb to the

' Some have made the argument from Caesius Bassus’ statement (Keil 6.258.16) that the
Phalaecean was written et dispersi et continuati in the fifth book of Sappho, but the
meaning of continuati is unclear and could very possibly refer to the repetition of the
verse every several lines as in Sappho 96V. Even this exception is complicated by the
fact that while the Archaic poets did compose entire poems in Asclepiads, they were not
technically kata stichon but kata disctichon.

2 According to Page (1955), the third book of Sappho was composed in greater
Asclepiads. Alcaeus also used the meter.

*! Gow and Page (1965) 115.

2 1d. 7.39.

%3 Unless the line quoted by Trichas (SH 215) is his.
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first.>* Again, the Asclepiad is unique because Alcaeus and Sappho composed entire
poems in it during the archaic period but it nevertheless went by the name of a Hellenistic
poet. The tension between the meter’s archaic birth and Hellenistic namesake is evident
in Hephaestion’s lemma on the meter in his Enchiridion Peri Metron where he calls it the
Asclepiad, but chooses to exemplify it from Alcaeus.”

This tension can be profitably explored in Theocritus’ Idyl/ 30, a Hellenistic poem
written in Greater Asclepiads, and its partner poem, Idyll 29 written in Aeolic
pentameters (xx —UU-UU-UU-Ux). Along with Idy/l 28 and the mutilated /dy// 31,
both in greater Asclepiads, they are the only Theocritean idylls written in lyric meters and
composed in the Doric dialect. In the manuscripts of Theocritus, these poems are both
entitled mauBiké&.*® Their shared subject is pederastic, erotic homosexual relationships
between an aging lover and his beloved. In each case the speaker, an épaoTris, bemoans
the unrequited love of his épcopevos. Since I will compare the two poems in detail, I
quote them both here in full and offer Gow’s translation, slightly modified, for
preliminary consideration.

“Olvos, & @iAe ai,” Aédyetal, ‘kai aA&Bea’™ (1)
K&UME Xp1) HeBUovTas dA&Beas Eupeval.

K&Y W HEV TA PPEVOV EPEW KEAT €V HUXCD

oUk SAas @IAénv W E6éAN0CO° &y kapdias.
Yook TO yap aiuiou Tas Lolas Exco (5)

Ca T oav i8éav, T6 8¢ Aoimov ATdOAeTo"
KAOTav pév ov BéAns, nak&peooiv ioav &y
Auépav: dta &’ ouk £6¢ANs oU, HAA’ v okOTwW.
TGS TalT &pueva, TOV rAéovT’ dvials didcov;

aAN af poi T1 mibolo véos TpoyeveoTépe, (10)
TG ke Adlov alTos éxov el ETaivéoas.

** We have no trace of the term “greater Asclepiad” in antiquity. The expanded form was
also referred to by Sacerdos as the pentametrum brachycatalectum asclepiadeum
choriambicum Keil 6. 536. Cf. Hunter (1996) 176.

2> Consbruch (1906) 31.

* Gow (1952) 504.
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Toénoal kaAiav piav évv évt Sevdpico,

STTTUL pNdev amifeTan &yplov SpTETOV.

viv 8¢ TBEe pév uaTtos &AAov éxns kA&Gdov

&AAov &’ alplov, £€ aTépw & &Tepov paTns: (15)
Kai pév oeu TO k&Aov Tis (8cov pébos aivéoal,

T 8 eUbus Aéov 1) TpiéTns Eyéveu pilos,

TOV Tp&dTOV 8¢ PilevTa TpiTaiov ébrikao.

T &vdpcov Tov Utrepavopéwv dokéng Tvény:

@iAn &, &s ke £ons, TOV Ynotov Exnv &el. (20)
ai yap @de mons, &yabos pév akovceal

e€ &oTwv' 6 8¢ Toi kK’ "Epos ou xaAémes €xol,

05 &vdpov Ppévas eUHapEéws UTTadauvaTal

kéue udABakov EE emédnoe oidapic.

aAA& TEpp ATMaAw oTUpaTds o TTedépxopal (25)
Opvaodnv 8T méppuciv Noba vecdTEPOS,

KCOTL ynpdAeol TéAopev Tpiv ATUTTUCAL

Kali puoool, vedTaTta 8’ Exnv TaAwvdypetov

oUK EOTI' TTéPUYas yap EmwHadials popet,

Ké&upues BapduTepol T& ToTrjueva oUAAGRNv. (30)
TalTa Xpr1] 0 vOevTa TEANY TTOTIUCOTEPOV

Kai pot Topapéve ouvépav addAws oébev,

BmTes, &vika Tav yévuv avdpelav éxms,

aAA&Aoiot meAcoped’ AxiAAéiol pidot.

ai 8¢ TaUTa @épnv AVEUOLIOIV ETTITPETITS, (35)
gv BUne 8¢ Aéyns “Ti pe, Saipdvr’, EvwdxAns;’

vV pEv KATT T& XpUoia &GN’ Evekev oebev

Bainv kai puAakov vekUcov eda KépRepov,

TOTa 8 oUdt k&AevTos ¢’ avAetals BUpais
TpoudAolul ke, Tauoduevos xaAémw méb.

‘Wine and truth, dear lad’, the saying goes, and in our cups we too must
speak truth. And I shall tell thee what lies in the recesses of my mind:
thou wilt not love me with all thy heart. I see it; for half my life is mine by
reason of thy beauty, the rest is lost; and when though wilt, the day I pass
is that of the Blessed, but when thou wilt not, it is dark indeed. How can
this be right, to plunge in troubles one that loves thee? Nay, thou are
young and I thy elder; hearken then to me and though shalt profit thereby
thyself and thank me for it. Make thee thy single nest in a single tree
whither no wild creeping thing can come. Now on one bough thou lodgest
to-day, to-morrow on another, and from the one lookest ever for a new;
and whoso sees and praises thy fair face, for him thou makest thyself
forthwith a friend of three years’ standing, while him that loved thee first
though settest among thy three-day friends. [Thou art too fickle, and
shouldst cling ever to thy like.] If so thou dost thou shalt be of fair repute
in the town and Love shall not deal hardly with thee — Love that lightly
tames the hearts of men, and has robbed me, that once was iron, of all my
strength. Nay, by thy soft lips, I bid thee call to mind that thou was
younger a twelvemonth since, and ere a man can spit we grow old and
wrinkled. Youth once gone is past recovery, for on its shoulders it wears
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wings, and we are slow to capture things which fly. These thoughts
should make thee kinder and teach thee to return my love which is without
guile, and then when the beard of manhood covers thy cheeks we may be
to one another as Achillles and his friend. But if thou cast my words upon
the wind to bear away and say in thy heart, “Nay, Sir, why must thou vex
me?, though now for they sake I would even go seek the golden apples or
fetch Cerberus who wards the dead, then would my heavy longing be
stayed nor would I even come to the house-door shouldest you call me.

"What Ted xaAéTw kaivoudpw TGdE voorjuaTos: @))
TETOPTALOS EXEl TATOOS EPOS UTVA UE BeUTEPOV,

KAA UV HeTPiws, AN’ dTrooov T 1 TreppexEL

Ta&s y&s, ToUTo XApis, Tais 8¢ mapavails yAuku petdial.

Kol vV HEV TO KAKOV Tais HEV Exel TAls & dvinoi Ue, (5)
Taxa ' oud’ doov UTve "mTUXNnV E00ET’ épwia.

ExBes yap mapicov Edpake AéTT &upe B’ OppUcov,

aidéobels mpooidnv GvTios, HpevbeTo b xpoa-

Euebev 8¢ Aéov Tas kpadias cpos EdpdEaTor

eis ofkov &’ améPav EAkos £xcov kaTvo<v gv fTraT. (10)
TOAAa &’ eiokaAéoais BTpov epaiTe SieAefduav:

“Ti 3 T° alTe éns; dhoovvas Ti éoxaTtov éooeTal;

AeUkais oUkéT’ {oaiaB’ T pdpns v kpoTAPOIS TPixXas;

cOpa TOL PPOVENY* ur) <oUT>1 vEos TAV idéav TéAwv

TauT €pd’ SoOoATTEP O TCOV ETEWV APTL YEYEUUEVOL. (15)
Kai u&v &Aoo oe Adberr 16 8 &p’ fis Acdiov Eupeval

EEvvov TV XaAETTov TTATd0S EPCO<TWVY TTPOYEVESTEPOV.

TE HEv yap Bios éptrel foa ydvvors eAdpw 8das,

XaAd&oel 8’ atépa TovToTdpnv alplov Epueva:

16 8" alUte yAuképas &vbepov &PBas med’ UuaAikwv (20)
UEVEL. TG 8 & Trdbos kal TOV éoco pueAov éobiel
OUUIUVAOKOUEVQ, TTOAAa & Spat vikTos évuTiia,
Tavoachal &’ eviauTos xaAémas ouk ikavos véoco.

TalTa k&Tepa TOAAa TTPOs Epov BTpov Euepyauay:

6 8t ToUT €pat’ ‘&TTis Sokipol TOv SoAoudyavov (25)
vikaonv "Epov, oUtos Sokiuol Tois UTrep aupéwov

eupnV Ppaidicos &oTepas OMMOCOAKIY EVVEQA.

kai viv, eiT €8¢éAco, Xp1] Ue ndkpov oxdvta TOV &ugeva
EAknv TOV CUyov, elT’ ouk e8¢ TalTa ydp, oy abs,
BOAAeTal Béos & kai Alos Eopale péyav véov (30)
kaUtas Kumrpoyevrias: éue pév, pUuAAov émduepov

ouikpas devpevov alpas, OvéAwv dka pdpel Tvda.

Alack for this grievous and ill-starred sickness of mine! For two months
now a quartan passion has held me for a lad no more than passing fair; yet
clad he is with charm from head to foot, and sweet the smile upon his
cheek. Till now some days the plague lies heavy on me, and other days
abates, but soon no respite will there be — not even enough to compass
sleep, for yesterday as he passed he gave me a quick glance from between
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his eyelids, too shy to look me in the face, and blushed. And love laid
tighter grip upon my heart, and home I went fresh-wounded to the quick.
And summoning my soul long converse held I with myself: “What is this
though art at again? When will this folly cease? Hast though forgotten
thou wearest white hairs upon thy temples? The season for sense has
come. No longer young in looks, thou must not act as those whose foot is
new-set on the threshold of the years. Ay, and this too has though
forgotten: better it is for him who is older to hold aloof from the painful
love of lads. For one, life speeds on the hoof of the swift deer; to-morrow
he will cast loose his tackle and set forth to sail another course, and the
flower of his sweet prime abides among his peers. But the lover is prey to
memories, and desire feeds even on his innermost marrow: many are the
dreams that beset him by night, nor is a year’s space long enough for him
to rid him of his heavy sickness.” Such plaints and many more I laid
before my spirit, which thereto made answer, “whoso thinks to vanquish
crafty Love thinks to find readily how many times nine in number are the
stars overhead. And now, whether I chose or no, I must stretch forth my
neck to all its length and drag my yoke, for such, friend, is the will of that
god who brought low the great mind of Zeus and of the Cyprian-born
herself. Me with a breath he lifts and swiftly bears away, like a leaf that
lives but for a day in the sport of lightest airs.”

These two poems seem very similar, but scholars have pointed to subtle but

illuminating differences between them in both content and style. Scholars generally agree

that the speaker in Idyll 29 “self-consciously sets himself within the Archaic ethos” of

pederastic verse.”” This poem, written in the Aeolic pentameters used by the Lesbian

poets, opens with a well-known proverb from Alcaeus.”® Pretagostini has shown how

this quotation sets the stage for a group of fopoi from archaic pederastic verse,

particularly those found in the verses of Theognis.”” These include (1) the speaker’s

disappointment over his beloved’s unwillingness to reciprocate, (2) the praise of the

pedagogical role of the épaoTrs, (3) the condemnation of the mercurial nature of the

gpcopevos, (4) the ethico-political importance of proper behavior for the épcopevos, (5)

" Hunter (1996) 175.

28 Fr. 366V.

% Pretagostini (1997) 9-18.
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the sentiment that what goes around comes around, i.e. that an épcopevos who rejects his
¢paotns will one day suffer the same fate as an adult, and (6) a reminder to consider the
fleetingness of youth.’® On the other hand, /dyll 30 exhibits a decidedly more
Alexandrian tone.”® The description of love as a disease is typical of much ancient love
poetry including, of course, Sappho 31 V, but the specificity with which Theocritus treats
it in Idyll 30 is highly Alexandrian. The speaker metaphorically compares his
lovesickness to the Quartan fever (1.2), speaking in detail about his symptoms in a way
that betrays a learned medical knowledge, a detailed display of erudition that is typically
Alexandrian. Equally Hellenistic in taste is the dialogue in this /dy//, not between
gpaoTrs and épcopevos as it is imagined in Idyll 29, but as an introverted conversation
between the épaoTr|s and his 8Upos. Similarly, poetic topoi that are familiar from
archaic erotic poetry are transformed in ways that conform to precious Alexandrian
sensibilities. Human helplessness in the face of love is compared to the difficulty of
counting the stars in the sky in multiples of nine (1.27). The traditional Homeric simile
comparing human beings to falling leaves®” no longer describes the tragedy of human
life, but is rather co-opted to comment on the frailness of the human spirit when faced
with the power of love (1.31-2).

The archaizing character of /dyll 29 contrasts the Alexandrian sensibility of its

partner poem, Idyll 30, even at the formal level of meter. The differing distribution of

91) v.9; 35-40. Cf. Sappho 1V 1. 19-24; Thgn. 1299-1203, 1283-1285; Anac. 15 Gent. 2)
1.10-11. Cf. Thgn. 1351, 1235, 1321 and 1366. 30 3) v. 16-18. Cf. Thgn. 1257-1285,
1261-1262, 1265-1266, 1270, 1373-1374. 4) 1. 21-22 Cf. Then. 1377-1379. 5) 1.21-22 Cf.
Thgn. 1307-1309 and 1330-1334. 6) 1.25-30 Cf. Mimnermus fr. 7 (Gentili) and Thgn.
1305-1307.

3! Pretagostini (1997) 18.

32 Cf. II. 5.441-2; Simonides IEG 99.
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verses in the two poems reinforces both the archaizing aesthetic of /dy// 29 and the
Alexandrian one of /dyl/l 30. Hephaestion informs us that Alcaeus and Sappho actually
used Aeolic pentameters and greater Asclepiads kata systema—in repeating distichic
strophes—rather than in single verses kata stichon. Both indirect and direct evidence
verify Hephaestion’s statement.”> By paying close attention to enjambment, Fassino and
Prauscello have demonstrated that Idylls 28 and 30 clearly display kata stichon
composition, while Idyll 29 is articulated in artificially reinforced distichs.** In the
archaic period, Sappho and Alcaeus could allow for enjambment between distichic
strophes, presumably because the melody accompanying them as they performed their
poetry repeated itself every two verses, reinforcing the form of the distich. In the
Hellenistic period, when the structuring force of music was lost, poets relied more on
meter to structure their verse.” Idyll 28 and 30 allow enjambment between both odd and
even numbered verses. Idyll 29, on the other hand, only allows it after even numbered
verses.’® By allowing for enjambment only between even numbered verses, Theocritus
creates the effect of kata systema composition in distichs that he must have known from

his Aeolic models. He makes no effort to reproduce this effect in the other Idylls.

33 Hephaestion bases his argument on the fact that the paragraphos appears next to every
other verse in the papyri of Sappho and that all the poems written in these meters
contained an even number of verses cf. Consbruch (1906) 63, 4-8 and 15-24. The extant
papyri of Sappho do not bear the paragraphos, but papyri bearing poems of Alcaeus (38a
and 50V) in the same meters do. Cf. Fassino and Prauscello (2001) 9—12.

** The monostichic nature of 28 and 30 is also detectable in more obvious ways; Idyll 28,
for instance, has an odd number of lines!

> L. E. Rossi (1998) has made a similar argument for Horace’s relaxation of metrical
“rules” established in his book poetry when he wrote the sung Carmen Saeculare.

*® The one exception between v.28 and 29 seems to be on purpose and for effect. Cf.
Fassino and Prauscello (2001) 35.
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The history of the use of the Asclepiad meters on the one hand and Aeolic
pentameters on the other also supports the notion of an archaic/Alexandrian divide
between the two poems. Asclepiad meters (and choriambic expansion in general) were
used widely not only by archaic lyric poets but also in kata stichon compositions between
the archaic period and Theocritus’ time.”” Other stichic compositions in choriambic
meters in the Hellenistic period are not hard to find.”® Instances of meters with dactylic
expansion, however, are much more limited in the intervening centuries. More
importantly, there is no evidence of any poetry composed kata stichon in this particular
meter between Alcaeus and Theocritus.”® Thus, as opposed to the contemporarily
popular Asclepiads of Idylls 28 and 30, the Aeolic pentameter in Idy// 29 must have had a
strong archaic flavor. It seems, then, that the fact that Idy// 29 is conspicuously not
written in Asclepiads plays an important role in its overall archaizing aesthetic.

It would be odd, then, to note several allusions to Asclepiades’ poetry in Idyll 29.
But this does seem to be the case. For although the proverb that opens the poem was a
common one in antiquity, Asclepiades, the very poet whose eponymous meter Theocritus
consciously avoids in Idyll 29, also used a version of this proverb prominently at the head
of one of his epigrams:*

Ofivos €pwtos EAeyxos: Epav ApVeEUHEVOV TIUTV
fiTtacav ai moAAai Nikaydpnv mpomdoeis:

3T Cf. especially PMG carm. conv. 897, 902-905, 908. For a fuller account of the history
of the aeolic meters in the centuries between the Archaic and Hellenistic period see
Fassino and Prauscello (2001) 21-37.

3% Call. fr. 400 (Pf.): gI*°| gI**, Simmias fr. 16 (Campbell): hipp™, Seleucus fr. 3
(Campbell): gl**| gl*°, Ps.-Stisich. PMG 278: gl**| gl**, Anon. SH 215. Asclepiades’
stichic compositions must have added to this group considerably.

¥ SH 1001 cannot be included because it is the result of a conjectural reading. PMG 989
should also not be included because, as a pure dactylic pentameter, it is most likely not
Aceolic.

“GP 18.
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Kal yap eédAKPUCEY Kal EVUOTAoE Kai Tl KATNPES
EBAetre, Xd opryxBeis oUk Epeve oTEPaVOS.

Wine is the proof of love. Nicagoras denied to us that he was in love, but
those many toasts convicted him. Yes! He shed tears and bent his head,
and had a certain downcast look, and the wreath bound tight round his
head kept not its place (Trans. Paton).
That Asclepiades, one of Theocritus’ admired poetic predecessors,*' had conspicuously
rewritten this Alcaean sentiment in an epigram, adds a new layer of meaning to the
Theocritean quotation. Whether or not the verse stood as such in Alcaeus or whether
Theocritus inserted the word Aéyetan,* the fact that Asclepiades had also recently made
poetic use of this proverb adds ambiguity to the parenthetic statement “it is said.” The
proverb’s statement in vino veritas “is said” both by Theocritus’ archaic models and his
Hellenistic contemporaries. The fact that Theocritus choose to quote Alcaeus in a
particularly archaizing meter, instead of rewriting his own version of the proverb as
Asclepiades does, suggests that Theocritus is consciously rejecting contemporary trends
in favor of classical models.

In doing so, Theocritus acts out poetically the amatory advice his speaker gives to
his beloved: he stays true to Alcaeus’ trusted poetic model, rather than pursuing whatever
pop trend strikes his fancy. Another Asclepiad intertext at the end of the poem, also
contrasted with alternative archaic models, confirms this identification of poetic practice
with erotic impulse. If his beloved heeds his advice, the speaker promises, the two will
become friends like Achilles and Patroclus (1.34). If, however, the beloved ignores his

pleas, though the speaker is currently willing to perform Hercluean labors to prove his

affection, he will soon not even come to the door when his beloved stands outside calling

*! Theocritus specifically mentions him under the pseudonym ZiiAi8as as one of the
most outstanding poets of his era in /d. 7.40.
2 Gow (1952) 504.
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him.* This vignette, Hunter has noted, is quite similar to the paraklausithyron, in which
an exclusus amator sings a woeful ballad on his beloved’s doorstep. Though best known
from Roman elegy, the paraklausithyron was also a popular subgenre in the Hellenistic
period, and among its most prominent practitioners is none other than Asclepiades
himself.** What is more, it seems that Theocritus may have a specific epigram of
Asclepiades in mind when he writes: TéTa 8 oUd¢ k&AevTtos ¢’ avAetals BUupais /
TpoudAoiui ke, Tauoduevos xaAémw mébco. Included among Asclepiades’ many
amatory epigrams, is this paraklausithyron:

NUE, ot ydp, ouk &AANY papTUpopal, oid w UPpilel

TTubiaxs 1) NikoUs, oloa prheEamdTng.
kAnBeis, ouk &kAnTos, EAAuba: TauTd Taboloa
ool HEUYaIT’ €T épol oTaoa Tapa Tpobupots.®

Night, for I call you along to witness, look how shamefully Nico’s

Pythias, ever loving to deceive, treats me. I came at her call and not

uninvited. May she one day stand at my door and complain to you that

she suffered the like at my hands (Trans. Paton).
The use of the word kaAéco combined with a wish for role reversal between the lover and
the beloved are present in Theocritus’ /dyll and Asclepiades’ epigram. What is more, the
paraklausithyron provides a perfect example of new Hellenistic mores, both poetic and
social, that fly in the face of much of the archaic erotic ethos.

A major literary development of the Hellenistic period was the emergence of

amatory poetry written by men for women. While there was certainly still much male-

. . 46 . .
male pederastic Alexandrian verse,” poetic reflections on ‘homo- vs. heterosexual love’

* This interpretation differs slightly from Gow’s but is preferred by Hunter (1996) 176.
* On the genre in general cf. Canter (1920).

* AP 5.164.

46 Cf. Cameron (1993) 24-8.
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also begin to emerge in the Hellenistic period as this epigram of dubious authorship*’

demonstrates:

oU pot BijAus €paas £ykapdios, GAA& pe Tupooi
apoeves aoPéoTel Biikav Ut avBpakift.
TAe1dTEPOV TOBE B&ATIOS S0V BUVaTLOTEPOS EponV
BnAuTépns, TdoooV X TéBos SEUTEPOS.
The love of women touches not my heart, but male brands have heaped
unquenchable coals of fire on me. Greater is this heat; by as much as a
man is stronger than a woman, by so much is this desire sharper (Trans.
Paton).
The fact that this epigrammatist felt the need to defend his homosexual proclivity
documents that homosexual pederastic verse was no longer the norm in the Hellenistic
period. This tension is also observable in Theocritus’ seventh /dy/l when Simichidas,
Thoecritus’ poetic identity, engages in a poetic contest with Lycidas in which both
compose homosexual pederastic love songs. While the paradigmatically bucolic Lycidas
sings of his own love for the boy Ageanax, Simichidas, the urbane scholar-poet, points
out that he himself loves the female Myrto and frames his own song in the experience of
his friend Aratus’ pederastic interest in the boy Philinus.*® By the Hellenistic period, a
palpable duality between heterosexual and homosexual poetics had been elaborated that

may have led Theocritus to contrast the Alexandrian Simichidas’ detached poetic

treatment of the them with Lycidas’ personal account of his own erotic misadventures.

*" Gow and Page include this poem among the collected epigrams of Asclepiades (37
GP), but it has also been attributed to Posidippus. There seems to be no clear reason to
prefer one attribution to the other.

*® Id. 7.96-7. Theocritus repeatedly emphasizes that his friend, Aratus, is in love with a
Tadis.
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Now the paraklausithyron, as it seems from the preserved Hellenistic examples,
was almost always a heterosexual genre.” As such, it can be understood as a model of
new-age Hellenistic taste that specifically undermines the archaic homosexual pederastic
ethos expressed by the speaker in Idyll 29. The figures of Achilles and Hercules, the two
examples of mythical homosexual lovers against whom Theocritus contrasts his
Asclepiad allusion, reinforce this tension between archaic homosexual pederasty and
more novel heterosexual poetry. Hercules was a great lover of boys elsewhere in the
Theocritean corpus, his pederastic relationship with Hylas is the subject of Idy/l 13. In
addition, an epic poet called Diotimos, a near contemporary of Theocritus, wrote a poem
“in which Eurystheus was the hero's paidika and the labors were presumably represented
as acts of devotion of the kind imagined by the speaker of Idyll 29.”*° Achilles
relationship with Patroclus was also a classic example of homosexual love in Greek
literature.”' The fact that these two examples are contrasted with a vignette that bears
comparison to an Asclepiadic paraklausithyron suggests that by rejecting his male lover
the épcopevos is rejecting classical paradigms for contemporary trends and threatening
the archaic customs advocated by the épaoTr|s in the poem.

The conspicuously metrical absence and intertextual presence of Asclepiades in
Idyll 29 are both essential to the overall meaning of the poem. This Idyll’s grouping with
three others in greater Asclepiads makes it metrically discordant and therefore
conspicuously different. This conspicuous metrical absence of Asclepiades’ eponymous

meter in turn heightens the reader’s attentions to the two important allusions to

¥ Of the five pariclausithura collected in book five of the AP (23, 145, 164, 129, 191)
three are by Asclepiades and all but one are heterosexual.

> Hunter (1996) 178. For Diotimos’ poem cf. SH 393.

> Aesch. Myrmydons fr. 1 (Smythe); Plato Symp. 179¢5.
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Asclepiades’ epigrams, allusions which work to align Theocritus’ poetic choices in the
poem with the erotic advice the speaker gives his épcopevos. This subtle use of meter

provides an excellent example of how the names that meters took on in the Hellenistic
period could hold meaningful connotations and how these connotations were

sophisticatedly exploited by Hellenstic poet-philologists.

Rest in Pieces: Metrical Play in Theocritean Funerary Epigram

Hellenistic epigram also shows evidence of increased attention to meter and the
literary act. In early Greek epigram, the inscription of a text on stone serves as an anchor
for a performance occasion. In doing so, it builds on a tradition of archaic Greek practice
using writing in ritual acts to add formality and a lasting record to the sacred act.>® As
Joseph Day notes in his useful overview of scholarly perspective on early Greek
inscribed epigram:

“[W]riting symbolized performance, even became a kind of
performance...a reader utters the inscription aloud, providing the
performance’s voice; the reader and the others present hear the words.
Inscriptions functioned as scripts; epigrams were experienced as poetry
normally would be, as performed speech.”>
An excellent example of an inscription memorializing performed speech is the
Phrasikleia inscription.”* This funerary distich has been associated with the képn statue

(pictured below) since it was found at Merenda in 1972. The inscription, written out in

its distichic form reads:

>2 Steiner (1994) 61-98.
>3 Day (2007) 32.
*CIGT 1261 = CIG128.
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>Epa OpaoikAeias: koUpn kekAéoopat aie
avTi ydpo mapd Oedv Touto Adxouo' dvoua.

The grave marker of Phrasikleia, I shall always be called “maiden”
Having this name as my lot from the gods instead of marriage.

Svenbro’s™ treatment of the ensemble points out how important the reader’s voice was to
the activation of the poetic mechanism in this inscription. This monument is funerary
like many of the earliest Greek inscriptions. As such, it encodes the remembrance of the
young girl, dead before reaching marriage age. By reading the inscription aloud, the
reader keeps alive the memory of the girl by speaking her name. The inscription
implicitly expresses this memory as Phrasikleia’s kAéos, both at the root of her name and
etymologically implicated in the word that indicates the reader’s speech act of calling it
out, kekArjoouat. The speech act giving life to the stone is reinforced by the acoustic
elements of the reader’s voice; repeated “k” sounds link the related words. Even at the
level of grammar, Phrasikleia is transformed from an impersonal thing, a neuter onua,

into a feminine koupn...Adxovo[a.]

>> Svenbro (1988) 5-32.
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Yet this statue and its inscription pairing also show the importance of the visual to
Greek epigram and how the aural, visual, and written combine to create a sophisticated
poetic moment. The complex meaning of the inscription also involves the statue of the
girl showing the viewer a closed flower. For pp&Ceiv, the other root of Phrasikleia’s

% The suggestion of one etymological root

name, often means “to show without words.
“kleos” in Phrasikleia’s name through presence of its cognate kaAécw invites reflection on
this second element of her name, suggesting to the reader to look at what the statue
“shows” him. In her hands, the koUpn shows the viewer a closed flower, yet to bloom.
This image completes the game of the aural, visual, and written. Phrasikleia shows the
viewer her kAéogs, rendered, like the lotus blossom, with vegetal newness by the speech of
the reader. In doing so, this ensemble succeeds in bestowing on Phrasikleia glory that,
like the flower she shows the reader, remains forever unwilting, kAéos &@BiTov.

The Phrasikleia epigram is a good archaic paradigm against which to explore
experimentation in Hellenistic epigram. It demonstrates how important performance was
to the genre at this stage and how epigrammatists exploited aural, graphic, and visual
elements to memorialize an occasion, in this instance the act of remembering of
Phrasikleia through the assignation of a new, significant name. The meter of this epigram

is also very typical. The elegiac couplet was felt as the proper meter for early epigram,

especially funerary epigram, which makes up the majority of the earliest examples of the

6 Cf. ibid. 20-21.
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genre.”’ As Hansen’s collection makes clear, early epigram is almost exclusively written
in elegiac couplets.”®

Early writers of epigram felt the generic force of the meter to be so binding that
they would even alter words to make them fit into the meter. For example, Hephaestion
points out how Sophocles alters the prosody of Achelaos’ name to make it fit into an

elegiac couplet in a fragmentary pentameter, presumably from an epigram for the man:>’
gv 8¢ Tols ETTECI OTTAVICITEPOV, OUTWS COOTE TO ToU ApxeAdou dvoua
>o@okAfis ev Tals eAeyeials oUk ¢IETO £y XwPEIv oUTe eis ETTOS OUTE Eig
g\eyeiov gnoi youv:
ApxéAecos: v y&p oUhUETpov e Aéyeiy:
In epic meters this is more rare, as when Sophocles does not know how to
make Archelaus’ name fit into either hexameters or pentameters. For he
says:
‘Archeleos; for saying it this way was mete.’
In this fragment, Sophocles shows self-conscious awareness of the generic
appropriateness of the meter to his subject matter to the point where he changes the

normal lettering of Archelaos’ name.®® Another strategy was to represent a proper name

in a pleonastic construction that fit the meter such as poipns kai dcopcv cuvbeTov

7 C.fPage (1976) 167 n.5: “the elegiac couplet is the proper metre for epitaphs, and all
other meters (not only the iambic) are very rare.”

>¥ Hansen, first in Latin on the earliest inscriptions: “exceptis tamen duobus dimetris
trochaicis (n.460) et versu lyrico (n.307) et rudi locutionum dactylicarum catena (n.174)
omnes tituli saeculorum VIII-V a.Chr.n. videntur aut hexametris dactylicis vel
pentametris vel senariis modo bene currentibus modo claudicantibus esse conscripti.”
Hansen (1983) XII. And then again several years later in English on fourth century
epigrams: “most metrical lines...are either hexameters or pentameters... We also find a
few epigrams consisting wholly or partially of iambic or trochaic verses (some iambic
trimeters, plus one inscription containing a catalectic iambic trimeter (n.893) and four
containing catalectic trochaic tetrameters (n. 530, 707, 861, 900.)” Hansen (1989) XI.
> Consbruch (1906) 4.

% For other examples of this phenomenon see Page (1976) 168a.
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otivop’ Enve! for MoipdBwpos or to divide an unmetrical name between two lines®” or
simply to ignore prosody altogether: all alterations made to preserve the elegiac couplet,
the proper meter of the epigram.

There are many things that are typical about the Phrasikleia inscription, but one
thing is not. It is highly uncommon for an epigram, especially an early epigram, to be
preserved so well in its original context and so securely connected with the statue or
monument for which it was originally inscribed. Thus, even when analyzing the oldest
inscribed epigrams, without a doubt written to accompany a tomb or monument of some
sort, modern scholars are left with a void to fill in by scholarly supposition. Even in
antiquity, however, epigrams began to be disassociated from their original context and
considered as freestanding poetry.”> Collections or anthologies of inscribed epigrams
were made and “literary” epigram—poems composed in an epigrammatic style with no
intention of ever accompanying a material object-became a poetic vogue, especially in
the post-classical period.”* This transition from stone to papyrus fits perfectly well with
the larger contemporary transition in the Greek world from performance-based to literary
poetry. Collected in poetry books, epigrams also became disassociated from the
performance occasion to which they were rooted and stood alone on the page as floating
poetic entities. Hellenistic poets especially enjoyed and played with this disassociation
from performance and the materiality of the visual. Bing has coined the term

Erganzungsspiel to describe the way Hellenistic literary epigrammatists took advantage

o peek (1955) 752.

62 As in Simonides 79 (Dichl).
% Cf. Bing (1995) 116-118.
% Bing (2007) 69-93.
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of this new lack of occasion and materiality for typically Hellenistic, self-conscious
literary play.®
One aspect of epigram that was particularly affected by this change in context was
meter. When Hellenistic poets started using lyric metrical cola stichicly, these meters
began to contaminate the traditionally stichic genre of epigram and made the genre one of
the favorite stomping grounds for Hellenistic metrical impresarios. First, the canonicity
of the elegiac couplet deteriorated. Poets felt freer to experiment with meter and to apply
those experiments to previous poetic dilemmas. For example, while Sophocles had felt
constrained to alter the name of the dedicatee in the epigram quoted above, Critias the
Athenian contemporary of Socrates, found a new solution to the problem of incorporating
the name of his friend Alcibiades into this literary epigram:
kai viv KAewiou viov ABnvaiov otepavaow
AAKIBL&SN véolow Upvrjoas TpdToIS:
oVU yd&p TS v Tovvol epapuolev éAeyeicol,
viv 8’ év lauPBeicol keloeTal oUK apéTPLs. %
And now I will celebrate the Athenian son of Kleinias
Alcibiades, singing him in a new mode
For his name would not fit in any way in an elegiac pentameter.
But now he will lie in an iambic not inappropriately.
Critias’ adopting of the typical epigraphic characteristic makes it clear that he is toying
with epigram, though this is almost certainly a literary composition. The verb otepavdw

(1.1) is a favorite of epideictic epigram,”’ and seems to have even been used

metaphorically to refer to the erection of statues while ketuaut (1.4) is also classically

% Bing (1995) 116.
% Fr. 2 (Gentili).
57 Cf. Hansen (1989) 496, 519, 524, 594, 819.6, 890 892 Esp. 799 n.49 and 855.
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formulaic in much funerary epigram.®® But Critias not only mixes formulae from
different types of epigram, he also mixes meters, using a iambic trimeter to accommodate
Alcibiades’ name and producing as a result a very unconventional form of epigram. The
more conservative Sophocles preferred to mar the prosody of the name of his subject
rather than the meter of his epigram. Critias is conscious of his metrical audacity, his
véols TpdTols, but he is not apologetic. The final line punning on auétpeos recalls the

% Furthermore,

original sense to To uétpov in archaic Greek poetry, what was “fitting.
the statement that Alcibiades “lies” in the meter suggests another theme that we will see
developed further below. This poem itself becomes a monument and the strange
construction of hexameters and iambics, the heroic and the invective, becomes the image
on the page of a fitting memorial for the fascinating antihero Alcibiades.

Other writers of epigram took this metrical license and ran with it even further.
Highly interesting is a set of epigrams composed on ancient poets by Theocritus, who
goes beyond merely substituting the iambic trimeter for the pentameter. We will consider

the following epigrams attributed to Theocritus on the poets Hipponax (19 Gow),

Epicharmus (18 Gow), Anacreon (17 Gow), and Archilochus (21 Gow):

‘O povooTolds evead’ Trméovag keitat.

€l HEV TTovnPds, UM TIPOCEPXEY TG TUMRBwW:
€l &’ ool KpTyUds Te Kal TTap& XPnoTAV,
Bapotwv kabileu, kijv BEAS aOPpiEov.

Here likes the poet Hipponax; so if you are a knave, do not come near the
tomb. But if you are honest and come of decent folk, sit down without
hesitation, and, if you like, take a nap.

%% Hansen (1989) 799. Cf. Hansen (1983) 52, 76, 84-85, 91, 102, 105, 112, 125-6, 170,
172-3.
% Cf. Ford (2002) 14.
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A Te poova Acdplos Xovnp O Tav KwHwdiav
eupcov Emixapuos.
& Bakxe, x&dAkedv viv avt’ dAabivol
Tiv 8’ dvébnkav
Tol 2Zupakovooais evidpuvTal, TeAwpiota méAel, (5)
ol’ &vdpa moAiTav.
COPAIV EOIKE PNUATWV HEUVAUEVOUS
TeAelv émixelpa-
ToAA& y&p oTTav {Sav Tols Taiciv ele xprioua.

Dorian is the speech and Dorian too the man — Epicharmus the inventor of
Comedy. In thy honor, Bacchus, since he was their fellow-townsman, the
fold that dwell in the splendid city of Syracuse have set him here, in
bronze, not flesh and blood. Fitting it is that they who recall his words of
wisdom should recompense him, for many precepts serviceable for the
ordering of their lives did he utter to the young. Many thanks to him
therefore.

Odaoal TOV avdplavta ToUTov, & EEve,
otoudd, kai Aéy’ ey &g oikov Evns:
‘AvakpéovTos eikov’ eldov év Técp
TGV TPdob’ €l T1 TeEploooY wdomoldv.’
Tpoobeis 8¢ XCOTI TOTS Véolow GBeTO, (5)
EPETs aTpekéws SAov TOV &udpa.

Look well upon this statue, stranger, and when thou art come home again
say ‘I saw in Teos the likeness of Anacreon, pre-eminent among the
singers of old.” And that young men were his delight and thou wilt
describe the whole man exactly.

Apxidoxov kal otad kai eio1de TOV TAAQL TTOINTAY
TOV TGV iGauPv, o0 TO pupiov kAéos

B1fiABe kAT VUK Ta Kal TTOT &Q.

1 P& vv ai Motoat kai 6 AdAios iy dreuv ATTOAAwv,
&5 EUMEAT|s T eyEveTo KNMEEI0G (5)

gmed Te Tolelv TPOs AUpav T &eidew.

Stop and look upon Archilochus, the ancient, the iambic poet, whose

infinite fame has spread from the sun’s rising place to where he sets.

Certain it is the Muses and Apollo of Delos favored him, so filled was he

with music and with skill to fashion verses and to sing them to the lyre.
It is immediately clear that these poems exhibit a self-consciousness and attention to

formal detail of the sort already discussed, especially with regard to meter. The epigram

on Hipponax is written in scazons, the meter with which Hipponax was most famously
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associated. The epigram on Epicharmus is written in a combination of tetrameters,
iambic trimeters, and Reiziana similar to combinations in Epicharmus’ comic fragments.
The poems to Anacreon and Archilochus are also composed in epodic structures similar
to the ones used by these poets. These poems exhibit a general attention to formal detail,
and consciously link these formal details to the poets memorialized, as the remark on
dialect in the poem to Epicharmus, ‘A te peova Acopros xcovnp (1.1), makes clear.

Despite this attention to detail, however, there is also a studied inaccuracy in one
of these epigrams. As Bing has noticed in particular in the epigram on Anacreon, much
is amiss, especially for an epigram posing as an inscription about Anacreon. The epigram
claiming to be placed in Teos should be written in the Ionic dialect, not the Doric, but the
verb 6&oau is clearly a Doric form with no alternate readings. The Epicharmus epigram
shows that Theocritus was sensitive to such niceties. He could have easily written in
literary Ionic as Callimachus did in the /ambi. Dialect aside, it is highly odd to imagine a
statue of a Tean poet, specifically situated in Teos, yet addressing foreigners and ignoring
the native populace.”” These inconcinnities combined with the odd use of dialect and the
appeal to foreigners to Aéy’ emmv &g ofkov €vBns means that this inscription almost
certainly never existed on a statue in Teos at all, but was intended for the Hellenistic
armchair reader. Small wonder, then, that by commanding the viewer to speak upon his
arrival at home, the epigram noticeably separates the speech act from the act of viewing
in a way that completely undermines the performance function noted in the Phrasikleia

inscription above.

70 Bing (1988) 119 notes that this use of the & Céve topos is “different,” due to its explicit
situation év Téc, than other instances which are grounded in the fact that graves were
most often located outside of cities allowing even the residents of the cities near which
they were placed to be addressed as Eévol with regard to their status as wayfarers.
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If this epigram was never inscribed on a statue base, what are these Hellenistic
readers being asked to 8aoai...cmoud&? The meter, a combination of Phalaceans and
iambic trimeters, may provide a clue. Anacreon certainly used trimeters in epodic
combinations and elsewhere used anaclastic glyconics quite similar to the Phalaecean.
So metrically this poem does indeed /ook like something that Anacreon could have
written. But the fact that it is written in Doric makes it impossible that he ever did so,
since Anacreon wrote in lonic. Thus, at the formal level of meter and dialect, this poem
can only ever be a semblance of Anacreon. It is a semblance that appears not as a statue
before the reader of an epigram in Teos, but rather as a picture (eikév’ 1. 3) on the page of
the Hellenistic poetry collection, a picture of the poet that Theocritus paints in metrical
strokes.

Let us then consider the second half of the poem under a metrically sensitive
critical lens. The final line of the poem has puzzled its readers; Gow remarks that its
particular use of ¢peiv as a transitive verb “lacks precise parallels.””" Also odd is line 5
(TTpooBeis B¢ xcoTI Tols véolow &deTo), which implicitly asks the reader to add to that
Anacreon “also enjoyed youths,” a seeming non sequitur. Does adding this extra detail
really somehow capture the essence of Anacreon (8Aov Tév &vdpa)? It is important to
note that this epigram asks the reader to reperform one of its couplets on another
occasion, once he has returned “home” from “Teos.” If the reader obeys the inscription’s
initial request (Aéy’) he will repeat the odd metrical combination by quoting lines 3-4 of
the epigram. If he further complies and adds the detail about Anacreon’s pederastic

inclinations, he will also make a rather abrupt thematic addition to the otherwise normal

T Gow (1952) 541.
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idea, “I saw in Teos a statue of Anacreon, one of the great poets of old,” a thematic
addition as abrupt as the addition of a Phalaecean to a trimeter. In asking the reader to do
so, the poem reenacts thematically in the reader’s imagined words the jarring visual effect
of its own metrical structure. This metrical structure serves as a likeness of the poet,
strange as it may be (&{ T1 mepioodv).”? Hence, the reader is told that by adding this odd
epodic detail about Anacreon’s life that he will “say” (épeis recalling Aéy’ 1.2) the whole
“man” (&vdpa recalling avdpiavta l.1). He will recreate in speech the metrical
avdpiavTa he saw on his poetic journey to Teos.

Hellenistic epigrammatists often exploit this conceit of travel, especially when the
travelling is not done in person, but in the mind through reading. We have seen that in
the lambi, Callimachus brags of his ability to imitate Choliambs without “going to
Ephesus or mixing with the Ionians.””> Through poetic skill and affectation, poets are
able to “travel” metaphorically: Theocritus himself transports readers to Sicily by
adopting a Sicilian dialect in his /dylls. In literary epigrams, as we have just seen in the
case of the epigram on Anacreon, this conceit is adopted and transformed by Hellenistic
poets. Where an early Greek epigram would address a traveling E¢vos or 6doimopos,
Hellenistic poets adapt the conceit of the wandering reader to the travel in the mind
through poetry. The reader would “wander” through a collection of poetry, encountering
poems like a wayfarer encountering monuments.

The importance of the literary journey can be seen in the epigram on Hipponax,

which also deserves special attention for its metrical character. It too claims to be a grave

7> The word Trepioods can mean “outstanding” but its literal meaning “beyond the regular
number” may also come through in this context. LSJ s.v. mepioods
7 Fr. 203 (Pf) 1. 11-12, 64.
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marker for Hipponax, but upon closer inspection it too reveals a clever metrical game.
The first line, ‘O pouootmolos évBad’ Immédvaf keiTau is already enough to alert the
attentive reader’s suspicion. Any poem about Hipponax in Choliambs written during this
time period cannot but make one think of Callimachus’ lambi, which open with a famous
image of Hipponax’ ghost, returning from the underworld to rebuke the philologists of
Alexandria for pedantic envy. In Callimachus, Hipponax does anything but rest in peace;
rather his “limping” iambic comes cantankerously back to life as he upbraids the
Alexandrians.

Now the terms xwAiapBos or ok&lwv used the metaphor of “limping” ok&Cev
or “lameness” xwAds to refer to the acoustic effect of stichic iambic trimeters in which
the “penultimate position is a drag-anceps and in most verses is occupied by a long

2574

syllable.””™ In Hipponax himself, the introduction of this aberration in the trimeter is

usually understood as the poet’s “metrical ribaldry, in keeping with the iambographers’

studied vulgarity.””

In the Hellenistic period, however, the meter took on this
association of lameness, a connotation that dovetailed nicely with the new metrical
designation of the “foot.” Our earliest sources for this new characteristic associated with
the Choliamb are the Hellenistic poets themselves: Callimachus, Herondas, and perhaps
Theocritus also, as we shall see. Callimachus, in lambos 13, speaks of Ephesus as the

place where poets produce lame meters:

"Eqecov, 86ev Tep of T& pétpa pEAAOVTES
T& XwA& TikTew un duabdos évavovTal.

™ West (1982) 41.

7 ibid. Hipponax was capable of metrical innovation to the point of pushing genre
boundaries. In one fragment (35 W) a trimeter becomes a hexameter due to the content
of a prayer that it expresses.
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Ephesus, whence those about to produce the “lame” meters are inspired,
not without learning.

This sentiment is echoed by Herondas who in his Mimiambi calls Hipponax’ verses
kUAAa, “club-footed and bandy-legged.”’® This new conception of this verse was quite
different from its original association in the archaic period. The verse has now taken on a
slow, tired association in part, no doubt, reinforced by the image of Hipponax’ ghost
created by Callimachus in the lambi. This slow, tired, plodding connotation jibes well
with notions of travel. Callimachus’ first and thirteenth Jambi are full of tired, old men
going on journeys: Hipponax’ travels from Hades to Alexandria and Bathycles describes
his impending journey to the underworld.”” Callimachus’ high-profile use of the meter
must have tied the Choliamb even more to the image of a lame and tired traveler.

This background provides a perspective for a metrically sensitive analyis of
Theocritus’ grave epigram written in Choliambs for Hipponax. Again, this epigram is
already complicated by the first lambos of Callimachus. But the situation is even more
complicated because it is a funerary epigram, and as such—although it does not state it
explicitly-would most likely have accompanied a statue of Hipponax. Now, Hipponax
had a special relationship with statuary, for Bupalus and Athenis, his most famous
victims, had incited the poet’s wrath specifically because of their unattractive statue of

the poet.”® This raises the stakes considerably for Theocritus in composing a funerary

7% Herod. 8.79.

77 Cf. Hipponax’ arrival, &kovoab’ ITTcavakTos: ol Y&p &AN’ fikw; and Bathycles’
‘departure’ rvik’ fjueAAev / és paxpov [.....Jfr. 191 (Pf.) L. 1, 38-9; lambos 13, on the
other hand, is all about about a journey that did not take place oUt’ "E@ecov €ABcov (fr.
203 (Pf) 1. 12, 64.

78 Suda 2.665.16 (Adler), Plin. AN. 31.11.
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epigram for Hipponax, causing the reader to remember the story and reflect what the
statue this epigram accompanied must have looked like.

The poem continues to play on the Hipponax’ potential to come back from the
dead to haunt the movepoi, who are urged to stay away from the tomb. Again, no doubt
because of the lambi, the resurrection of Hipponax seems to have became a topos in
Hellenistic epigram. Another epigram by Leonidas of Tarentum (or Philip), written in
iambic trimeters, casts Hipponax as a sleeping wasp, not to be awakened:

() Eetve, pedye TOV XaAaleTi] Tapov

TOV PPIKTOV ITTTTOVaAKTOS, OU Te X& TEPPQA

iapPralel BoutrdAeiov és otuyos,

U1 TS EYEIPT)S OPTIKX TOV KOIHMGOUEVOV,

85 oUd’ €v ‘A1) vV kekoipikev xSAov (5)

okaCouol pétpots opba ToEevoas .

Avoid, stranger, this terrible tomb of Hipponax, which hails forth verses,

Hipponax, whose very ashes cry in iambics his hatred for Bupalus, lest

you wake the sleeping wasp, who not even in Hades has lulled his spite to

rest, but in a halting measure launches straight shafts of song.
This poem plays on a similar motif of Hipponax’ potential return from Hades, where his
iambic invective does not find rest. This poem too shows metrical self-awareness, the
lameness of the meter is contrasted with the straightness 6p6a of the sting of the verse, a
sting the reader must avoid awaking. Also curious is that in the line where Hipponax’
name occurs, the last word Téppa may be scanned long, making the line a Choliamb.
The writer of this epigram plays on the ambiguity of the end of the verse on purpose to
alert the reader’s attention to this penultimate syllable and set up a pun on xéAov in line
five, which of course, if it were written as its near homograph xwAdv, would make the
line a “true” Choliamb. So easily might Hipponactean iambic vitriol be awakened.

To return to Theocritus, his epigram on Hipponax can be seen to take advantage

of the varying connotations that the Choliamb had taken on in the Hellenistic period as
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well as the mythology surrounding Hipponax himself. In this epigram too, Hipponax
rests in Hades with the potential to be revived by amorality. The epigram also adopts the
motif of the travelling reader. Here the traveler may fit into one of two categories:
Tovnpds or kpriyuos. This latter word has an interesting semantic pedigree as well as a
remarkable relationship to the Choliamb in the Hellenistic period. In general, the word

9
means “good, useful, or agreeable.”’

But by a misreading of its most well known use in
book one of the /liad by Agamemnon to rebuke Chryses, (U&VTI KakdV oU T TTOTE pol
TO KpPTyvov elmras+),™ it was also understood by Theocritus and his contemporaries as

9581

meaning “true.”” In the Hellenistic period the word shows up with remarkable

frequency in poems written in Choliambs.® As Gow rightly intuits, “the word was

presumably used by Hipponax.”*

Though there is no attested use of this word in
Hipponax, it seems safe to assume, from what we know of archaic iambos, that Hipponax
used the word in contrast with the many forms of w&yos that iambic invective hurled at
its targets.

By telling the rovnpol to stay away from the tomb, but the kprjyvol to approach
and even sleep there, Theocritus ingeniously involves both the ancient tradition of
Hipponax’ relationship to statuary and the new associations of the choliambic meter with
the visual and mental Ergdnzungsspiel played by the reader. As already mentioned, this

memorial conspicuously lacks a statue, that is to say, a human form above the tomb. A

mocking statue is the very thing which incited Hipponax’ iambic rage in the first place.

7 LSJ s.v kprjyvos.

*011.1.106.

81 By Theocritus himself: 1d.20.19 moipéves, eiTraTé pot TO kprjyvov: oU kaAds ;.
82 Cf. Herod. 4.46, 6.39; Call. fr 193 (Pf.) 1. 20; Phoenix fr. 6.4 (Powell).

3 Gow (1952) 543.
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By inviting the kprjyvos avrp to stop and sleep on the tomb, Theocritus provides
Hipponax with a positive likeness in the erudite Hellenistic reader of his epitaph. In
doing so he also exploits the polysemy he attached the word: the “true” (kpnyvov) image
of Hipponax is the erudite Hellenistic poet resting on his tomb, not the mockery sculpted
by Bupalus. The same conceit also gives rest (amépBpi§ov) both to Hipponax’ ghost,
which does not have to pursue the traveler for his immorality, and to the traveler himself,
who has made the long (literary) journey to Hipponax’ tomb, perhaps even limping along
the way. Both Hipponax and the reader who pronounces his choliambs are given a place
to rest their tired feet.

Finally, the epigram on Archilochus also seems to show an awareness of its own
metrics, its first line being composed a meter known in the Hellenistic period as the
‘Archilochian’ (a dactylic tetrapody followed by an ithyphallic). Like the other
epigrams, this poem asks the reader to stand and “look at” (e{o18¢ 1.1) Archilochus in an
epigram that was most likely never inscribed on an actual memorial. Also as in the other
poems, this conceit suggests to the reader to consider more closely how the poem stands
on the page. The opening Archilochian is followed by a pair of iambic trimeters, first an
acatalectic and then a catalectic. There is no evidence that Archilochus ever used this
combination himself, though in some ways it is quite similar to his other epodic
combinations.**

The Archilochian is an example of a group of verses that Hephaestion called the

aouvvapTnTa, “when two cola unable to be joined together (ouvapTnfijvat) to form a

5 Cf. the quite similar 191W 4d | ith || 3ian.

70



. . . . 85
union are used together instead of a single line.”

These sorts of verses brought together
different types of meters, often dactylic and lyric cola, into single stichic units. Here,
dactyls are combined with an ithyphallic. As such, asynarteta bridged the gap between
stichic and lyric poetry, even in the archaic period before the transition to book poetry
brought about new metrical behaviors. As L.E. Rossi has observed:
Asynarteta are a special kind of verse...They are something between
recitative verse and lyric verse: with the recitative verse they have in
common the regular word-end (a feature which is foreign to lyric verse)
and with the lyric verse they have in common the lyric shape of the cola of
which they are made. I should add now that the epodic strophe of
Archilochus is in itself a metrical feature which is, also, between song and
recitative: it is a lyric strophe, but — being so short — it is also in some way
akin to the stichic repetition of stichic recitative verses. So there must be
some truth in the statement of the ancient festimonia that Archilochus was
not only the inventor of epodes and asynarteta, but also of parakataloge, a
mode of rendering half way between speech and song....*
We have already noted how the formal divide between stichic and lyric began to break
down as poetry shifted from an oral, performed phenomenon to a written and read
phenomenon. As Rossi observes from a modern standpoint, asynartete and epodic meters
represent an anomaly in the otherwise dichotomous division of recited and sung poetry
that mapped onto the stichic/melic divide.
Did Theocritus, the poet-philologist, also make this observation? His epigram on
Archilochus suggests that he did. The poem includes self-conscious markers at key
transitional points in its meter. In the first line, the initial appeal to the reader to stand

and inspect Archilocus is given in dactyls, making it reminiscent of a normal epigram

beginning with a hexameter. At the end of the verse, however, the qualification of

85 Consbruch (1906) 47: “T'{vetou 8t kai douwdpTtnTa, 6TOTAY Vo KOAQ un duvdueva
aAAAots ouvapTnBival unde €vcootv Exelv avTi €vds pdvou rapalauBavntal
oTixou.”

% Rossi (1976) 216.
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Archilochus as an ancient poet (Toév T&Aal ToinTdv) shifts to ithyphallics, a melic
meter. Along the same lines, the next verse identifies him as a poet of iambos with an
appropriate shift into iambic trimeter. The first trimeter is then followed with a catalectic
iambic trimeter. This is a metrically unparalled move both in the Hellenistic period and
in general. Hellenistic poets did use catalectic iambic trimeters in their metrical lyric and
epodic experiments, but aside from this particular case, they always follow a more
elaborate initial verse.®’ Following a iambic trimeter, a recitative verse par excellence,
with a catalectic version of the same meter that was reserved exclusively for lyric and
epodic verses can be read as a metrical statement about what sort of poetry this is. On the
one hand, two iambic trimeters seem recitative, on the other, the fact that the second is
catalectic reminds the reader that this is not simple stichic, recitative poetry.

The second strophe makes direct comment on this metrical dissonance.
Archilochus is both ¢uueAris (an adjective very rarely applied to people) and also “adroit,
cunning” (émdé€ios 1.5) presumably for his ability to both compose stichic meters (éme&
Te Tolelv) and to sing to the lyre (rpos AUpav T’ &eidew 1.6). This metonymic use of
singing to the lyre in direct contrast to the act of composing stichic verses is another good
example of the association of the lyre at early stage with non-stichic poetry, an
association that—as we have already discussed in Chapter One—most likely led to the
designation of “lyric” poetry. As with the other poems, the Archilochus epigram
provides a visual memorial to Archilocus for the reader to stand and observe, but this

memorial is not carved out of stone but constructed out of metrical building blocks.

87 Cf. “Simon’ epigr. 36(P) — 4da | ith || 3ian; Asclepiades epigr. 33. 4ian || 3ia; ‘Simon’
epigr. 64 hex || 3ian.
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Ut pictura poiesis: The ‘Technopaignia’ of Simmias of Rhodes

In lambus 13, Callimachus develops the idea of the poet as an artisan, likening his
creative use of meter to that of a skilled craftsman. Perhaps the most artistic use of meter
in the Hellenistic period comes in the picture poems commonly known as technopaignia,
though this is not an ancient term.* There are six extant technopaignia in Greek.*” Three
are by Simmias of Rhodes, a poet and grammarian who flourished in the first half of the
third century B.C.E. The titles of these poems are taken from the shape of the object that
their layout creates on the page: an Egg, an Ax, and a Pair of Wings. The remaining three
Greek examples include a Syrinx, attributed to Theocritus but probably a later
composition,” a lesser Altar by Dosiadas, probably a contemporary of Theocritus, and a
greater Altar, often called the Doric Altar or lonic Altar because of its dialect, by a
certain Besantinos who wrote in the time of Hadrian.

The technopaignia have long fascinated scholars of the Hellenistic period from
the Greek scholiasts who first commented on them up until the present day. In the 19"
and early 20" century, scholars debated whether or not these poems were actually written

on real objects. These debates resulted in misguided, often protracted excursus into what

% The word technopaignion is first attested in Ausionius, who uses it to refer to a
different type of poetry that exhibits metrical virtuosity. Ausonius seems to have coined
the term in his dedication to the proconsul Pactus: “libello Technopaegnii nomen dedi ne
aut ludum laboranti aut artem crederes defuisse ludenti” Cf. Evelyn-White (1921). The
poem in question (3 White) does not create a picture on the page, but is rather a cunning
game of metrical play with monosyllables, in which each verse ends with a monosyllable
that in turn begins the next verse. It seems that Ausonius himself invented this word.

% Though it became a popular genre of poetry in the Latin Middle-Ages. For a history of
the carmen figuratum from its ancient beginnings onward, see Ernst (1991). Cf. also
Strodel (2002) 2—7 for an in-depth analysis of the Hellenistic Greek examples complete
with extensive doxography and Paul Mass’s RE article s.v. Texvomaiyviov 103-4.

% Cf. Gow (1952) 553.
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shape of axes could be found in third century Greece’' and even in one accomplished
metrician’s detailed account of his own attempt to inscribe Simmias’ poem on an actual
egg.”” But the relationship of meter to mise en page in the Alexandrian period explored
so far suggests an answer to this question of form. Chapter One explained how
Alexandrian editorial circumstances occasioned a neglect of the true metrical cola in
Pindar’s Odes that favored their appearance in the printed editions. Theocritus’
metrically self-conscious epigrams also play with the potential of lyric metrical cola to
create an eikcov on the page. The technopaignia are even more explicit instance of
Hellenistic poets exploiting the new semantic medium made available by this new
editorial reality. Now that a poem’s meter meant as much about how looked as how it
sounded, poets like Simmias took the opportunity to draw pictures with their verse.
Meter became an element that could be manipulated for the reader’s eye, lyric
composition a self-conscious act of technical virtuosity that extended into the visual
realm. The final section of this chapter will examine these aspects in closer detail in two
technopaignia, Simmias of Rhodes’ Ax and Egg.

Simmias of Rhodes’ Ax exhibits a self-consciousness of its own use of meter
similar to the sort found in other the Hellenistic poets discussed above. The poem claims
to reproduce the image of the ax which Epeius, the Greek craftsman who built the Trojan
Horse, used to fell the wood he used to build the key to the Greeks victory. He then
dedicated the ax to Athena. Though the poem is preserved in papyri to be read by a
reader alternating between the first to the last line and so on, it is printed here in thought

order to facilitate reading:

°! For the debate on the archiologische Frage cf. Wilamowitz-Moellendorff (1899).
%2 Prier (1994) 82 n.4.
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Avdpobéa dcdpov 6 Peokeus kpaTepds undoouvas fpa Tiveov ABdva (1)
comao’ Emelds méAekuv, TE Toka TUPYwv BeoTEUKTWV KA TEPEIYEY aiTrog,
TAUOS ETTel TV iep&v kNPl TUpiTVE TOAW NB&AwOoEY
Aapdavidav, xpuooPageis 8 éoTu@éIE’ ek BepébAcov &vakTas,
oUK Evap1Buos yeyacos év Tpopdxols AxXalddv, (5)
AAN &1o kpavav iBapav vaua kéule dSuokAris:
viv &’ &5 Ourjpetov ERa kéAeubov
oav Xapw, &yva moAUPoule TTaAAds.
Tpis pakap 6v ov Bupdd
Aaos aupidepxdijs: (10)
88’ 8ABos

A&el Trvel.

Epeius the Phocian, doing honor to masculine Athena, for his mighty
cunning gave [her] as a gift an ax, with which he once felled the steeps of
the godbuilt towers at that time when he reduced the holy city of the
Dardanidai to soot with his fire-breathing heart and smote the gilded lords
from their foundations. Not numbered among the best fighters of the
Achaeans, he nevertheless brought clear water from a cheerful spring
without fame. But now he walks on the Homeric path, thanks to you holy
Athena of much insight. Thrice blessed is he whom you, propitious in
your spirit, look upon. This happiness breaths forever.

In a poem in which meter is so important, the name of the main character would
put a smirk on the face of any attentive Hellenstic reader; the name ‘Etreids, looks like an
adjective form of the word émwos, which should mean “of or relating to the hexameter.” It
bears a striking resemblance to the other metrical words for elegiac and iambic verses
such as éAeyeiov and iauPeiov. Another clear metrical pun, that Epeius is not
“numbered” oUk évapiBuos yeyacos (1.5) among the champions of the Achaeans makes it
hard to believe that Simmias himself was ignorant of the irony that a man whose name
was essentially ‘Mr. Epic’ and without whom the Achaeans would never have won the

Trojan war is all but unheard of (8uokArjs 1.6) in Homer.” 1In fact, instead of receiving

due kAéogs for his important contribution to Greek victory at Troy, Epeius is traditionally

%3 Epeius is mentioned briefly at Od. 8.492 and 23.523.
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pitied as the water-carrier of the Greek heroes, whence the reference to him carrying
water from a spring in line six. In fact, Epeius’ cowardice became proverbial: the comic
poet Cratinus was once called Etreiot Sethétepos.”

Epeius’ character presents the perfect subject for a Hellenistic technopaignion: a
mythical craftsman whose creation, the Trojan Horse, represents the triumph of Téxvn
when brute force has failed. Yet Epeius’ complete absence from the //iad and brief
mention in the Odyssey along with his disrepute in the post-Homeric tradition renders
him arcane enough to suit Hellenistic taste and in need of poetic rehabilitation. By
honoring this Homeric craftsman and presenting his poem as a dedication composed by
Epeius himself, Simmias, the metrical craftsman, aligns himself with his subject. As
Epeius uses the ax, a traditionally destructive weapon of war, in a creative and clever new
way, Simmias’ metrical image of an ax employs the choriamb, the meter of slender melic
verse, instead of the thundering hexameter. As Epeius used his literal ax to assail the
heights (aftos 1.2) of the Trojan citadel, Simmias challenges the lofty hexameter genre
(#1ros the homoioteleuton with afros seems intentional) with his metrical instantiation of
the same object. Simmias statement that Epeius now walks the Homeric pathway
(‘Ournjpetov..kéAeubov 1.8), draws on the metaphor that equates meter with notions of
travel indentified in several of the poems examined in this chapter.

Epeius/Simmias appropriately dedicates his ax/4x to Athena in thanks for

undoouvas, a choriambic synonym for Téxvn. The goddess of war(e)fare is a perfectly

% Cf. Cratinus Comic fr. 459 (Kock) and Photius Lexicon E — Q. s.v ETreiot 8eiAdtepos:
oUTtws EAéyeTo KpaTtivos 6 kwuikds {ows e To Tafiapxfioatl Ths Olvnidos puAiis
kai 8etAdTepos pavijvar kai yap 6 Emeids dethos fjv. Cf. also Plato’s characterization
of Epeius as effeminate at Resp. 620c.
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double-edged recipient for this artful dedication. The verb augidepxouat is studied and
exceedingly appropriate, for Athena does indeed look upon this new literary dedication
that Simmias, Epeius’s poetic dopplegéinger, has set up on the page. But instead of
cutting down trees, Simmias cut up the limbs of archaic melic meter, fashioning his new
metrical production in choriambs, the melic building block par excellence. The result is
an objet d’art that could only be forged in the newly metrically self-conscious Hellenistic
period.

The Egg surpasses the Ax in complexity of both meter and meaning.” Like the
Ax, it must be read alternating between its first and last line etc. Metrically, it is a dense
mixture of iambic, trochaic, dactylic, anapestic and other metrical lengths increasing from
a cretic monometer in the first line to a decametric kolon (line 19-20) at the egg’s widest

point, and then receding back to a cretic monometer in the final line:”

KwTiAas (1)

UOTEPOS

T1] TES’ &Tplov véov

Acwpias anddvos:

TPSPpwv 8¢ Buud éEo- 8 yap ayvas (5)

Alyeld viv k&’ el paTpods wdis.

To pev Becdov épiBdas Epuds éxiEe kapug

PUA’ &5 BpoTdv, UTO pilas EAcov TTEpOLot HaTPds,

&vewoye 8 Ex pétpou povoPauovds uéyav mapold’ aégetv

ap1Buov eis &kpav dekdd’ ixvicov, kdopov vépovta pubuddv, (10)

Bocds &’ Utrepbev cokU Aéxpiov pépwv velpa Tod&V 0TTopadny Tipauokey,

{xvel Bevoov +... TN + TavaioAov Tepidcov vopddoutov auddv,

Boals o’ aidAais veBpois kO dAA&oowY, OpoITdBov EAGPLV TEKECOIV®

Tai T’ auBpdTe oW Pidas patpods pwovt’ aiya ued’ ingpdevta palodv,

T&oal KpaITTvols UTEp &xkpwv iéueval oot Adpawv kat’ apbuias ixvos TiBrvas (15)
BAaxa 8 oicov ToAuBdTwv av’ dpécov vouodv éRav Tavuopupwy <utr> &utpa Nupeav:
kai Tis copdbupos augimaAtov aiy’ audav Onp v kOAT BeEduevos Balapudv puxoITaTw
piupa TeTpSKOITOV EKAITTCOV Bpoua’ eUvdy, HaTpos TAayKTOV Haiduevos BaAids EAeTv Tékos:
K&T’ doka Bods akoav peBémeov 8y’ &pap Adoiov vipoBoAwy av’ dpéwv écoutal &ykos:
Tais 81 Saiucov kAuTOs Toa Booist oot Sovécov ToAUTAoka uebiel pétpa poAmds. (20)

%> West (1982) 151 calls it “the most complex product (metrically) of all Hellenistic
book-poetry”.
% For the full scansion cf. the useful diagram in Strodel (2002) 55.
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Here is the new warp of the babbling mother, the Dorian Nightengale.
Take it willingly in your heart, for indeed the shrill birth pang of a loving
mother produced it. And Hermes, the wide-voiced messenger of the gods
brought it to the race of men, having taken it from beneath the wings of its
dear mother. And he ordered its great number to increase from one sole
meter continuously to a high ten count of tracks, distributing the order of
the rhythms. Quickly from above, bearing a crooked command of the
scattered feet he was speaking, striking out ...the multifaceted, thundering
song of the Pierians in his tracks, alternating limbs like swift, nimble
fawns, the children of deer, who stir their feet to flight. These, who rush
quickly after the precious teat of their dear mother with immortal
yearning, all going on swift feet along the high hills, hugging the tracks of
their kindly nurse. Now with a bleat they walked among the pasture of the
mountains, rich in nourishing sheep and into the cave of the slender-
ankled nymphs. And some savage-spirited beast, having heard the
suddenly-tossed-about song in the deep caverns of his lair, quickly leaving
behind his rocky bed in the mountains leapt forth, desiring to take the
wandering offspring from its dappled mother. And quickly pursuing the
sound of the cry, he shot forth along the shaggy hollow of the snowcapped
mountains. Indeed, similar to these does the famous god loose tangled
rhythms, whirring with swift feet the complex meters of song.

This poem dramatizes the process of lyric composition in the Hellenistic period

through the image of a nightingale bearing an egg. As in the other poems we have seen,

meter plays an essential role. At the start of the poem, Simmias styles himself as an

archaic lyric poet, calling himself a nightingale and then qualifying this metaphor with a

geographic epithet, just as Bacchylides called himself the Cean nightingale.”” Though the

poetic child is clearly meant to be an egg, Simmias never calls the poem this, calling it

rather an &tpiov, a “warp”, the parallel series of strings through which the weft passes on

the loom. This comparison to a woven textile is yet another example of a Hellenistic

metrical experimenter comparing himself to an artisan. The warp can be read as a

reference to the parallel metrical lines of the poem into which Simmias will weave his

poetic content. But it is also significant that other Hellenistic poets used the word fjTplov
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to refer to the woven papyrus on which they composed their poems.”® Simmias may have
wished to play on this ambiguity to draw attention to his work as a written composition
on papyrus as opposed to an archaic lyric poem composed to be sung.

The notion of the Egg as a silent, metrical textile on the page, contrasts the many
references to sound at the beginning of the poem. The warbling nightingale produced
this poem with a shrill birth pang. Hermes, the herald of the gods, is given the epithet
“far shouting” (¢p1Boas 1.7), an epithet usually reserved for Dionysos in archaic poetry.
Simmias probably chooses Hermes for several reasons. He invokes the god’s traditional
role as messenger krjpu§ for the part he plays in bringing poetic creation into the world.
Hermes is also a famous thief, and therefore a fitting character to “take the Egg from
under the wing of its mother” (1.7). Most importantly, Hermes, as inventor of the lyre, is
also a famous lyric craftsman. The description of Hermes construction of the first lyre
from a turtle shell in the Homeric Hymn to Hermes would have provided Simmias with a
detailed picture of Hermes as a craftsman.” In the Egg, Simmias gives Hermes a similar
role as a metrical craftsman who orders the meters of Simmias’ poem to grow in size
from a monometer to a decameter into a “fitting order of rhythms” (kéouov...pubucov
1.10).

Hermes’ method for organizing the meters is remarkable: he demonstrates the

190" This action

proper order of the meters by stamping out the rthythms with his own feet.
is important to the overall meaning of the poem because it aligns the poem’s metrical

pattern with the movement in the poem. The phrase kOA’ &AAdoocov is delightfully

%8 ¢f. Leonidas of Alexandria 4P 9.350.1-2.
* Hom. Hymn Hermes 39ff.
199y ver Beveov 1. 12, dpormddeov 1. 13, kpautvois...moai 1. 15, oot Sovécov 1.20.
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ambiguous; the limbs can be understood both as the meterical kAa that Hermes
arranges into order or his own limbs as he moves with the meter. The phrase introduces a
complex simile brimming with metrical puns in which the movement of the kA« is
compared to young deer following their “swift-footed”” mother into the mountain cave of
the muses. Their cries (BA&xa 1.16) rouse from its mountain lair a ravenous predatory
beast, which pursues the group of deer in the hopes of stealing one of the mother’s young.
This simile looks back on the earlier content of the poem, linking its vehicles with other
objects in the poem through the repetition of words and themes. The bleating young deer
recalls the egg of Simmias, both offspring stolen from a “caring mother” with the key
phrase @ilas patpds repeated in both contexts. The “cruel spirited” (copdbupos 1. 17)
beast that “receives” defauevos the cry of the deer reminds us of Simmias’ reader whom
Simmias asks to “receive” dé€o the poem “well disposed in his spirit” (TTpoppcov d¢
BUuw 1.5). But the beast also resembles Hermes in its speed (coka 1.19, piupa 1.18 oy,
Bocos 1.11) and its desire to “steal” (¢Aetv 1.18, c.f €éAcov 1. 8) the offspring from its
mother. The final line closes the simile returning the reader’s attention to Hermes
relationship with Simmias’ warp with a reference to weaving (TroAUmAoka looking back
to fiTpiov 1.3) at the beginning of the poem.

In addition to the numerous foot puns, the poem also melds the visual and the
auditory in both language and meter. Hermes strikes out “dappled sound”
(TravaioAov...auddv 1.12). The poem’s meter itself changes to mimic the movements
and sounds described. By lines 19 and 20, the lines have increased to a series of anapests

101

that mimics the sound of the running deer and the pursuing beast. ~ Into this complex

1011, 19 = ——||UU-|JUU-||UU=||UU—| [ UU-[|UUU—||UUU-||UU=||-=;
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nexus of sound, speed, and visual effect, Simmias weaves a profound statement:
producing written lyric poetry is like giving birth to an egg. Unlike in the archaic period,
when poets produced their poems as living, breathing entities that were heard by
audiences amidst the music of ritual occasion, in the Hellenistic period, poets produce
lyric poems as lifeless objects that lie still and silent on the page. Only the process of
reading (aloud, most probably) brings the sound and imagery of a poem to life. This
process, especially if the poem titters with movement and sound as the Egg does, can
catch the fancy of the reader, who like a beast who would steal a mother’s bleating young
pursues the delight of the poem’s sounds and movements on his own. Yet the reader also
interprets and understand the poem. If so, he becomes, like Hermes, a participant in the
poem’s divine birthing or better, “hatching,” process.'’” In reading the poem aloud he
interprets its meaning, giving it an independent existence. By this literally
“Hermeneutic” process, a piece of Hellenistic written lyric like Simmias’s Egg may

“hatch” for the reader, independent of its poet mother.

1. 20 = ——||——|| VU= UU-||UU-||UU-[UUU-||UUU-||UU-||—-.
192 Hermes role as Psychopompos may be felt here.
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CHAPTER THREE: THE BIRTH OF ROMAN LYRIC

In his commentary on Horace’s Odes 111.1, the second or third century C.E.
grammarian Porphyrion explains Horace’s claim to sing carmina non prius audita with
the following comment: Romanis utique non prius audita, quamvis Laevius lyrica ante
Horatium scripserit.' Porphyrion is right. Before the publication of Horace’s Carmina
in 23 B.C.E there had already been several generations of experimentation with Greek
lyric forms at Rome. Catullus is only Horace’s most well known predecessor in this
regard, but he too cannot be called the first to introduce Greek lyric meters to Roman
poetry. That honor goes to a poet named Laevius Melissus, writing one generation before
Catullus.

Laevius was the author of a unique group of poems called the Erotopaignia.
TTaiyvia was a common Hellenistic title for collections of light verse. Both Philetas and
Aratus wrote collections by the same name. The connotation of the word is best gleaned
from the final sentence of Gorgias’ Encomion to Helen, where he labels his rhetorical
tour de force in defense of Helen, traditionally reviled by the Greeks for causing the
Trojan war, as his Taiyviov: a virtuosic exposition of technical skill, a jeux d’ésprit that
was a typical product of the learned, academic atmosphere of Alexandria.” It was the in
the same tradition that the metrically virtuosic picture poems by Simmias of Rhodes were

named Texvomaiyvia.

" Holder (1896) 86.
* Cf. Gorgias (fr. 11.132 Kranz) ¢BouArinv ypdwai tov Adyov EAévns utv &ykduiov,
guov d¢ Taiyviov.
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The sparse fragments® of Laevius reveal that he reworked mythological stories
into erotic vignettes in a wide range of lyric meters. He may have been especially
interested in Euripides as he composed his own Alcestis, Ino, and Helen. In addition,
fragments survive of his Adonis, his Centaurs, a poem about Protesilaus and Laodamia
called the Protesilaodamia, and a poem about the wandering of Odysseus to the islands
of Circe and the Sirens called the Sirenocirca. It is generally supposed that these single
poems with individual titles were grouped under the larger heading of Erotopaignia,
though Priscian also mentions his Polymetra (fr. 30), leaving it is unclear whether this
refers to a separate group of poems or is simply another general name for any group of
poems in mixed meters.”

The titles Protesilaodamia and Sirenocirca exemplify a characteristic of Laevian
diction that affiliates him with the Roman dramatist Pacuvius, who also indulged in
coining compound words (cf. his Dulorestes “Orestes the Slave”).” To take the
fragments of the Alcestis as an example, Laevius uses the word tardigenuclus (cf.
Pacuvius’ tardigradus fr.4 Ribbeck) to describe the deteriorating old age of Pheres,
whom he then contrasts to Nestor, a trisaeclisenex who is nevertheless dulciorelocus
(fr.7-9). Yet if Laevius finds parallels in Roman drama in terms of vocabulary and
subject matter, metrically speaking he is very Greek. Many discussions of Laevian
metrics are plagued by unverifiable hypotheses, given the difficulty of establishing the
proper scansion of what are often tiny fragments taken out of context. Some see Laevius

following in the Anacreontic tradition, since five of the the thirty three fragments

> All fragments are cited according to their numbers in Courtney (1993) 118-143.

* Prisc.1.258.

> Later Romans like Horace criticized these sesquepedalia verba (AP 97). Quintilian was
also critical. Inst. 1.5.67. On Pacuvius’ style cf. Manuwald (2003) 121 n.153.
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preserved in his edition (frs. 5, 14, 22, 26, 28) are in anacreontics (anaclastic ionic
dimeters a minore: UU-U | -U--) and eight (frs. 1, 4, 6, 15, 18, 21, 23, 27) in systems
of iambic dimeters with synapheia, another verse regularly employed by Anacreon (PMG
427-8). Laevius’ use of iambic dimeters provides an instructive point of comparison with
early Roman drama’s use of the same meter, since the iambic dimeter also shows up in
Plautus’ cantica. Comparing the nature of this meter in Plautus and Laevius demonstrates
that, despite apparent verbal and thematic connections to the Roman stage, Laevius
turned to exemplaria graeca when composing his meters. Of the twenty iambic dimeters
in Laevius, all preserve a pure iamb in the second foot of each iambic metron.® This
means that Laevius considered these iambic verses dimeters in the Greek sense: i.e.
consisting of two iambic metra, of which the second had to be a pure iamb. On the other
hand, Plautus’s use of the same meter shows that he treated the verse as tetrapodic,
allowing substitution in every place in the line and making no effort to preserve the iamb
in the second foot of each metron.

Along with his contemporary Gnaeus Matius (fr.16 Courtney), Laevius was also
one of the first Roman poets to revive the Scazon in a fragment that, as Courtney
suggests, “seems to be from some sort of preface about stylistic controversy.” In this
fragment, Laevius may be quoting his critics’ disdainful characterizations of his own
poetry as “rough in reading and offputtingly haggard” (scabra in legendo reduviosave
offendens fr. 25). Other fragments support the idea that Laevius engaged with his literary
contemporaries and attacked his critics within his own poetry: we are informed by Aulius

Gelius that Laevius coined the breathtaking compound subductisupercilicarptores to

% One, fr. 4.4, depends on an emendation to do so.
7 Courtney (1993) 128.
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attack his “vituperones” (fr. 9). It is reasonable to assume that in the line Meminens
Varro corde volutat (fr. 3), Laevius refers to the impressive knowledge of his near
contemporary and fellow metrical innovator, Marcus Terentius Varro, whose Menippean
Satires rival the Erotopaignia in metrical experimentation. It also seems significant that
fragment 25, characterizing poetry in bawdy, low language — a reduvia is a “hangnail” —
should be written in Scazons. The Scazon had a natural connotation of the racy iambic
world of Hipponax and, since Callimachus’ lambi, of literary polemic as well. This
fragment may show Laevius exploiting these two connotations of the Scazon as he
revives it for Roman literary polemic.

Another fragment shows just how much of a maiyviov Laevius could make of his
meter: omnis sunt denis syllabis versi (fr.30). The verse is of course self-descriptive,
since the fragment itself has ten syllables. One may imagine a poem in which Laevius
used many different types of Greek meters stichically with the only organizational
rational being that each line contained ten syllables. The sort of metrical poetic game
shows Laevius following the tradition of Hellenistic metrical games explored in chapter
two. One Greek example quite similar in its conceit is Kastorion’s Hymn to Pan, a piece
composed in iambic trimeters in which each metron could be transposed to another point
in its verse without changing the meaning or spoiling the meter of the verse.® Like
Laevius’ poem, Kastorion’s hymn showcased an extreme attention to numerical detail;
each metron contained exactly eleven letters.

But of all of Laevius’ poems, it is fragment 22 that most showcases both his

metrical virtuosity as well has his strong connection to the metrical impresarios of the

8 SH 310. Cf. Bing (1985).
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Hellenistic period. The poem, a technopaignion called the Phoenix that formed the image
of a pair of wings on the page, must have had special significance in the book of
Erotopaignia from its final position.” Unfortunately, only the first two verses of the
poem are preserved:

‘enus <o> amoris altrix, genetrix cupiditatis, mihi quae diem serenum hilarula praepandere cresti, opseculae tuae ac ministre
. . . . . . .. . 10
Etsi ne utiquam quid foret expavida gravis dura fera asperaque famultas potui dominio concipere <sub> superbo.

The first line had ten metra, the second nine, and so on. The pattern of syllables
decreased and then increased to produce two mirroring wings. This poem is clearly
indebted to a similar one by Simmias of Rhodes, who wrote a technopaignion entitled

The Wings, spoken by the god Eros:

Aetooé pe Tov [Mas e PabuoTépvou &vakT’, Akpovidav T’ &AAudis 8pdoavTa,
und¢ Tpéors, el TOoOs v ddokia PERpida Adxva yéveia
TAHOS EYC Yap Yevouav, avik’ ékpatv’ Avayka,
TavTta 8¢ T&s elke ppadaiol Auypais
EpmeTd, AVl b0’ elpTe (5)
O’ aibpas.
Xdaous 8¢,
ouT! ye Kumrpidos mafs
wkuTréTas N8’ Apeos kaAelual,
oUTl yap ékpava PBia, mpaivde 8¢ meiboi- (10)
elke 8¢ pol yaia, Baldooas Te puxoi, xadAkeos oUupavds Te:
TV B’ £y EKvooPloGuay wyUylov OKATITPov, Ekplvov B¢ Beols BéuioTas.

Behold the ruler of the deep-bosomed Earth, the turner upside-down of the Son
of Acmon, and have no fear that so little a person should have so plentiful a
crop of beard to his chin. For I was born when Necessity bare rule, and all
creatures, moved they in Air or in Chaos, were kept through her dismal
government far apart. Swift-flying son of Cypris and war-lord Ares—I am not
that at all; for by no force came I into rule, but by gentle-willed persuasion, and
yet all alike, Earth, deep Sea, and brazen Heaven, bowed to my behest, and I
took to myself their olden sceptre and made me a judge among Gods (Trans.
Edmonds).

? Charius 375 B = 288 K: in pterygio Phoenicis Laevii, novissimae odes Erotopaegnion.
Galasso (2004) makes the attractive suggestion that this final avian ode may have
influenced Horace Odes.2.20.

1% For the metrical schema of its ionic metra, see Courtney (1993) 136.
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Given the fragmentary state of the Phoenix, it is unclear if Laevius indulged in
the same sort of punning on the visual aspects of his own composition that Simmias
enjoyed. Here, opening the poem with the loaded phrase AeGooé pe, Simmias
immediately draws attention to the physical appearance of the poem on the page. In the
second verse, a similar effect is achieved in the phrase: und¢ Tpéons, ei Tdoos cov ddokia
BéBpiBa Adxva yéveia. Of course, the reader cannot see Cupid’s cheeks, so the
reference to his physical appearance is unsettling and the word Téoos cleverly
ambiguous."!

The two surviving verses of the Phoenix suggest that Laevius may have had
Simmias’ poem in mind. These verses also focus on the contrast between the domination
of a ruler and the subordination of a servant, with the dominium superbum of Venus
comparable to the ppadaiol Auypais of necessity in Simmias poem (1.4). The Phoenix
also plays on the theme of reversal of traditional expectations developed by Simmias in
the Wings. There Eros, normally the son and follower of Aphrodite, rejects this
traditional parentage and boasts a more ancient lineage descending form Chaos. In the
Phoenix, the mythological bird often associated with the rising sun, which it preceded in
its orbit, is cast instead as a follower of Venus.'? By associating the goddess Venus with
her eponymous planet, the morning star that appears directly before sunrise, Laevius

imagines the phoenix following Venus instead of leading the sun."> Thus, the phoenix,

' Cf. the opening lines of Callimachus’ Hymn to Apollo which play similarly on the
reader’s inability to see: oUx opdas (1.4).

> Cf. Plin. HN.10.4-5.

3 An association that goes back to early Greece. Cf. Evans (1998) 289.

87



preceding the rise of the sun, can also be seen as following the morning star, i.e. a
“follower” (obsecula, derived from sequor) of Venus."*
Laevius’ fragments show that he not only introduced into Latin poetry a number
of Greek lyric meters, but continued the Hellenistic practice of using meter to express
meaning. Laevius engaged in learned games like Kastorion, wrote technopaignia like
Simmias and exploited the traditional connotation of meters like Theocritus in his
Paidika or Callimachus in his lambi. Yet the most recent and authoritative scholarship
on Laevius, in its efforts to differentiate him from the neoterics, risks ignoring that he
may have passed this practice on to later Latin poets, especially Catullus. To quote Ross’
summary statement on Laevius in Style and Tradition in Catullus:
Laevius experimented, but even his meters, diverse and original as they
are, show no more than a skill in adapting early Hellenistic frivolities; the
Neoterics’ discovery of Alexandrian poetry brought with it an interest in
the technical refinements of meter that went far beyond mere adaptation
and led them to practice actual translation. Catullus’ sources are thus very
different from Laevius’ experimental profusions: the New Poets were
selective, and this selectivity was inspired by their Callimachean
creed....Catullus shows no interest in Laevius’ Roman dramatic meters,
and none in the haphazard experiments Laevius made in adapting the
meters of early Hellenistic verse."”

It must be granted that the neoterics and Catullus in particular approach Alexandrianism

and even the individual poets of the lyric canon in strikingly different ways — ways which

will be examined in this chapter. But if Laevius’ influence by Roman drama is

undeniable in his vocabulary and subject matter, Ross overemphasizes Laevius’ interest

'* On this poem cf. Galasso (2004) and Barchiesi (2009) 321.
> Ross (1969) 157-8.
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in dramatic metrical forms. Courtney identifies anapaestic dimeters in only three (3, 7, 8)
of 32 fragments; the identification of other dramatic meters in Laevius is uncertain.'®

On the other hand, there are several suggestions - beyond those similarities of
vocabulary that have already been widely noted - that suggest continuity between Laevius
and Catullus.'” First of all, while some of Laevian metrics may have been “experimental
profusions,” he did rehabilitate meters like the Scazon (fr. 25) and even more importantly
the Phalaecean hendecasyllable (fr. 32) that went on to be widely embraced by the
neoterics. His vignettes on mythological stories for his Erotopaignia were
characteristically neoteric: Catullus’ Peleus and Thetis (Poem 64) as well as Cinna’s
Smyrna, Calvus’ lo, Cornificius’ Glaucus, and Valerius Cato’s Dictynna are all
examples. Catullus’ Poem 68, strongly centered on the myth of Protesilaus, may also
owe a specific debt to Laevius Protesilaodamia. 1t is certainly tempting to read the
“monumental line” 74, Protesilaéam Laodamia domum, with Cairns as a “salute” from
Catullus to his predecessor Laevius’ composite title.'® In other ways too, like his
dismissive attacks of his officious critics (compare the Laevian
subductisupercilicarptores with the senes seviores from Poem 5) Catullus resembles
Laevius. Even his characterization of his own poetry as nugae (a Latin translation of
Taiyvia) and his playful approach to metrical innovation (cf. Poem 50 below) reveal a

debt to Laevius that probably reflects an admiration among the neoterics for Rome’s first

' Courtney (1993) 119.

7 Ross (1969) 159 argues that Laevius’ vocabulary, though at first sight similar to
Catullus’ in some important aspects, is “entirely different in poetic intention and
purpose....”

'8 Cairns (2003) 173 also sees “the adultery/infidelity motif” in Laevius fr.18 (Courtney)
as “highly significant for Poem 68.”
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lyric innovator. While Ross’s corrective effort to show that Laevius was not a neoteric is
appreciated, it is also important to note the very real connections between Catullus and
Laevius.

Ross’s criticism is mostly fueled by the desire to show that Catullus and the other
neoterics dutifully pursued a “Callimachean creed,” while Laevius’ metrical experiments
were more closely tied to the “early Hellenistic frivolities” of poets like Kastorion and
Simmias. But this mutually exclusive way of viewing these two aspects of Hellenistic
poetry misses a crucial point. Close attention to and playful use of meter do not
necessarily prevent a poet from adhering to and articulating a sophisticated system of
poetics. In fact, this metrical sensitivity can support and articulate such a creed more

fully.

Metrical Games and Catullan lambi

One of the things that sets Catullus apart from the so called “preneoterics” like
Laevius is the way he begins to ask questions of himself and his readers about what sort
of poetry he is writing. His “little book, whatever it might be” (quidquid hoc libelli
Cat.1.8) contains a wide array of meters including many that would qualify as lyric by
Alexandrian criteria. When pointing out that Horace was not the first to write Lyric at
Rome, however, Porphyrion does not think to mention Catullus. This is almost certainly
because neither Catullus nor his contemporaries considered his work “lyric” poetry. It
was not until the age of Jerome that we first find the adjective lyricus applied to Catullus,
but this late antique usage is most likely a projection of Horace’s term for himself back

. . .. . 19
onto his most famous predecessor in the composition of lyric meters at Rome.~ More

Y Chron.173.2.
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contemporary judges seem to have put Catullus and his poetry in a different category.
Quintilian, for example, writing about one hundred years after Catullus, identifies him
among the Roman iambic poets. Catullus, too, calls his own verses iambi at several
instances in the collection.'

Iambic presents a particularly interesting problem to the metrically self-conscious
poet. As Aristotle points out in the Poetics, the iambic meter got its name from the fact
that many fauBot were written in it, not the other way around.”” Nevertheless, because
the name of the meter and genre overlap, later genre-conscious poets naturally began to
explore the extent to which iambic content should be written in iambic meters. Horace
for example, in Epodes 13 — 16, experiments with non-iambic meters such as the
hexameter, only to return to the iambic trimeter in Epode 17, which significantly begins
with the words iam iam.>> A metrically conscious poet like Catullus could not call his
own work iambi without questioning to what extent this label determined the character of
his own work or noticing the inherit tension between name and metrical form.

In his own lambi, as we have seen in Ch. 2, Callimachus reacts to the overly
schematic taxonomical impulse to allow meter to dictate genre, when he advocates
creative use of meters beyond their genre associations. In the /ambi, Callimachus used
Scazons, traditionally a iambic meter of aggressive attack, in a creative new way. In the

opening statement of Hipponax’ ghost,

2 Quint. Inst. 10.1.96.

*136.5,40.2, 54.6, fr.3.1.

22 1448"31. The archaic iambic poets Archilocus and Hipponax wrote many iambic
poems in non-iambic meters. Moreover, iambic elements may be located in the work of
poets we might not consider as [ambic like Sappho and Alcaeus cf. Aloni (2001) and
Andrisano (2001).

* Did Horace realize that he announced his return to pure jambic by writing iam “twice,”
that is iam bis? On Horace metrical variation in the Epodes cf. Harrison (2001) 180.
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AkoUoab’ ImmcovakTtos: [o]U yap aAN’ fikw

Dépeov TapPov o pdxny [&eid]ovta
v BoJut[aA]etov...

Listen to Hipponax. For indeed I have come from the place where they sell
an ox for a penny, bearing an iambos which does not sing of the Bupalean
battle (Trans. Acosta-Hughes).
Callimachus announces that his new book of lambi will offer a new type of iambos,
adapting the vulgar, aggressive attack (uaxnv) Hipponax had directed at Bupalus, to a
more refined poetic purpose.”* Callimachus’ Jambi include light Hellenistic poems in the
paignia tradition, like the agon between the olive and the laurel, and literary rather than
personal polemic.

Catullus’ Rome was, of course, a very different place than Callimachus’
Alexandria. While a scholarly court poet such as Callimachus might naturally incline
towards a more refined version of iambos redeployed for literary polemic, Catullus’
world was more receptive of the aggressive iambic of Archilocus and Hipponax.
Newman suggests that “because Roman society was more primitive than that of the
contemporary Greek world, when Hellenistic genres entered this new ambience, they

> To call Roman society “more

tended to retrace their development, to revert to type.
primitive” than Hellenistic Alexandria is perhaps unfair and overly simplistic, but it was

certainly a very different social and political milieu. Catullus wrote as a member of an

upper class of nobles jockeying for political and financial advance in the melting pot of

** Perhaps, as Denis Feeney suggested to me in conversation, Callimachus imprints a
personal stamp on this new sort of refined iambos, suggesting it will be a
KaATv...udxnv.

> Newman (1990) 66.
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first century Rome where sex and violence were on daily display.”® His political cracks
and dirty jokes could never have been tolerated in the demure court of an autocratic
hereditary monarch — Callimachus’ situation. Rome’s more complex and varied social
reality made a return to the vulgar and aggressive iambic of Archilochus and Hipponax
relevant and appropriate in first-century B.C.E. Rome.

Despite returning to the aggressive archaic roots of iambos, the Catullan corpus
owes a great debt to Callimachus and the poetics cultivated in Alexandria. Many of
Catullus’ most poignant poetic moments turn on this dual heritage, justaposing a refined,
emotionally aloof Hellenistic air with the painful awareness of a highly visceral present.
An excellent example is Poem 85:

Odi et amo qua re faciam fortasse requires
Nescio sed fieri sentio et excrucior

The first line of this famous poem clearly owes much to the tradition of Hellenistic
epigram that delighted in paradox and riddle. The hexameter calmly asks the reader to
consider the paradoxical nature of Catullus’ conflicted emotional state. The word
fortasse gives an air of nonchalance to the question. In a very similar example, Alcaeus
of Mitylene expresses his own paradoxical hatred for love:
‘Exbaipw Tov "EpwoTa. Ti yap Bapus ouk i Biipas
Spvutal, GAN’ ¢’ éurv ioBoAel kpadinv;
Ti TAéov, ei Beds &vdpa kaTapAéyet; fj Ti TO oepvoOY
dncdoas &’ euris GBAov Exel kepaAris; (AP 5.10)
I hate love. Why does not he not attack wild beasts, oppressive spirit, but
constantly target at my heart? What point is there for a god to burn up a
man, or what trophies shall he win from my head (Trans. Paton, adpated).

But the second part of each poet’s reaction to his conflicting emotions is very different.

Alcaeus departs on an abstract philosophical investigation of the relationship between the

*® Cf. Wiseman (1985) 1-14.
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human and the divine. His epigram ends with a serious of questions directing the
reader’s attention away from his own emotional situation and towards the abstract.
Catullus’ technique is the oposite. The first line’s question is answered with an emphatic
expression of his ignorance in the second line (nescio), but (sed) this is not the poem’s
focus. Rather, Catullus contrasts the abstract paradox of his emotional conflict with the
very concrete human suffering it causes within him. The simple language in which he
expresses his pain underlines the conflicting relationship between the complexities of
human emotion and the simplicity of pleasure and pain.

This tension between grace and grit permeates the Catullan corpus and is relevant
for our understanding of the nature of iambic in Catullus. Poem 116, for instance, turns
on a contrast between Alexandrian finesse and iambic vitriol. The poem begins with
Catullus attempting to justify his attempts at Callimachean poetry. As Barchiesi has
pointed out, this poem is deeply engaged with the Aitia, its opening words saepe mihi
translating the beginning of Aitia fr. 1 Pf. méAAaxi poi, and “the entire rest of .
1...[recalling]...research, the poet’s memory-cum-imagination, hunting for antiquarian
rarities, and toil.”*” The phrase mittere...carmina battiadiae repeated from Poem 65,
suggests that the focus of this poem is Catullus’ poetic labor (1.5) to recreate the learning
and refined elegance of his Alexandrian model. This attempt at formal refinement is
pushed to a humorous level of metrical exaggeration in line three when Catullus’ attempt
to lighten (lenirem 1.3) Gellius’ opinion of his poetry results in the heaviest line in Latin
literature — the holospondaicus — humorously emphasizing how Catullus’ attempts at

formal virtuosity end up backfiring

2" Barchiesi (2005) 335.
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Indeed these efforts are met with nothing but criticism from Gellius. In response,
Catullus shifts his tone from high Alexandrian elegy to unadulterated Roman iambic.
Many verbal clues point to a shift here. Catullus describes Gellius’ criticism as the
shooting of darts (tela...mittere 1.4) warping the process of “sending” a poem into one of
“hurling” invective. The tela (= PéAn) presuppose the etymology of {auPos from
Bd&AAw found in the Etymologicum Magnum, while mittere recalls another popular
etymology from fqut. ** Catullus makes his critic the target of his new iambic attack,
abandoning high elegy for a lower iambic register, Greek refinement for Roman
toughness. As Barchiesi points out, since the poem’s close with the phrase tu dabis
supplicium, complete with the archaic metrical shortening of the syllable of dabis®’, “has
been recognized as an allusion to the revenge of Romulus in Ennius’ Annales (95 Sk.
dabi’ sanguine poenas,) involving both fighting spirit and the abrasive toughness of the
archaic style, it is tempting to view the dynamics of the poem as a regressive movement

3% With Aitia 1 in mind, the metaphor of criticism as rela

from Callimachus to Ennius.
also sonically recalls the Te)kyivec, the critics to whom Callimachus responds at the
beginning of the Aitia. The holospondaic hexameter is also absent from polished
hexameters, but is found in Ennius.”’ The shift from academic elegy to aggressive iambic

thus ironically traces a Callimachean movement even as it rejects Alexandrian finesse for

Roman toughness, since Callimachus closes the Aitia by announcing his intent to write

*8 Ibid.; Newman (1990) 67; cf. EM Gaisford (1848) 1324 s.v. {aufn: “&md Tol
tapBiCev, 1O URPIiCev, Ao ToU idv PaAew, 1) coo BEAN PaAAewv Ta Aédyoueva.” The
connection with inu disinclines us to accept the emendation of mittere to vertere by
Forsythe (1977) 352-3.

** Though Trappes-Lomax (2007) 6-8 disagrees, restoring a number of elisions of ‘s.’
3% Barchiesi (2005) 336.

1131, 117, 157, 190, 286 Sk.
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lambi as a a shift to the “prose pastures of the muses” (Moucécov eCov [€] el voudv
fr. 119.9 Pf.).**

Poem 116 can thus be usefully read as another instance of Catullus’ exploitation
of the tension between finesse and aggression to raise and answer questions for the reader
about his own status as a poet. Such an interpretation also lends weight to the argument
that Poem 116 was the final poem of the collection, because it shows how the poem looks
back on the tension between decorum and aggression in Catullus’ work overall. This
poem is also noteworthy for the way it utilizes meter to point to the genre tensions it
explores. The heavy spondaic line 3 humorously satirizes the Alexandrian attempts at
metrical virtuosity, while the archaic metrical flourish at the poem’s close underlines the
return to the archaic Roman force of Ennius. Poem 116 exemplifies Catullus’ keen
attention to the meter of his poetry and how he martials its signicance to underscore the
impotant poetic questions that his work occasions.

The two poems we have examined so far have been in elegiac couplets, but
Catullus’ favorite lyric meter was the Phalaecean hendecasyllable, the lyric meter which
Catullus calls iambos. This meter, too, had a history that involved the tension between
high and low poetic registers. Morgan has shown how a reading of the derivation based
metrical theory found in grammarians such as Caesius Bassus might inform ancient
understandings of the verse.” Derivation theory saw lyric forms as consisting of pieces

of other more familiar meters.”* Bassus explains that the vulgaris divisio™ of the meter in

32 Macleod (1973) 307 notes that “it is fitting that Catullus should express himself in as
un-Callimachean way [sic] as possible.”

3 Morgan (2012) 88.

** On metrical theory see Leo (1889).

? Keil 6.258.
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his day analyzed the Phalaecean as a combination of a dactylic hexameter (Passér /
mortuus / ést) and an iambo-trochaic element (méaé puiél / laé). Morgan suggests that
Catullus may have been aware of this tension and exploited it for humorous poetic effect,
allowing the high register of the hexametric element and the low register of the iambic to
reinforce humorous clashes in content in each half of the verse like Annales Voliisi /
cacatd carta.”® If Catullus did this, it would be nothing new. In chapter two we have
seen how Theocritus exploited the connotations of the cola of his asynartete meters to add
meaning to his epigrams.

The editorial history of Callimachus’ Jambi may have also contributed to the
connotation of the Phalaecean as a verse that straddled the gap between two types of
poetry. Whether or not Callimachus originally intended for his puéAn (fr. 226 — 229
Pfeiffer) to be notionally connected to his book of lambi, the evidence of Horace’s 17
Epodes, with their internal debate of whether to end the collection at the end of Epode 14,
suggests that at least some first-century B.C.E. Romans read Callimachus’ four uéAn as
Tambi 14-17.%7 1t is not difficult to understand why later readers were ready to consider
these four poems as an extension of the collection, given the metrical and thematic
license Callimachus advocates in lambus 13.

The first of these four poems (fr. 226 Pfeiffer), was written in Phalaecean
hendecasyllables. What is more, the Diegesis tell us, it was a poem about the
mistreatment of the young men of Lemnos (Tous copaious) at the hands of the Lemnian

women. The significance of the placement, meter, and content of this poem for Catullus

*® Morgan (2012).
37 On the modern debate see Cameron (1995) 95 and Acosta-Hughes (2002) 4. Cf. Hor.
Epod. 14.6-8.
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has yet to be fully appreciated. If this poem were seen as Callimachus’ lambus 14, it
makes complete sense that Catullus would call his Phalaecans iambi. Moreover, a
Calliamachean poem in Phalaeceans about the abuse of men by women is also an
important precedent for the erotic themes Catullus treats in his own Phalaeceans.

There are grounds, then, both theoretical and historical for seeing the Phalaecean
as a meter of both high and low register and with both lyric and iambic connotations.
This made it an excellent meter for Catullus to explore the contrast between finesse and
vulgarity or love and hate, as he does in so many of his Phalaecean poems. Poem 16, for
instance, frames a serious literary discussion of the of relationship between a poet’s
character and his poetry with two vulgar verses threatening sexual violence, pedicabo ego
vos et irrumabo (1. 1 and 14). Poem 16 reverberates with a tension between literary and
sexual propriety, which are aligned and compared through the concept of mollitia, a word
with very different meanings in the literary and moral sphere.”® As a possible translation
of the Alexandrian Aetrtds, mollis was a byword for slender, refined poetry, thus
Catullus’ calls his refined love poetry versiculi..molliculi (1.3-4). In the Roman sexual
sphere, however, male “softness” meant a lack of masculinity.39 In Poem 8, we find
miser Catullus attempting to reaffirm his manhood after being rejected by Lesbia by
repeatedly telling himself to “be hard” (obdura 1.11). In Poem 16, Furius and Aurelius
attribute the softness of Catullus’ love poetry (milia multa basiorum 1.12) to his character
and therefore attack his manhood (male me marem putatis 1.13).

Just as he does on Gellius in Poem 116, Catullus turns the tables on Furius and

Aurelius, here showing that his “soft verses” can quickly shift to take on the sexually

% Wiseman (1976) 223.
3% OLD s.v. mollis 3a.
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aggressive power of iambic. It is thus important that Poem 16 is written in Phalaeceans,
the same meter as the kiss poems for which Catullus is criticized. Pointing out the power
of his own sexually potent versiculi to ignite even their “hard groins” (duros lumbos
1.11), Catullus reverses the traditional associations of hard and soft: hardness, normally
characteristic of male sexual dominance, has become a characteristic of aged impotence,
while supposedly soft verses take on a penetrating force. As Heyworth has noted, it is
not Catullus himself who threatens Furius and Aurelius with oral and anal rape — that
would not be the act of a chaste poet (castum poetum)™ - rather, it is Catullus’ verses
which will do skewering, both in the metrical pun on pedicabo and in the image this
poem creates on the page, penetrating attack by an aggressive verse at the top (irrumatio)
and bottom (pedicatio) of the body of verses on the page.*'

Poem 15 also contains a switch in tone from a restrained, refined style to one of
vulgar, aggressive attack. This poem begins with a polite request from Catullus to his
friend Aurelius, asking him to avoid pursuing Catullus’ erotic interest, a castum puerum
(1.4-5) whom Catullus has entrusted to Aurelius for safe-keeping. Propriety is an
important concept in this poem as well, expressed through several variations of the word
pudicus, which again bridges the gap between the literary and the moral/sexual sphere.
Catullus calls his polite poetic request to Aurelius’ a veniam...pudentem, and he expects
that Aurelius’ moral behavior will reflect its politesse (conserves pudice 1.5). By the
poem’s close, Catullus’ polite request has become an aggressive threat. He has asked

nicely (pudenter 1.13), but if Aurelius does not respond to a polite request, Catullus

* Though Wiseman (1976) argues that it is not the sexual act, but whether one penetrates
or is penetrated that constitutes castitas.
*! Heyworth (2001) 134.
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shows that he can change his tune, ending with a vulgar threat of anal penetration by
mullets and radishes. The language of this threat also suggests that this sexual violence
will come in the form of poetry, since Aurelius will suffer his fate with his “feet” spread
apart (pedibus attractis 1. 18).%

Poem 42 plays on the same possibility for a transition between sweetness and
aggression, but reversed. This poem, addressed to Catullus’ hendecasyllables, begins
with an indignant Catullus commanding his verses to attack a woman (moecha turpis 1.3)
who has stolen his writing tablets. Catullus directs his verses to attack this woman with
their most aggressive iambic vitriol, calling her a “dirty whore” (moeche putida 1.11), a
“piece of dirt” (lutum) a “brothel” (lupanar 1.13), and anything worse that he can not
even imagine. When none of these attacks has any effect on the woman, however,
Catullus resolves to change his tone, switching from iambic aggression to cajoling praise
(putida to pudica) in the final line. Again, poetic form is implicated in this shift,
specifically through attention to the poem’s meter — which makes sense in a poem
addressed to hendecasyllables. It is significant that the moecha has stolen Catullus
pugilaria, his wring tablets. This theft implies a loss of poetic potency, which is
expressed as an inability on Catullus’ part to manage his meter. The moecha smiles
mockingly at him with the face of a Gallic hound (catuli ore Gallicani 1.9), mocking
Catullus with a metrically altered version of his own name.

Catullus initial verses directed at the moecha show him trying to marshal the
meter against his victim. The command circumsistite eam et reflagitate (1.10), by placing

the pronoun eam in the center of the verse, presents a word image on the page of Catullus

“2 Ibid. 133.
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command to “surround” his target. The quoted verses of attack (moecha putida, redde
codicillos / redde putida moecha, codicillos 1.11-12 =1.19-20) display Catullus’ metrical
virtuosity by changing the word order of the verse while keeping its metrical structure the
same. But though Catullus can move words around in his verses, his attacks ironically do
not emotionally move his target (nihil movetur 1.21). He thus decides to completely
change his approach, shifting from aggressive attack to wheedling praise. He announces
this change in metrically charged language, telling his verses: mutanda est ratio
modusque vobis (1.22-23). Yet, instead of changing meters, Catullus simply changes
tone. His hendecasyllable goes from a verse of abuse to a verse of praise. This change is
reinforced by the clever shift from piitidi to the sonically similar but metrically different
pudica. This clever metrical pun responds to the initial metrical challenge that that
moecha’s theft of Catullus writing tablets posed to the poet. By quickly changing his
hendecasyllable from a verse of blame to praise, Catullus reaffirms his power as a poet in

control of his meter, which the initial theft of his pugilaria called into question.

Sappho Reborn

The previous section has aimed to show the importance of meter to Catullus in
exploring the nature of his own poetry. In each of the poems examined, Catullus
explored the boundary between refined, light poetry and gritty invective. The following
section will examine how Catullus used meter to articulate his relationship with one
important poet, Sappho. Sappho is an important poet for Catullus, not only because, as
we shall see, she was exceedingly popular among the so called “preneoterics,” but also
because his poems in Sapphic meters represent a formal departure from the stichic lyric

experimentation of the Hellenistic period. Catullus’ resurrection and use of the Sapphic
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strophe in Latin suggests a new interest in the personality of a Greek lyric poet as a
whole, rather than a mere rearranging of pieces of Greek lyric kola in a lyric metrical
exercise.

The fragments of the preneoterics suggest that Sappho occupied an iconic place in
their poetic consciousness. Laevius can be seen alluding to one of Sappho’s poems (ft.
96V) in one of the fragments of the Protesilaodamia.*’ In particular, Sappho’s famous
fragment on envy (fr. 31V) was already a popular piece for imitation among the
preneoterics, apparently already singled out for its grace and beauty as it would go on to
be by Pseudo-Longinus in his On the Sublime. At least two examples of imitation of this
fragment by poets before Catullus have been preserved.** In both examples, the poet
chooses one aspect of Sappho’s poem on which to elaborate in an epigram. Lutatius
Catulus, for instance, explores the implications of the comparison of mortal and divine:

Constiteram exorientem Auroram forte salutans,
cum subito a laeva Roscius exoritur.
Pace mihi liceat, caclestes, dicere vestra:
mortalis visus pulchrior esse deo. (fr. 2 Courtney)
In the first couplet, Catulus establishes the terms for comparison by referring to the dawn
in human terms and Roscius in supernatural language. The speaker describes himself as
“greeting” dawn as he would a fellow Roman acquaintance during the morning salutatio.
In the corresponding pentameter Roscius rises. Here Catulus chooses to go a step further

than Sappho by suggesting that Roscius actually surpasses a god in beauty. He also

anticipates Catullus in begging gods’ pardon (cf. si fas est Cat.51.2), addressing them

* Fr. 18; cf. Fantuzzi (1995).
* Cf. also Plaut.Mil.1216-83 and Trail (2005).
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with the term caelestes, appropriate in this context of heavenly bodies. Catulus has
turned a phrase from Sappho into a serious meditation on mortal and divine beauty.*
Valerius Aedituus does something similar with a bit of Sappho’s famous poem in
his exploration of two symptoms of Sapphic lovesickness, sweating and speechlessness:
Dicere cum conor curam tibi, Pamphila, cordis
quid mi abs te quaeram, verba labris abeunt,
per pectus manat subito <subido> mihi sudor:
sic tacitus, subidus, dum pudeo pereo (fr. 1 Courtney ).
Courtney remarks that this poem’s frequent alliteration and repetition, if the proposed
emendation is correct, of the vulgar word subidus “destroys the delicacy of Sappho.”*
This is one way to read the poem, but it is perhaps unfair to Aedituus because it assumes
that the poet does not intend this affect. As in Catulus’ fragment, this poem takes one
element of Sappho’s poem and explores it in a more extended form, here contrasting
speechlessness and sweating. The two symptoms are juxtaposed repeatedly over the
course of the two couplets. Both are localized in the same part of the body: sweat trickles
down the chest of the speaker (per pectus 1.3), the same place where he localizes his
feelings for Pamphila (cura cordis 1.1). In the final line, both concepts contrast in the
sonically similar adjectives, facitus and subidus. The intrusion of the vulgar adjective
subidus (derived from the word subare of sows in heat) in a love poem dramatizes the

contrast between proper expression and embarrassing verbal faux pas.*’” The poem’s

frequent alliteration, exaggerated almost to the point of humor, mimics the stuttering

3 Cf. Weber (1996) 208-302 who points out the between Roscius’ name and the
adjective roscidus, frequently attributed to the dawn, as well as the tension established
between male and female.

* Courtney (1993) 72.

" OLD s.v. subo.
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lover.” With the final words, Aedituus moves from the specific to the general, pointing
out the impossibility of maintaining standards of propriety while expressing his powerful
emotions. As in the Catullan examples, the idea of pudicitia is adapted to poetic
propriety, as Aedituus tries to express himself eloquently while restraining his powerful
emotions.

Catullus’ Poem 51 should be read in the context of this earlier poetry. Like
Aedituus, Catullus also uses Sappho’s poem as an opportunity for poetic reflection on the
nature of his poetry as it relates to his Greek models and his particular situation as a Latin
poet adopting Greek forms. However, Catullus’ poem also demonstrates marked
differences from his predecessors’ adaptations of Sappho. Most obviously, it is a
translation rather than an adaptation. Catullus choice to translate Sappho’s poem in
Sapphic stanzas was not only unprecedented in Latin literature, but is quite possibly the
first instance of a poet composing serious verse in the meter since Sappho herself. Apart
from a few exceptional cases,” composers of Hellenistic lyric had been primarily
interested in redeploying the old melic metrical cola in new stichic combinations, styling
themselves as architects or craftsmen at play. The Sapphic, by contrast, was a strophic
meter, repeating its pattern every three lines. We will see below that Catullus’ decision
to engage with the entire meter in its strophic form is matched by a more serious
engagement with Sappho’s poetic personality than we have seen before.

Although the Sapphic formally differs from the stichic compositions explored so

far, it was affected by the same editorial changes that brought about the transition from

*® This sonic effect may be inspired by Sappho’s hiatus yA&ooa Eaye at this significant
point in fr. 31V 1.9. Her use of meter to express meaning may have inspired Aedituus.
* Such as the strofette of Theocritus’ Aeolic paidika.
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lyric song, composed to be publicly performed, to book lyric, written to be read. One
major structural change precipitated by this transition was that the strophe began to be
written as four lines instead of three, with the final Adonius (-UU-x) written below the
three preceding hendecasyllabic verses as a sort of coda.”® The Alcaic stanza also
underwent a similar editorial change, with the final ten syllables (-UU-UU-U-x) being
rewritten as a fourth verse. Given what we have observed in the manuscripts of Pindar, it
is safe to assume that considerations of mise en page precipitated this change. Written in
their old form, both verses would have presented an unwieldy metrical protrusion in their
third verse. As is the case with Pindar, the desire of Alexandrian editors to produce clean
columns of poetry will have led to these changes in how the verses appeared in
Hellenistic poetry editions. The fact that each colon contains a dactylic flourish and that
the Adonius essentially repeats the familiar ending of the hexameter may have
contributed to this change sounding natural to Roman ears. The change gave the Adonius
a special sonic and spatial status in the Sapphic stanza, which poets could exploit for
effect. Horace, for instance, will often place the name of his addressee in the Adonius of
his Sapphics.”' Later Seneca went on to use the Sapphic hendecasyllable kata oTixov,
only adding an Adonius when he wishes to end a thought.

The potential for attaching one’s name to a novel metrical invention combined
with the Hellenistic penchant for creative experimentation with otixol made strophic
forms like the Sapphic and Alcaic rather uninteresting to Hellenistic book lyricists. It is

not surprising, therefore, that Sapphics are all but unattested in the period between

> Cf. West (1982) 33.

L Cf. e.g. Odes 1.2.53, 12.24, 22 4.

> Morgan (2012). Tro. 814-60, 1009-55, Phaedr. 736-60, Med. 60769, Oed. 110-53,
416-28, 547-622, HO 1518-606.
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Sappho and Alcaeus and their resuscitation by Catullus and Horace. These two meters
also got their names in different ways. According to the Roman grammarian Marcus
Victorinus, the Sapphic was invented by Alcaeus, but named after Sappho because the

>3 The scanty remains of the Lesbian poets’ corpus make

latter used it “more frequently.
the truth of this statement impossible to evaluate. Regardless of how many poems each
poet wrote in these meters, however, it must also be significant that the first book of the
Alexandrian edition of Sappho was a collection of poems in Sapphics. Similarly, while
the first book of Alcaeus contained numerous meters, the first poem of the collection (fr.
308V) was in Alcaics. It is highly likely that the conspicuous placement of these meters
by the Alexandrian editors at the head of each poet’s edition also influenced the
association of each meter with its eponymous poet.
The only recurrences of the Sapphic meter between Sappho and Catullus are in

Greek. In the first, the meter invokes a clear connection with the Lesbian poetess. This
snippet, either borrowed or composed by Chamaeleon for his book on Sappho, is written
in the persona of Sappho and intended to prove that Sappho was romantically involved
with Anacreon. Sappho is imagined as asking, in a Sapphic strophe, the muse for
inspiration to sing one of Anacreon’s hymns:

KeTvov, @ xpucdbpove Mouo’, EvioTres

Upvov, gk Tas kaAAryUvaikos éoBAas

Tros xcopas ov &elde TePTTVAIS

TpéoPus adyauds (fr. 26 B* Kaibel)
O Muse of the golden throne, raise that strain which the reverend elder of

Teos, from the goodly land of fair women, used to sing so sweetly (Trans.
Wharton).

3 Keil 6.161.
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This fragment shows the association of the Sapphic meter with Sappho even in the fourth
century. In order to make it seem more believable that these verses were actually
composed by Sappho, the author composed them in her eponymous meter. Pseudo-
Sappho’s impulse to sing one of Anacreon’s hymns in Sapphics shows to what extent this
meter became associated with the poetess. Of course, if Anacreon never composed in
Sapphic stanzas. The implication is, however, that any song that Sappho sings, even one
originally written in another meter by another poet, will come out in her signature
meter.”*

The second example of later Greek Sapphics is a hymn to the goddess Roma
(PMG 541), which Bowra places (though not with much conviction) at the end of the
second century B.C.E.” The style, meter and tone, however, have suggested a later date
to more recent scholars including Llyod-Jones, who writes in the Supplementum
Hellenisticum: turgidus iste stilus et inanium iterationum strepitus aetatem Hadriani
sapere videntur.’® West agrees, pointing out the interesting parallel of the four epigrams
of Julia Balbilla on the Colossos of Memnon at Luxur in Egypt (28-31 Barnand). Balbilla
composed these poems in Lesbian Aeolic, West suggests, because this dialect, being the
dialect of Sappho, marked her as a female poet.’’ We shall see below how this Sapphic
ethos of femininity was highly relevant for the clever use Catullus makes of the Sapphic

meter.

>* Sappho 137V, in which Sappho and Alcaeus talk to each other, is puzzling. If it is
indeed by Sappho, it is the only fragment in which she composes in Alcaeics. It seems
more than coincidental that she would choose to compose in this meter in a poem in
which she quotes Alcaeus. If this is true, the association of the poet with each meter may
go back to ancient Lesbos. Cf. Nagy (2007).

>> Bowra (1957) 28.

2°269.

T West (1978) 107.
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Catullus’ Sappho

Scholars who trace the biographical saga of Catullus’ affair with Lesbia have
placed Poem 51 at the beginning of their love story. As such, it pairs with the other
Catullan Sapphic, Poem 11, which marks the end of this relationship, with Catullus
bitterly insulting Lesbia and the famous, poignant comparison of his love for her to a
severed flower. Now, even without fully accepting this biographical reading of the
Catullan corpus, these two poems can certainly be read profitably against each other. In
fact, it will be argued below that they correspond antiphrastically in a manner that is
essential to Catullus’ own self-definition vis-a-vis Sappho. But Poem 51°s revolutionary
metrical character — perhaps the first poem written in Sapphics in several centuries —
suggests that it be read in combination with another poem deeply concerned with metrical
experimentation. This poem, which stands directly before Poem 51 in the collection, is
addressed to Catullus’ contemporary and fellow neoteric poet Licinius Calvus.

Poem 50 is cast as a letter to Calvus, with whom Catullus has spent the previous
day drinking and writing poetry. Catullus places great emphasis in the poem on metrical
experimentation as a key part of his and Calvus’ poetic play. This fact alone encourages
a reading of the poem with the unprecedented metrical experiment that follows it. But

the two poems are also linked by many structural, thematic, and lexical similarities.
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Part 1
HESTERNO, Licini, die otiosi
multum lusimus in meis tabellis,
ut conuenerat esse delicatos:
scribens uersiculos uterque nostrum
ludebat numero modo hoc modo illoc,
reddens mutua per iocum atque uinum.

Part 2
atque illinc abii tuo lepore
incensus, Licini, facetiisque,
ut nec me miserum cibus iuuaret
nec somnus tegeret quiete ocellos,
sed toto indomitus furore lecto
uersarer, cupiens uidere lucem,
ut tecum loquerer, simulque ut essem.
at defessa labore membra postquam
semimortua lectulo iacebant,

Part 3
hoc, iucunde, tibi poema feci,
ex quo perspiceres meum dolorem.
nunc audax caue sis, precesque nostras,
oramus, caue despuas, ocelle,
ne poenas Nemesis reposcat a te.
est uehemens dea: laedere hanc caueto.

5

10

15

20

Part 1
Ille mi par esse deo uidetur,
ille, si fas est, superare diuos,
qui sedens aduersus identidem te
spectat et audit

dulce ridentem,

Part 2
misero quod omnis
eripit sensus mihi: nam simul te,
Lesbia, aspexi, nihil est super mi
[vocis in ore]

lingua sed torpet, tenuis sub artus

flamma demanat, sonitu suopte

tintinant aures gemina, teguntur
lumina nocte.

Part 3
otium, Catulle, tibi molestum est:
otio exsultas nimiumque gestis:
otium et reges prius et beatas

perdidit urbes.

10

15

Structurally, both poems both fall into three parts. The first part describes a vignette of

an encounter between two people. In Poem 50, this is Catullus and Calvus’ tipsy poetry

session. In Poem 51, it is the scene of Lesbia conversing with another man. This first

part is then followed by a second part in which Catullus reacts to what happens in the

first part. In both poems, the result is the same: the encounter described in part one of the

poem makes Catullus miser (me miserum 50.9 and misero...mihi 51.6-7) and precipitates

in him a serious of reactions. Both poems end with a third part in which Catullus breaks

off from the description of these reactions to address someone. In Poem 50, this address

is directed at Calvus as a bid not to reject Catullus’ request to see him again accompanied
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by a warning about the dangers of the goddess Nemesis. In poem 51, it is a warning from
Catullus to himself about the dangers of otium.

As in almost every other Catullan example examined so far in this chapter, part
one of Poem 50 articulates the nature of Catullus and Calvus’ poetic play through a series
of key terms linking the erotic and poetic process. The two are described as enjoying
otium — the important Roman concept for the free time in which poets compose verse and
lovers fan the flame of their desires.”® Like the word mollis in Poem 16, the double
meaning of this word sets the stage for a series of words with similar dual meanings that
associate the erotic with the poetic throughout the poem. The two poets “play” (lusimus
1.2) together, suggesting both erotic play and poetic play of the sort expected in poetic
nugae (i.e maiyvia). They themselves are delicati (with connotations, like mollis, of
both sexual and poetic refinement) and they compose versiculi, which, as we have seen in
Poem 16, denote the light, limber verses of lyric as opposed to the larger more traditional
hexameter, the versus durus.” The repetition of the verb ludere in line 5 specifies the
nature of their poetic play as metrical.

The second parts of the two poems, which each describe Catullus’ reaction to the
first part, are strikingly similar on a thematic and verbal level. Catullus suffers a
“burning” as a result of each encounter. In Poem 51, a tenuis flamma (1. 9-10) flows
through Catullus’ limbs. In Poem 50, Catullus’ passions are ignited (incensus 1.8) by

Calvus’ lepos and facetiae. Again, these words for wit and charm can be understood in

>% On otium cf. Frank (1968) and more recently Hanchey (2013).
** OLD s.v. delicatus 5b “effeminate.”
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both an erotic and poetic context.”” We have already noted the Callimachean
connotations of lepos, tenuis too was a word associated with a refined aesthetic, another
Latin translation of Aetrtds. As a result of his erotic/poetic encounter with Calvus,
Catullus spends the night tossing and turning in bed, his limbs half dead (semimortua
1.15), impatiently awaiting dawn. These references to Catullus’ limbs and his impaired
sight recall the symptoms he experiences as a result of seeing Lesbia together with
another man in Poem 51. Similar language is also found in each poem: cf. nec somnus
tegeret quiete ocellos (50.10) and gemina teguntur lumina nocte (51.11-12). These
several similarities suggest a close connection between the two poems.

Catullus begins part three of Poem 50 by announcing to Calvus that he has
composed a poem for him: hoc, iucunde, tibi poema feci (1.16). The question is, which
poem? Traditionally, scholars have understood the demonstrative pronoun koc as
referring to the present poem, addressed to Calvus. A more interesting and fruitful line of
interpretation, however, is to consider Poem 50 as a letter of introduction to Poem 51.°
Wray, the scholar who most recently argues in favour of reading the poems in this way,
points out extensive evidence for “a commerce of request and compliance” for poetry
sent back and forth among poets.®> This circumstantial evidence reinforces the numerous
textual connections between the two poems and opens up new critical avenues to Poem
51, encouraging a more closely attuned critical appraisal of Poem 51 as an extraordinary
specimen of the refined metrical play Catullus and Calvus describe in the first part of

Poem 50. It also sets the stage for a connection of the poetic and erotic within Poem 51.

%9 Cf. Sallust’s (Cat. 25) description of the alluring Sempronia who is endowed with both
lepos and facetiae and has little regard for pudicitia or decus.

o1 Cat.65.15-16 mitto / haec expressa tibi carmina Battiadae.

62 Wray (2001) 88 - 112.
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In addition to the fact that the two poems correspond structurally and
linguistically, several other clues suggest that Catullus may be introducing a translation in
Poem 50. We have already seen that it was specifically the metrical play he engaged in
with Calvus that ignited Catullus’ poetic interest. Catullus’ description of himself tossing
and turning in bed (versarer 50.12), invites a pun on the word versus, suggesting that he
spent his night up writing verses or perhaps on vertere, suggesting that he spent the night
translating. At the end of this night of poetic/erotic rapture, Catullus lies in bed, his half-
dead limbs (semimortua...membra) exhausted. The word membra — in addition to its
erotic connotation of the membrum virile — retained in Latin the metrical associations of
its Greek counterpart, kcdAov. The adjective semimortuus is unique in Latin literature,
apparently coined by Catullus here. Given its location at the end of this litany of
“symptoms” that Catullus suffers following his encounter with Calvus, this new coinage
can be viewed as an allusion by Catullus to Sappho’s final symptom of being “almost
dead” (TeBvaknv 8 oAiyw 'mdeuns / gaivop’ én” alt[a 31V 15-16) redeployed as a
clever metrical pun. Finally, bilingual puns on the perceived connection between Greek
molelv and Latin facere also suggest poetic translation. As Wray points out, the
juxtaposition of two words poema feci suggests poetic translation of Greek to Latin.®®
We recall, also, that Catullus was delighted, among other things, by Calvus’ facetiis (1.1).

Reading Poem 50 as an introductory poem to Poem 51 suggests a new context of
understanding for the latter poem. It lessens the need to locate the poem in a biographical
scenario between Catullus and his beloved and opens up avenues of critical exploration

of the poem as a revolutionary poetic achievement, metrically and otherwise, sent to a

% Wray (2001) 98.
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contemporary neoteric poet who could appreciate it as such. Traditionally, scholars have
tacitly accepted Apuleius’ claim® that name Lesbia is a metrically equivalent pseudonym
for Catullus’ love interest, Clodia Metelli. But Poem 51 is much more interesting if
explored as a metrical experiment resultant from a poetic exchange between two avant-
garde poets. Such a context inspires a more thorough critical exploration of the
implications surrounding the fact that the name Lesbia, simply an adjective denoting a
woman from Lesbos, refers to Sappho herself.

By giving his beloved a Sapphic name in his translation of Sappho, Catullus
continues to explore the tension between poetic and erotic established in Poem 50. This
first part of Poem 51 corresponds to the first part of poem 50, in which the poetic
achievements of another man send Catullus into sensual overdrive. The structural and
thematic similarity of the beginning of the two poems suggests an interpretation of the
interactions between //le and Lesbia in Poem 51 as poetic as well as erotic. This motif is

strengthened by changes that Catullus makes to Sappho’s original Greek:

5 Apol. 10.2.
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paiveTali pot kfvog {oos Béototv

EUUEV’ COVTP, OTTIS EVAVTIOS TOL
iod&vel kai TA&o0V &BU Ppeovei-
oas UTTaKOUEL

kal yehaioas iuépoev, 76 1’ i pav 5
kapdiav év oTrBectv EMTOIOEY,

s Yop €5 o 18w Bpdxe’ cos He puoval-

o’ oud’ Ev €T’ elkel,

aAN’ &xav pgv yAdooa Eaye AémrTov

&’ aUTiKa Xpddt TUp UTTaSeSPOUNKEY, 10
OTmaTEOOL & 0Ud’ EV Spnui’, ETPPOU-

Belo1 &’ Gkouat,

tékade 1 1®pwas Wixpos kakxéeTalt Tpduos
O¢

Taloav &ypel, XAwpoTépa B¢ Toiag

Eup, TeBudaknu 8’ OAiyco ‘mdeuns 15
paivol’ EW’ altar

AAAG Ty TOApaToV ETrel Tkal TévnTat

Ille mi par esse deo uidetur,

ille, si fas est, superare diuos,

qui sedens aduersus identidem te
spectat et audit

dulce ridentem, misero quod omnis

eripit sensus mihi: nam simul te,

Lesbia, aspexi, nihil est super mi
[vocis in ore]

lingua sed torpet, tenuis sub artus

flamma demanat, sonitu suopte

tintinant aures gemina, teguntur
lumina nocte.

otium, Catulle, tibi molestum est:

otio exsultas nimiumque gestis:

otium et reges prius et beatas
perdidit urbes.

10

15

In his Latin translation, Catullus focuses more on his /lle than Sappho does on her

Kkfvos,® repeating the demonstrative pronoun in a second line that is nowhere in

Sappho’s Greek and focusing more on the process of the lover’s visual and aural

perception of his beloved (sedens adversus identidem te / spectat et audit 1.3-4) rather

than on the beloved’s charming qualities. This change in focus to the lover and his

perception makes Catullus’ version of the scene recall a poet sitting down to translate the

Greek verses (literally sedens ad versus), looking at them, reading them aloud, and

listening to their graceful sounds (dulce ridentem 1.5). An allusion to previous poetic

“translations” of Sappho—the first two lines basically paraphrase L.Q. Catullus’ epigram

%5 Snell (1953) 73; Miller (189).

% O’Higgins (1990) 157. In Sappho, the man only listens (Urakovet 1.4) to the beloved,
whose attractice qualities are primarily aural (&3v pwveioas...yeAaioas ipépoev 1.4-5).
In Catullus, the man both sees and hears her. One thinks of the practice of reading poetry

aloud.
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quoted above—adds further layers of literary historical depth to the lover/translator
conceit. Other changes from the Greek later in the poem continue to reinforce this poetic
motif. It has been frequently pointed out that Catullus does not translate all of Sappho’s
symptoms®’ which include (1) loss of voice, (2) burning skin, (3) loss of hearing/ ringing
in hears, (4) sweating, (5) shaking, (6) turning green, (7) almost dying. Catullus is
affected only with regard to his senses (as he says omnis eripit sensus mihi 1. 5-6); he (1)
loses his voice, (2) his limbs burn, (3) his ears ring, and (4) he loses his sight. Catullus
focuses on the faculties that affect his ability as a poet: seeing, hearing, speech, and the
ability moving his “slender” limbs (or his lyric metrical k&dAa).®®

As a result, Catullus simultaneously casts himself both in the position of ///e, i.e.
the man who looks at Sappho again and again as he sits down to translate her, and the
observer who is dismayed by the seeming impossibility of the task of matching the grace
and beauty of Sappho in Latin verse. This conceit is intimately connected with the issues
of identity Catullus explores in Poem 51. Sappho, as we have seen, was an important
poet for the preneoterics and fragment 31V was later elevated as a paragon of poetic
excellence. Because of Sappho’s status as a popular model for imitation by Roman poets,
Catullus’ own expression of his relation with the Lesbian poetess involves larger
questions surrounding the relationship between Greek authors and their Latin imitators.
The format of a translation of Sappho beautifully showcases these issues, since it

complicates notions of authorial identity by problematizing poetic creativity on the part

%7 For a clever solution to this problem, see Vine (1992).

% It is tempting to read the lacuna in line 8 as intentional. In Sappho, the hiatus that
occurs at line 9 yAdooa éaye has been defended as intentional by Nagy (1974) and
O’Higgins (1990) 159, the break in air-flow mimicking the loss of the voice. An
understanding of Poem 51 as a poetic missive to Calvus makes such a bold and
unorthodox metrical maneuver even more appealing.
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of the translator. In absolute terms, in the perfect translation, the translator makes
himself invisible, acting only as a conduit for the source he translates. Conversely, the
less accurate a translation is, the more the translator shows himself to the reader.
For this reason, ancient theorists do not recommend literal translation. Horace

expresses the idea eloquently in the Ars Poetica

Publica materies priuati iuris erit, si

non circa uilem patulumque moraberis orbem,

nec uerbo uerbum curabis reddere fidus

interpres nec desilies imitator in artum,

unde pedem proferre pudor uetet aut operis lex (131-135).
The terms Horace uses to refer to translator such as “faithful” (fidus) and restrained by
“propriety” (pudor) express the idea of translation in erotic terms that are highly
concordant with Catullus’ poetic technique. Aside from the verbal changes Catullus
makes to the Sapphic original, there is one other important place where he departs from
his model, the adjective misero (1.5). Like Sappho (Taicav 1.14) Catullus subtly betrays
his gender in an adjectival ending. But for Catullus this special adjective links Poem 51
both to its letter of introduction in Poem 50 and also to the larger association of the poetic
with the erotic throughout the Catullan corpus. We have already noted that Catullus’
poetic encounter with Calvus left him miser in Poem 50 (1.9). But the adjective is also
associated with Lesbia’s infidelity throughout the corpus, perhaps most famously in the
first line of Poem 8. Here, again, Catullus explores the dual meaning of the concept of
fidelitas as it can be understood in the literary and erotic sphere. As a poet and translator

he is unfaithful to Sappho, which ironically leaves him miser as a result. On the other

hand, though, this instance of infidelity is also an opportunity for Catullus to break free
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from simple word for word translation of his female source to assert his own masculine
identity as a poet.

A similar effect is achieved when Catullus moves from part 2 to part 3 of Poem
51, a transition out of the “translation” section of the poem. The final flourish gemina
teguntur lumina nocte invokes not only blindness, but also death alluding to the Homeric
formulaic description of death Tov 8¢ okdTos dooe kGAuwe.” With a beautiful flourish,
Catullus suggests that the task of translation is too great for him and dies a poetic death,
the enallage gemina...lumina nocte suggesting a breakdown of syntax as Catullus the
translator is poetically overwhelmed. This poetic night also concludes the two-poem
sequence that began with the words hesterno die (50.1). Yet Catullus resurrects himself
from his translator’s death with an assertion of his own identity, inserting his own name
in the final stanza. This is another Sapphic trope, since Sappho famously named herself
in her own poetry.”® By calling himself Catulle in his own Sapphics just as he breaks off
from his translation of Sappho’s famous poem, Catullus boldly contrasts himself with his
model and declares his own identity. This final stanza, with its repeated mention of
otium also brings the reader back to this beginning of Poem 50, where poetic otium cast
in erotic terms inspires metrical experimentation. This otium is molestum for Catullus
because it occasions the symptoms he has described first in Poem 50, from his experience
with Calvus, and then again in Poem 51, from his experience translating Sappho.

All these themes of poetic self-exploration and self-evaluation in Poem 51 depend

on Catullus’ decision to translate Sappho’s poem in its entirety and in its original metrical

“ Cf. 11.4.503.

70 Cf. fr. 1V.20. This reading rejects the 19™-century argument that the fourth stanza of
Poem 51 was either spurious or came after a long lacuna. Cf. Fredricksmeyer (1965) 153
n.l.
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schema rather than simply experimenting with pieces of Sappho as his Preneoteric
predecessors had done. By making explicit the poetics of this encounter with Sappho,
Catullus can explore and express poetically how he is different from Sappho and what
she means to his poetic persona.

A critical perspective with a similar attention to metrical form will also elucidate
Poem 11, the other Sapphic poem in the collection and another important companion
piece to Poem 51, complementing it as the end Catullus’ relationship with Lesbia.

FVRI et Aureli comites Catulli,
siue in extremos penetrabit Indos,
litus ut longe resonante Eoa
tunditur unda,
siue in Hyrcanos Arabesue molles, 5
seu Sagas sagittiferosue Parthos,
siue quae septemgeminus colorat
aequora Nilus,
siue trans altas gradietur Alpes,
Caesaris uisens monimenta magni, 10
Gallicum Rhenum horribile aequor ulti-
mosque Britannos,
omnia haec, quaecumque feret uoluntas
caelitum, temptare simul parati,
pauca nuntiate meae puellae 15
non bona dicta.
cum suis uiuat ualeatque moechis,
quos simul complexa tenet trecentos,
nullum amans uere, sed identidem omnium
ilia rumpens; 20
nec meum respectet, ut ante, amorem,
qui illius culpa cecidit uelut prati
ultimi flos, praetereunte postquam
tactus aratro est.

Morgan has noted how jarring the Sapphic meter is to the content of the poem.”' The
references to far-off places, military exploits, and bellicose peoples are highly discordant

with the received ethos of the Sapphic stanza. Even more out of place are the vulgar non

! Morgan (2012) 202.
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bona dicta, the disgusting accusations of sexual promiscuity that Catullus asks Furius and
Camillus to transmit to his beloved. Catullus exploits the newly conspicuous final
adonius, placing these key words, as well as the vulgar ilia rumpens, in this prominent
place to heighten the discordant effect of such language appearing in the delicate Sapphic
stanza. It is significant that this poem is addressed to Catullus’ friends rather than Lesbia
herself, as if Catullus is already gone, leaving this dismissive note for his former beloved.
All of this discordance with the normal ethos of the Sapphic corresponds to Catullus’s
abandonment of Lesbia (i.e. Sappho), breaking the initial erotic associations the meter
has from Poem 51.

Of course, the famous last stanza reveals how Catullus actually feels, trampled by
Lesbia’s infidelity. This emotional revelation must be understood in terms of the context
of rejection of all things Sapphic that has driven the entire poem thus far. As the final
stanza reveals that Catullus is not over Lesbia, the tone of the poem reverts back to the
delicate language of love poetry traditionally associated with the Sapphic. Additionally,
the final stanza may actually contain a very specific allusion to Sappho herself. The
simile of the fallen flower resembles a similar metaphor used by Sappho (105bV):

olav Tav Uakivbov év cpeot TToiueves &vdpes
14 ’ 4 14 14 37 72
o001 KaTaoTe(Bolol, xaual dé Te TopPupov Gvbos.

Just as shepherds tread upon the hyacinth growing in the
mountains, and its purple flower lies on the ground.

> Woodman (2002) 58; Miller (1993) 194. That this is almost certainly the fragment that
Catullus had in mind here is supported by Virgil’s borrowing of the same motif at Aen.
(9.534), where he compares Euryalus to a flower: pupureus veluti cum flos succisus
aratro languescit moriens. The fact that Virgil includes the detail from the original
Greek of the flower’s purple color, but adopts Catullus image of the plow, means that
both authors must have had this passage in mind.
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Catullus’ efforts to distance himself formally and spatially from Lesbia have failed; his
admission of his own pain not only accords with the received ethos of the Sapphic meter
but includes a direct imitation of Sappho herself. Catullus is rendered all the more
pathetic in his inability to escape his devotion to Lesbia, both as a lover and as a literary
model. In the end, Lesbia has been unfaithful to Catullus, but Catullus has not managed
to be unfaithful to Lesbia.

The fact that Catullus chooses this new strophic meter coincides with his more
sophisticated relationship with the lyric past. These verses are no longer so much the
product of a technical metrical workshop. They represent a new stage of engagement
with Greek lyric in which Roman authors struggle with questions of their own poetic
identity and the nature of their poetry defined against their models. Strophic composition
offers a formal parallel for the change in poetic consciousness that Catullus’ Sapphics
represent. Archaic lyric is no longer something to be taken apart and put back together as
a showcase of Téxvn. For Catullus, Sappho is an integrated poetic personality. In the
following section, we will see that in the way he uses meter to define himself against

Sappho, Catullus paves the way for Horace to do the same in his Carmina.

120



CHAPTER FOUR: METER AND MEANING IN HORACE’S ODES

Pindarum quisquis studet aemulari,
Tulle, ceratis ope Daedalea
nititur pinnis, uitreo daturus
nomina ponto.
-Hor. Carm. 4.2.1-4.

Horace’s Ode 4.2 is about the difficulty of imitating Pindar. In it, Horace
compares the poet who does so to Icarus, flying too close to the sun. Of course, as has
been widely noted, this poem is rife with imitation of Pindar.! Syntactically, lines 5-24
recreate the gushing style of Pindar’s verse, forming one nineteen-line period that
contrasts the apophthegmatic opening stanza. This massive sentence takes the reader on
a poetic tour of Pindaric genres, ranging from dithyrambs (1.9) to hymns (1.13) to
epinicians (1.16f) to threnoi (21f). This sequence also forms a classic Pindaric priamel,
with a “pronominal cap” ego at the caesura of line 27. Thomas points out that the first
three lines of the first stanza even seem to begin an acrostic of Pindar’s name PIN — a deft
formal imitation of Pindar indeed and a clear debt to Hellenistic book lyric.” Pindar’s
grandiloquence is also communicated in metrical terms. He is immensus — literally
“beyond measure” recalling the original meaning of meter from petpeiv. His words pour
forth in his intractable periodic meter numeris lege solutis (1.11-12).°

These references to Pindar’s meter remind the reader that this highly Pindaric

poem is written in Sapphics. Thus, metrically, Horace exonerates himself from the

charge of imitating Pindar formally, even as he does so thematically. Casting himself as

"'E.g. Putnam (1996) 48.
* Thomas (2011) ad loc.
? Morgan (2012) 228.
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a Matine bee and Pindar as a raging river, he recalls Callimachus’ Hymn to Apollo,
styling Pindar’s poetry a raging metrical river, an unlikely foil for a classic Callimachean
recusatio, with Pindar cast in the role normally reserved for the unwieldy epic poet in
contrast to the refined poet of lighter verse. Horace rejects Pindar’s formal style for
Sappho’s, embracing the image of the bee in Callimachus’ hymn:

Anoi &’ ouk &a1mo TavTds Udwp popéouat péAiooat,

AN’ 1Tis kaBapr] Te Kal AXpAavTos AvépTreL

midakos € ieptis OAiyn AMPBas &kpov &eotov (110 - 112).

Bees, however, do not carry water to Demeter from just

anywhere, but that which flows clean and undefiled
from a sacred spring, a small trickle, best and choicest.

Unlike Pindar, Horace is the Callimachean poet-artisan, crafting well-worked poems
(carmina operosa 1.33) around the banks of a small clear stream (i.e. the Callamachean
kaBapr) kpnvn) at Tivoli. The second half of the poem uses this opposition to set
Horace’s poetry against the grander poetry of Iullus Antonius, the poem’s addressee, who
will sing the praises of Caesar in a more august key. As such it presents itself as a typical
recusatio, with Horace rejecting high public poetry for subject matter more appropriate to
his slender lyric verse. The sacrifice with which the poem closes seems to fit these terms:
while Tullus will offer twenty full-grown cows, Horace’s offering consists of one small
calf (1.53-54).

But reducing Pindar to a muddy Callimachean river makes no sense in Horace’s
oeuvre overall. Horace imitates Pindar — who was after all a lyric, not an epic poet —
numerous times throughout the Odes with great success, most memorably perhaps in the
priamel that opens the collection in Ode 1.1. Upon closer examination, it becomes clear
that this poem purposely defies neat categorization according to any prescribed stylistic

system. For instance, the metaphor of the bee is a complicated one in this context of
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Pindar and Callimachus. Surely, it is meant to recall Callimachus’ Hymn to Apollo, but it
is also a significant Pindaric symbol.* Pindar uses the bee explicitly in Pythian 10 as a
symbol of his muse that flits from theme to theme:

gyKwHiwy yap dwTos Uuvwv
e’ &AAOT &ANov cOTe péAicoa BUvel Adyov. (53-54)

For the finest of victory hymns flit like a bee
from one theme to another.

Yet even more suggestive is the implicit symbol of the bee in Pythian 11, which
Norwood argues “governs, inspires and explains [the] whole ode.” In Pythian 11, the
bee that “lives near to the earth, buzzing quietly” becomes the symbol of the man who
eschews the dangerous heights of fortune to live a quiet happy life.

...1oxel Te yap 8ABos ov peiova pbdvov:
6 8¢ xaunAd mvécov &eavtov Bpépel. (29-30)

...prosperity brings with it envy as great as itself.
But the man who lives close to the ground resounds unseen.

This situation presents a close parallel with the analogical use Horace makes of the bee
metaphor in Ode 4.2, eschewing the poetic heights of Pindar to buzz in simple Sapphics
(more modoque 1.28). As such, this symbol makes the opposition between Horace and
Pindar rather complicated, since Horace uses the very Pindaric symbol of the bee, a
symbol to which Pindar compares himself repeatedly, to align himself with Sappho
against Pindar.

Horace’s supposedly small contribution to the praise of Augustus is also more
complicated than it seems at first glance. Horace will join in with the voice of the crowd

at Augustus’ imagined triumph to sing “O Sol pulcher, O laudande (1.46-7).” Thomas

* Noted by Richardson (1985) 383-401.
> Norwood (1945) 126.
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points out that the meter of this particular snippet of verse is a trochaic septenarius, the
meter employed by soldiers for their versus quadratus, the marching songs they sang in
praise of generals.’ But Horace’s fantasy of his voice blending in with the crowd must be
more complex than this. Are we really to imagine our elitist and vulgus-hating priest of
the muses as happily mixing with the mob as they sing the versus quadratus, a verse
“firmly planted among the Romans before their writers adopted, in a learned way,
metrical forms from Greek literature?””’

The first clue that this self-vulgarization is disingenuous is that Horace imagines
himself mixing with the people in language that distinctly recalls the Carmen Saeculare,
his most public, occasional and in many ways most Pindaric poem. The quoted snippet
of song recalls similar language used to praise Apollo and Diana in the hymn whose
inherent structure rests on the images of the sun and the moon. Specifically, that
language recalls the phrase alme sol (CS.9) and o colendi (CS.2) addressed to Apollo and
Diana. Thus, the suggestion that Horace will recede into the crowd as a small part of the
whole populace is contrasted by the intimation that he has already composed a very
public poem precisely on the public themes he leaves to Iullus in his recusatio. Horace
will even go on to picture himself leading a chorus of youths and maidens as they sing his
hymn in Ode 4.6.35ff. Significantly, both of these other important public odes are also
written in Sapphics.

Even the poem’s closing image of a sacrifice, seemingly reinforcing the
opposition between Iullus as a poet of grand martial themes and Horace as a poet of light

verse, is more complicated than it seems. Of course, on a formal level, Horace does

% Thomas (2011) ad loc. referring to Heinze (1965) 408-9.
7 Conte (1999) 27.
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mean that his sacrifice will align with his small but finely wrought poetry — hence the
detailed description of the calf’s physical appearance (1.56-60). Yet at the same time —
especially given the clear image of the Callimichean river and bee in the first stanza — this
image of a sacrifice calls to mind another famous Callimachean poetic credo from the
Aitia:... 16 pév BYos ST ThxioTOV / Bpéywa, Th]v Motoav 8’ coyabé AemtaAénv: (fr.
1.21-24 Pf.). Horace’s sacrifice openly defies Callimachus’ advice: for while the Muse
may be arguably skinny — at least metrically — so is the sacrifice! Horace specifically
offers a tener vitulus, a modest young calf without any horns yet to speak of. This 6Uos
Aetrtédv is just another way that Horace defies complete association with any poetic
system in this poem.* The poem closes with an image of the moon formed by the calf’s
horns cresting on its brow. The double associations of the final lunar image contrasts
comparison of Pindar to the sun in the first stanza of Ode 4.2, but also recalls the
solar/lunar dynamic of the Carmen Saeculare.

The Sapphic meter is the key to this complex nexus of contrasting symbols and
stylistic systems in Ode 4.2. 1t is the reader’s first clue to look beyond the meaning of the
words and consider the poem as a whole unit of meaning that balances form with content.
Imitating Pindar in Sapphics allows Horace to rewrite the Callimachean poetic credo
reigning at Rome, authorizing himself to write public encomium — so important to Book
Four of the Odes - in slender lyric meters and thus avoid the pitfalls of imitation while
still reaching Pindaric heights of praise. By combining elements of Sappho and Pindar,
Horace also achieves a lyric synthesis of these two models that is more than the sum of

its parts. As the first self-conscious work of “Lyric Poetry,” the Odes do more than

¥ Noted by Thomas (2011) ad loc.
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imitate a group of individual Greek poets.” They speak with a unified voice that
harmonizes the traditions of the vastly different poetic personalities grouped under the
heading of /yric in the Hellenistic period. By blending elements of different models,
Horace creates a poetic product that transcends his predecessors in its novelty and its
vitality.'” In many of the odes to be examined in this chapter, Horace achieves this
harmonized balance of lyric models by alluding to the poetic persona contained in a
meter. Ode 4.2 thus serves as an excellent example of how Horace uses meter to add
richness and dynamism to the Odes.

Surprisingly, although Horace is the most metrically diverse of any major Roman
poet (numerosus Horatius, Ovid calls him),'' there have been almost no serious studies of
how Horace uses meter to add meaning to the Odes. Karl Nurmberger, who attempted
such a study in his 1959 German doctoral dissertation, gives a dismal report on the status
questionis at the time: “Eine ausfiirliche Arbeit iiber die Wechselbeziehung zwischen
innerer und dusserer Form, d.h. zwischen Inhalt und Metrum in der Lyrik des Horaz, gibt

es bis jetzt nicht.”'?

Today, more than fifty years later, the situation is much the same.
As Llewelyn Morgan notes, there has been a scholarly resistance to the idea that meters

can themselves function as units of poetic meaning."” For example, Matthew Santirocco

felt the need to preface his introductory remarks on the importance of meter to the

? Fittingly, Horace makes the first attested use of /yricus as a Latin word. Cicero uses the
term at Orat.183, but leaves it in Greek characters.

' Woodman (2002) likens this lyric blending of Alcaeus and Sappho in Ode 1.32 with
Horace’s claim in Ode 2.20 to be a biformis vates.

"' 7r.4.10.49

"2 Numberger (1959) 1. Unfortunately, Nurmberger’s Procrustean conclusions like “das
sapphische ist das horazische Mass fiir Gotterlieder” do not stand up to the dynamism
and versatility of the Odes (53).

3 Morgan (2000) 100.
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programmatic value of the Parade Odes in 1986 with the following statement: “it may
seem odd that metrical forms, especially when they are viewed apart from their content,

should be a vehicle for an implicit poetic program.”'*

Morgan’s important 2012 study,
Musa Pedestris, has helped open scholars’ eyes to the profound interconnection of meter
and poetic meaning in Roman poetry. Yet that work, in its stated focus on metrical self-
consciousness beginning in the second century C.E., as well in its range over all genres
and type of meters in Latin poetry, has left a great deal of work to be done, especially in
Hellenistic and early Latin lyric, poetry for which meter, as we have seen, is a defining
characteristic.

Because of limitations of space, the following pages cannot constitute the
ausfiirliche Arbeit whose inexistence Nurmberger lamented in 1959. They will hopefully
show, however, how closer attention to Horace’s use of meter can reveal important
aspects of the Odes that have gone unnoticed thus far. The following readings not only
show how important meter was to Horace’s articulation of his own poetic program, they

also reveal him as heir to the tradition of metrical self-consciousness that permeated book

lyric, both Greek and Roman, since the Hellenistic period.

The Asclepiad
We have seen how the transition from oral to book lyric occasioned a new
sensitivity to the visual appearance of lyric meters on the page. The very earliest traces
of this new sensitivity are apparent in the metrical arrangements of Pindar by the
Alexandrians. Hellenistic poets like Simmias of Rhodes and Pseudo-Theocritus took

advantage of this new visual aspect of poetry to create picture-poems like the Egg or the

' Santirocco (1986) 20.
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Syrinx. Without a doubt, the Roman poet Laevius also took part in this tradition in his
Phoenix. The previous chapter argued that Catullus, too, was conscious of the image his
verses created on the page. Horace, I believe, also knew this tradition, and brought it to
bear on some of the Odes’ most important and prominent poems.

The Asclepiad is one of the few stichic meters Horace uses. That Horace chooses
to open the Odes with a stichic, Hellenistic meter instead of an Alcaic or Sapphic strophe
is important. Had Horace opened with an Alcaic or Sapphic, he would have risked
identifying himself too closely with one of these poets. The Asclepiad, a comparatively
unaffiliated Hellenistic meter,” allows him to stand back and comment on his poetic
achievement as a whole, which is exactly what he does in Ode 1.1 as well in 3.30, which
will be treated in further detail below. As one of Horace’s few stichic meters, the
Asclepiad forms a clean column of verse down the page. This graphic aspect of stichic
verse is even more important in Horace than in other poets, since stichic poems are so
rare in the Odes. The even column of verses would have served as an attractive
frontispiece to the ancient edition of the Odes, taking Pindar’s advice at the opening of
Olympian 6, “to place a gleaming face at the beginning of his work™ to a metaliterary
visual level.'® The descending column formed by the verses also interacts semantically
with the ode’s content, helping to establish the group of professions that make up the
poem’s famous priamel as a list onto which Horace will be added at the end. Each

character is named by the first word or pair of words in the verse: Maecenas (1), the

1> Noted by Zetzel (1983) 87. More recent scholarship such as Barchiesi (2005) 424 has
explored in greater depth the programmatic importance of first lines and first poems in
Hellenistic poetry books. The first asclepiad was used kata stichon by Alcaeus (fr. 34a,
112, 117, 349b-353V), but did not carry the strong connotations of the Alcaic stanza, the
opening meter in Alcaeus’ Alexandrian edition.

1 01.6.1-4. &pxoutvou 8’ Epyou mpdowov / xpr) Béuev TnAauyts.
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chariot racers (sunt quos 1.3), the politician (hunc 1.7), the merchant (mercator 1.16), the
hedonist (est qui 1.19), the soldiers (multos 1. 23), the hunter (venator 1.26) and finally
Horace himself (me 1.29). The repeated metrical pattern of the descending list adds force
to Horace’s description of his own vocation beginning with the pronoun me, what
specialists of Pindar’s style would call a “pronominal cap.”"”

These Asclepiads are particularly well constructed to reinforce the form of a
descending list. As Syndikus points out, Horace makes a greater effort here than he does
in other Asclepiad poems to make the end of a thought coincide with either verse end or
with the strong pause that comes at the break after the first choriamb.'® This concinnity
of meter and sense emphasizes the semantic value of each verse or group of verses as a
unit of meaning that is added to the lengthening list. The high frequency of
homoioteleuton and grammatical agreement between the final syllable before the caesura
and the final syllable of the verse, as well as the frequent alliteration, also add to this
stacking effect.'’

Horace’s description of his own vocation as poet in the final eight lines of the ode
recalls many aspects of the previous professions he mentions in the poem’s opening list,
but transfers them to the poetic realm.” The charioteer’s botanical prize, the palm (1.5),
becomes ivy, the praemia of learned brows (1.29). Like the athletes exalted to divine
heights (1.6), Horace’s poetry also brings him into the divine realm, mixing him with the

gods (dis miscent superis 1.30). The hunter’s forgetful seclusion beneath the wintery sky

7 Cf. Bundy (1986) 5. n. 18.

' For example in the strophic asclepiads in Ode 1.6 or 1.15. Cf. Syndikus (1972) 23 n.1.
¥ Homoioteleuton: 1.2, 5, 6, 7, 9, 10, 12, 22, 24; grammatical agreement: 1.1, 7, 8, 9, 10,
12, 19, 20, 21, 22, 27, 28, 31; alliteration: 2, 6, 8, 12, 16, 17, 18, 20, 27.

%% On this general technique of contrast and balance in Horace cf. West (1973).
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(1.24-5) becomes Horace’s willful poetic seclusion in the cool grove of the muses
(gelidum nemus..secernunt populo 1.30-32). The warlike liruus (1.23) is replaced by the
lyric tibia (1.32). By echoing many of the characteristics from his first list of occupations,
Horace borrows the gradually building force from the first priamel for his description of
his own poetic activity, ending with another capping device in line 35 (quod si me).”

The list of professions culminating in the poet becomes a list of poetic attributes
culminating in a request for canonization. Here too, the image of the column of verses
reinforces the ode’s content. Horace’s name may literally be “inserted” into the end of
the stack of verses that build a visible list on the page.

The stichic Asclepiad does not occur again until Ode 3.30, the final poem of the
first edition of Odes published together as three books in 23 B.C.E. Together with Ode
1.1 this second column of verses forms a set of visible bookends to the collection. In Ode
3.30 as well, the Asclepiads exhibit the same evidence of metrical structuring as those in
Ode 1.1, with sense breaks and punctuation coming either after the first choriamb or at
verse end. In an ode about poetry’s ability to form a literary monument that outlasts
physical monuments, the physical form of the meter is even further implicated, since the
column of verses forms a monumental structure on the page. As the closing poem of the
first three books of Odes, this poem also serves as Horace’s own epitaph, the sturdy block
of verses as a headstone and epitaph in one. Thus it also structurally recalls the final ode
of book two and the grave that Horace there rejected sepulchri.. supervacuous honores

(2.20.23-4).

I Commager (1962) 331.

130



Ode 3.30 also demonstrates how Horace can make serious poetic use of what had
been merely a “paignion” for his Hellenistic predecessors. By saying that his poetic
monument outlasts the pyramids, Horace specifically recalls the Augustan victory over
Cleopatra in Egypt.”* His lyric achievement becomes a poetic reflection of Augustan
political victory, a poetic image of the Capitoline Hill, the center of Roman political
power. Thus, Horace describes the ascent of the Pontifex Maximus up the Capitoline
with the verb scandere, which also means to read verse by meter.” The movement of the
reader’s eye up Horace’s column of verses becomes an ascent up a Roman poetic
monument. The poem’s close with a request for Melpolmene to crown Horace with
laurel recalls not only the crowning of a poetic victor at Delphi, but also that of Roman
triumphator at the top of the Capitoline, since the verb deducere can mean “to lead in
triumph” as it does at Ode 1.37.31.>* As the princeps of Roman song, Horace has lead
Greek meters to Rome in triumph by creatively adapting Greek lyric forms to write
poetry of an essentially Italian style (aeolium carmen ad italos deduxisse modos 1.13-14).

These public triumphant connotations of the verb deduxisse contrast the word’s
other significant Callimachean connotations, the carmen deductum being one of many
Roman translations for Callimachus’ uotUoa AetrtaAén.®> As he does in Ode 4.2, Horace

again challenges the Callimachean idea that refined poetry is inappropriate for public

*> Noted by Poschl (1991) 255. The words dum Capitolium at line end in 1.8 also recall
Cleopatra plotting for the Capitoline’s ruin in the line ending dum Capitolio at 1.37.6.

> OLD s.v. scandere 6 “to scan a verse.” CF. Keil 6.341.

** Hardie (1983) 49-57.

2> Nisbet and Rudd (2004) ad. loc. reject this meaning, but it seems hard to believe that
word that has such programmatic meaning for the Augustan poets (Cf. Verg.Ecl.6.5 and
Ov.Met.1.4) does not carry notions of Callimacheanism at in such a programmatic
Horatian passage. For a different take, cf. Woodman (1974) 124 — 226 and Ross (1975)
133.
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themes. The poetic product unites the best of both kinds of poetry: it treats serious
political themes in lyric verse and uses its stylistic refinement, including the image it
forms on the page, to contribute to the glorification of Horace’s own poetry and the
Augustan regime.*® Like the imposing monument on the page built from slender lyric
verses, Horace too is ex humili potens. In an ironic twist, his reputation as a poet at
Rome causes his name to be spoken in the region of his humble origins. By naming the
region’s dead king Daunus (the past tense of regnavit 1.12 is important), Horace suggests
that his poetic fame, like Roman military might, reaches even the furthest corners of
Italy.

The language describing the transition of Greek poetry to Italy also reveals a
semantic tension to the reader who knows the numerous meanings of the word modus
including “meter” (uétpov) “melody” or “poem” (uéhos) or “manner” (tpémos).”” By
choosing the word modus to mean “melodies” when he describes this process of
adaptation, Horace reminds the reader that he has also, more literally, transferred Greek
“meters” to Italian song. This chiasmus of thought produced by the interaction of two
meanings is reinforced by the juxtaposition of the Greek adjective Aeolius with the Latin
word for “song,” carmen.”® The third meaning of modus “style” is also felt here,
prolepticly suggesting that although the Odes draw heavily on Greek poets and Greek

forms, the result is an essentially Italian style of poetry. All of these aspects of the

%% “Horace and Virgil made a means of what may often have been for the Alexandrians an
end...” Commager (1962) 36.

*" OLD s.v. modus 7 “meter,” 8 “poem,” 9 “type.”

*® The juxtaposition of Greek and Latin words is a favorite technique of Horace to bring
out the dynamism of his Greco-Roman work. Cf. also lyricis vatibus (1.1.35) and dic
Latinum barbite carmen (1.32.3-4). A similar affect is achieved by Propertius, inspired
by this passage: primus ego ingredior puro de fonte sacerdos / Itala per Graios orgia
ferre choros (3.1.3-4).
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unifying, transformative and triumphant processes of adaptation from Greek to Roman
coexist in counterpoint in the verb deducere, which trades its exclusionary Hellenistic
connotations for Roman ones of dynamic integration.*’

Horace uses the Asclepiad once more, in book four of the Odes. As in the first
three books where the two stichic columns of poetry bookend the collection, the metrical
shape of Ode 4.8 serves an architectural purpose as well, standing at the exact center of
the fourth book. Horace takes advantage not only of the physical form of the meter on
the page, but also the associations the meter has gained from its previous use in Odes 1.1
and 3.30. Like 3.30, Ode 4.8 is also concerned with the physicality of
monumentalization. If he could, Horace would happily give physical gifts such as
mixing bowls, tripods and handsome bronzes (commoda...aera 1.2). The mention of this
metal recalls Ode 3.30 and implies that the gift of poetry that that Horace will ultimately
offer in its place will be aere perrenius. Like Ode 1.1, Ode 4.8 uses a listing motif to
build up to Horace’s ability as a poet. As he cycles through the other visual artists, his
language recalls the list of other professions in the priamel leading up to Horace’s
vocation as poet in Ode 1.1, with similar language repeated at several points.” The
phrase praemia fortium (4.8.3) appears at the same position in the Asclepiad as the
sonically similar phrase praemia frontium (1.1.29), suggesting to the reader familiar with
Horace’s earlier work that these praemia aena will be replaced by a poetic prize of even
more lasting value.

But unlike the visual arts that it imitates on the page, Ode 4.8 also suggests that

poetry confers a special immortality by giving voice to those whom it chooses to

% On the programmatic significance of this entire passage, cf. Ross (1975) 133-137.
* hic...ille 4.8.7 and hunc-...illum 1.1.7&9; nunc...nunc 4.8.9, 1.1.21-22.
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remember. While statuary or painting may raise imposing images of the great figures of
the past before our eyes, they are doomed to remain silent. Poetry, which causes the
names and deeds of past heroes to be spoken again (cf. I. dicar at 3.30.10), confers more
valuable fame in its truest etymological sense of fama from for — “to speak.”' Thus,
Horace jokes, the muses are able to “indicate praise more clearly” (clarius
indicant/laudes 1.19-20) than the visual arts. The two words are carefully chosen: clarus
means both “famous” and “easily seen” while indico is a word that means “to show”
derived from a word that means “to say” (dico). The ambiguity of diction highlights the
contrast between the visual and aural realms that Horace here juxtaposes — the visual arts’
ability to bring the past before our eyes with poetry’s power to give the past new voice.
The real danger for Censorinus is that poetry might pass over his good deeds in
silence (chartae sileant 1.21).** Hateful silence (taciturnitas. . .invida 1.23-4) itself is to be
feared as oblivion. The only salvation is the fongue of powerful poets (lingua potentium
vatum 1.26-7). This glory (kAéos, the Greeks would call it) is ironically expressed in
concrete, fiscal terms. Scipio Africanus “earned” (lucratus 1.19) his name from his deeds
at Carthage just as Censorinus hopes for his own glory as “wages” (mercedem 1.22). The
reference to Scipio also contains a historical inaccuracy that hints at the power of poetry
to keep the historical record straight. The elder Scipio Africanus, the one glorified by
Ennius (Calabrae Pierides 1.20), was not responsible for burning Carthage (incendia
Carthaginis 1.17). Rather, it was his grandson, Scipio Africanus the younger, who burned

the city in 146 B.C.E, more than 20 years after Ennius died. This confusion of the two,

1 de Vaan (2008) s.v. for 235.
32 Feeney (1993) 55: one of “two examples where Horatian lyric is treated as a textual
artifact, not as ‘voice’ or ‘song.’”
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which must be intentional, demonstrates the potential of history to obscure great political
deeds if poets like Ennius fail to immortalize their doers.”

This reference to the poetic relationship between Scipio and Ennius also begs the
question of whether or not Horace has a similar relationship with Augustus. Perhaps, as
Commager suggests,” it would have been too bold for Horace to explicitly suggest that
he was responsible for Augustus’ immortality in this poem. Yet Horace and the other
Augustan poets often mention Romulus, Hercules, and the Dioscuri (1. 22-31), heroes
who earned a place among the gods for their deeds on earth, alongside Augustus’ own
deification.” Moreover, the close of Ode 4.8 recalls Ode 3.25, both in the reference it
makes to the inspiring presence of Bacchus and in its striking near repetition of language
in Asclepiadic cadence (cf. ornatus uiridi tempora pampino 3.25.20 and cingentem uiridi
tempora pampino 4.8.33). In Ode 3.25, Bacchus inspires Horace to meditate on the
immortalization of Augustus and his intention to “place Augustus among the stars and the
counsel of Jove™:

Quibus
antris egregii Caesaris audiar
aeternum meditans decus 5
stellis inserere et consilio Iouis?
Dicam insigne, recens, adhuc
indictum ore alio.

Appropriately, Horace uses the verb inserere here to describe the action of Augustus’

immortalization, the same one he used to denote his own poetic canonization at Ode

33 This reading, which drawns on a suggestion by Commager (1962) 319, is another
argument against excising this reference, despite the poem’s violation of the Lex
Meinekiana. For more arugments in favor of retaining line 17, cf. Harrison (1990) 38-40
and Kovacs (2009) 25-28.

* Ibid.

* Cf. 1.12.25, 3.3.9-10, 4.5.33-36.
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1.1.35. Though he does not mention Augustus by name in Ode 4.8, this internal allusion
to another ode in which the poetic memorialization of the emperor is so prominently
featured suggests that this poetic monument has the power to “canonize” Augustus’s
immortality along with its poet. This ode’s physical shape on the page and its position as
the centerpiece of book four bears witness to the status of the fourth book - indeed the

entire collection of Odes — as a poetic monument of lasting importance.

The Sapphic and the Alcaic

The preceding study of the stichic Asclepiad shows how Horace brought the
technical virtuosity associated with the Hellenistic fechnopaignion to bear on poems
about serious poetic and political themes. Two other important meters, the Sapphic and
the Alcaic, make a good case study for exploring how Horace could exploit a meter’s
particular ethos, since each of these meters had a direct association with a given poet.*
Sappho and Alcaeus, whose eponymous meters account for more than 50% of the Odes,
are both important models for Horace. In terms of their significance to the Odes,
however, the two poets differ considerably. While Sappho and her namesake meter had
been iconic for Catullus, Horace seems to have been the first poet to write in Alcaics
since Alcaeus himself. We shall see how Horace uses the metrical personae of Sappho
and Alcaeus to deal with the particular set of connotations that each Lesbian model brings
to his work.

Horace’s shady encounter with Sappho and Alcaeus in the underworld in Ode

2.13 sheds important light on how he viewed his Lesbian models. After nearly being hit

3% On the relative certainty that the Sapphic and Alcaic were known as such in Horace’s
day, cf. Lyne (1995) 98-99.
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by a falling tree, Horace imagines his own descent into the underworld to find Sappho
and Alcaeus entertaining the dead. Each poet is singing a distinct type of poetry: Sappho
sings love poetry about her fellow hetairai on Lesbos, while Alcaeus sings political
poetry about the hardships of war and exile (dura fugae mala dura belli 1.28). The two
poets are clearly compared, with Alcaeus coming out ahead. Sappho gets the unflattering
participle querentem (1.24), while Alcaeus sounds “more fully” (plenius) and the shades
“more avidly” (magis) drink in his tales of war and political intrigue (1.26).

For generations, readers of this poem interpreted this scene as Horace showing
preference for Alcacus.”” But several details suggest that things are not this simple. First
of all, it is important to remember that Horace pictures these poets in the underworld in
an imagined scenario in which he himself has died. We must, therefore, read the scene
not as an assessment of these poets during their lives, but rather how they are
remembered after their death. Horace knew well that the poetry of Alcaeus and Sappho
was far more complex than the one-dimensional image of them offered in this poem.
Sappho’s broad poetic activity, nine books of hymns, hymenaia and other types of lyric,
certainly cannot justifiably be reduced to the whimpering participle querentem. Along
similar lines, the Alcaic corpus encompasses far more than merely poems about war and
exile.”® An important clue that this is an intentionally reductive portrayal of the two poets
is the final detail that Alcaeus’ poetry is more avidly appreciated by the vulgus, a word

that connoted lack of discrimination in poetic taste to all poets after Callimachus.”

37 For the list cf. Woodman (2002) 55.
** As Horace will go on to tell us in Ode 1.32.
% Cf. Feeney (2002) 10.
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A more sophisticated way to read Ode 2.13 is to see Horace expressing his own
anxieties about how the figures of Sappho and Alcaeus will be incorporated into the
Odes. Reducing either of these poets to their stereotypes would spoil the dynamic lyric
synthesis that Horace needed to create, reducing the important figures of Sappho and
Alcaeus to shades of their former selves and revealing Horace’s poetic judgment as
vulgar in the process. The remaining pages of this chapter will constitute a study of how
Horace uses the Alcaic and Sapphic meter to avoid this pitfall of imitation and form a
complex and balanced picture of each poetic persona.

Before proceeding, however, it is worth noting how Ode 2.13 itself uses the
Alcaic meter to destabilize the one-dimensional image of Alcaeus given in the ode. The
tone of the first three stanzas, humorous invective directed against the tree that almost
sent Horace to the underworld, sharply contrasts the serious meditation on the post
mortem fate of poets that closes the ode. These three opening stanzas are unmistakably
iambic in tone and contain several allusions to Horace’s own third Epode, another

invective poem directed against a harmful plant.
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Ode 2.13 Epode 3
Ille et nefasto te posuit die, Parentis olim siquis inpia manu
quicumque primum, et sacrilega manu senile guttur fregerit,
produxit, arbos, in nepotum edit cicutis alium nocentius.
perniciem obprobriumque pagi; o0 dura messorum ilia.
illum et parentis crediderim sui 5 quid hoc veneni saevit in praecordiis? 5
fregisse ceruicem et penetralia num viperinus his cruor
sparsisse nocturno cruore incoctus herbis me fefellit? an malas
hospitis, ille uenena Colcha Canidia tractavit dapes?
et quidquid usquam concipitur nefas ut Argonautas praeter omnis candidum
tractauit, agro qui statuit meo 10 Medea mirata est ducem, 10
te, triste lignum, te, caducum ignota tauris inligaturum iuga
in domini caput inmerentis. perunxit hoc lasonem,
hoc delibutis ulta donis paelicem
serpente fugit alite.

It is hard to believe that Horace did not have his rant against Garlic in mind when
composing the opening stanzas of Ode 2.13.*° The two poems share numerous obvious
thematic and verbal connections (highlighted above) including the mention of patricide, a
reference to the story of Medea, the similar concept of a “wicked hand,” and the presence
of miasmic or poisonous cruor. These silly, iambic Alcaics directed against a fallen tree
contrast with the picture of Alcaeus as a serious political poet given in the ode. By
beginning a poem written in Alcaeus’ namesake meter that is ultimately a reflection on
the overly simplified received ethos of Alcaeus as a serious poet in such a blatantly
unserious way, Horace demonstrates his own vivacity and versatility as an imitator of
Alcaeus. In his hands, the Alcaic verse is very much alive.

The poem closes with a description of the effect Alcaeus’ poetry has on several

other denizens of the underworld:

* Noted by Nisbet and Hubbard (1978) 202.
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Quid mirum, ubi illis carminibus stupens
demittit atras belua centiceps
auris et intorti capillis 35
Eumenidum recreantur angues?
Quin et Prometheus et Pelopis parens
dulci laborum decipitur sono
nec curat Orion leones
aut timidos agitare lyncas. 40

These lines borrow heavily from Virgil’s description of Orpheus’ descent into the
underworld in the Fourth Georgic: '

Quin ipsae stupuere domus atque intima Leti

Tartara caeruleosque implexae crinibus angues

Eumenides, tenuitque inhians tria Cerberus ora

atque Ixionii vento rota constitit orbis. (481 — 484)
Horace follows Virgil in mentioning Cerberus, the snaky-haired Eumenides, and the
punished heroes (replacing Virgil’s Ixion with Prometheus and Tantalus) and uses
language clearly inspired by Virgil, revealing that he had Virgil’s description of Orpheus’
journey into the underworld in mind. In Virgil’s version of the Orpheus legend, these
verses describe the effect of the songs of a living poet upon the inhabitants of Hades,
while in Horace’s version it is long-dead poets who produce the charming music. In
Virgil, these verses are followed immediately by Orpheus’ escape from Hades. In
Horace, Sappho and Alcaeus will remain in the underworld. Yet it is not Sappho and
Alcaeus, but Horace himself who embodies Orpheus in Ode 2.13. These two Greek poets
are not the only ones who can compose Sapphics and Alcaics. Horace can as well, as the
present poem — a lively use of Alcaics that mixes iambic humor with serious poetic

reflection — demonstrates. By making his own poetic catabasis, Horaces look upon his

models and, like Orpheus, he affirms his status as a versatile poet in land of the living.

*! Noted by Nisbet and Hubbard (1978) ad loc.
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The Lydia Odes

As intimated above, the figures of Sappho and Alcaeus are important to the Odes
for different reasons. Alcaeus provided new opportunities for metrical originality and a
model for the reconciliation of lyric poetry with politics. On the other hand, Sappho was
an important link with the Roman lyric that had been written before the Odes. Sappho
was a figure of central importance for Catullus, the other neoterics and even for earlier
poets like Laevius. Not only had these poets drawn heavily on Sappho’s love poetry as a
thematic model, Catullus had composed two poems in Sapphics, one of them nearly a
direct translation of one of the Lesbian poetess’s most famous poems.** For Horace to
make a creative, new use of Sappho in the Odes he needed to free the Sapphic meter from
its neoteric and especially its Catullan connotations.

One way he does this is by making conspicuous use of the Sapphic meter in odes
that differ sharply in tone from the light, occasional love poetry that was the hallmark of
the neoterics. In the first Sapphic of the Odes, the important Ode 1.2 describing the
disorder a decade of civil war has brought on at Rome, the inconcinnity of the meter and
subject matter contribute to the feeling of conflict that dominates the ode. For readers
used to Catullan Sapphics, the violent picture of discord and destruction in the first stanza
must have struck a rather shocking chord that immediately served to differentiate the
Odes from Sapphics that had come before it. Horace also recasts the associations of the
Sapphic by avoiding it for love poetry, especially in the first books of Odes. In the
Sapphic odes in Book One, Horace almost never mentions his own romantic interests in

the way Catullus had: 1.10 is a hymn to Mercury, 1.12 an encomium of great men and

*2 La Penna (1972) 209-210 first proposed the possibility of Sappho in the Odes as a
symbol for critical commentary of the neoterics.
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heroes, 1.20 a drinking invitation to Maecenas, 1.30 a rather detached request for Venus
to visit Glycera, 1.32 a homage to Alcaeus, 1.38 a reflection on simplicity. There are two
exceptions to this rule in Book One: Ode 22, about Horace’s relationship with Lalage,
and Ode 25 to Lydia. These two poems, however, form part of a larger poetic movement
in Book One in which Horace allusively recalls and implicitly criticizes the tradition of
neoteric love.

The name Lydia has much to remind the reader of neoteric poetry and the Sapphic
tradition. As a dactylic three-syllable, female name beginning with the letter L and
corresponding to a Greek geographical region, it mimics Catullus’ Lesbia. Of equal
importance, however, is the fact that Valerius Cato, one of the foremost members of the
neoteric school, had composed a poem by this name.” What is more, the region of Lydia
is an important symbol in Sappho of eastern luxury and temptation.** For Catullus and
his peers, love of women like Lesbia had been all-consuming and destructive, dominating
their world, distracting them from public life and enslaving them to their beloved’s
affection. This sort of love poetry was incompatible with the serious, political purpose to
which the Odes often aspired. Horace never allows love to consume him in the Odes as it
did the neoterics, preferring the role of the detached observer to the obsessed lover. To
be sure, love is an important theme for Horace, but it is balanced against his other
interests in poetry and politics.*’

The few studies of the Lydia Odes as a thematic unit have not noticed how they

function together to elaborate a critical commentary on the overwhelming erotic

* Nisbet and Hubbard (1970) 110.

“1321.3,391.2-3,96 1.6, 16 1.19 V.

* Cf. Arkins (1993) 106-11. The fact that the Odes philander between numerous female
addressees is an important manifestation of Horace’s noncommittal romantic attitude.
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experiences that lit neoteric fires.* At numerous points in the sequence, thematic and
linguistic echoes of Catullus’ poetry reveal Horace mocking and rejecting neoteric love
for a less impassioned version that is more appropriate to the tone and purpose of the
Odes. In all of these odes, the Sapphic meter is important, either by its presence or
absence.

Lydia makes her first appearance in Ode 1.8, in which the speaker observes her
distracting her lover, Sybaris, from his usual athletic activities in the Campus Martius.
Like Lydia, the name Sybaris also has connotative, geographical significance. The city
of Sybaris, a Greek colony in Magna Graecia, was associated with luxury in antiquity as
it is today in the English word “sybarite.”’ In other words, the very name of this poem’s
male character suggests his potential to fall victim to Lydia’s temptation. Horace,
employing not one, but two significant geographic epithets together in the ode, not only
recalls the neoteric tendency to do the same, but pushes the allegorical envelope. His
deliberate overuse of this neoteric topos belies a critical smirk directed at his
predecessors, setting up the figure of Lydia as a tool for critical comparison in this and
the coming odes in which she features.

The language and setting are also reminiscent of other poetic commonplaces of
the neoteric world. Horace chooses the verb perdere to describe Lydia’s effect on
Sybaris, “destroying him by loving him” (amando perdere 1. 1-3). This verb is one of
Catullus’ favorites to describe the desperation of all-consuming love,*® but Horace never

uses it this way elsewhere in the Odes. The actions from which Lydia distracts Sybaris,

0 Cf. Dettmer (1983) and Doyen (2004).
*" E.g. the description of the effete Sybarites at Athen.12.19.
8 Catullus 8.2; 45.3; 64.70, 119, 177; 75.2, 91.2.
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athletic events and horsemanship in the Campus Martius, are reminiscent of military
training and the /usus Troiae, events that held importance for young men in Augustan
public life.*” Thus, Lydia’s distraction of Sybaris maps neatly onto the common neoteric
theme of rejection of the obligations of public life for the private erotic world.
Recognizing this ode as a critique of neoteric love also explains the comparison of
Sybaris to Achilles, hiding in women’s clothes on Scyros to avoid going to war at Troy.
Achilles symbolizes military excellence on the battlefield, but also the everlasting glory
that poetry could confer on a man. His presence at the close of this ode may also suggest
to the reader that neoteric love poetry lacks the immortalizing power that grand political
lyric has. The private erotic realm fetishized by the neoterics becomes the poetic
embodiment of the véoTos that distracted Achilles from achieving his kAéos on the
battlefield.

Lydia reappears in Ode 1.13, another poem that clearly recalls the neoteric
tradition in its imitation of Catullus’ Sapphic symptoms in Poem 51. In this poem,
however, Horace seems to abandon the emotionally detached position of the observing
critic, describing his own visceral emotional reactions to Lydia’s relationship with
Telephus. Yet, it is hard not to agree with Commager that “[Horace’s] burning passions

5% In Catullus

were kindled less by an actual situation than by Catullus’ slender flame.
Poem 51 we saw the speaker disintegrate both emotionally and poetically before our
eyes. But despite Horace’s very graphic account of his own emotional turmoil at seeing

Lydia with Telephus, his controlled verse tells another story. The chiastic pattern of

alliteration in the opening words cum tu Lydia Telephi cervicem (C—T —L -T — C)

9 Jaeger (1995).
> Commager (1962) 153.
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announces a poetic control that contradicts the loss of emotional control the poem
describes.”’ Throughout the poem, near homoioteleuton (difficili...bile 1.3;
penitus...ignibus 1.7) reveals another smirk as Horace toys with the picture of raging
emotions. Instances of balanced, quasi-chiastic grammatical structure such as that in
lines 9-11 achieve a similar effect. This contrast between form and content suggests that
this poem is a parody of rather than an homage to its Catullan model.”

Another imitation of Catullus 51 (and Sappho 31V) is the way in which the
speaker breaks off from the description of his (or her) love sickness in the final stanza.™
Ode 13 also closes with a dramatic change in tone with the words felices ter et amplius
(1.17) a patently epic phrase that occurs in Homer and Virgil.>* The idealized version of
inrupta copula that Horace advises in lines 17-20 sharply contrasts the passionate
vicissitudes of the neoteric relationship parodied in the poem. Some scholars who have
picked up on this see Horace rejecting the ups and downs of passion for a love that lasts

> Yet at the close of an ode full of so much tongue-in-cheek

“in ruhiger Zufriedenheit.
mimicry, it is hard to take Horace’s vision of a happy relationship as genuine. His

characterization of lasting love here mocks the ludicrous hyperbole of the devout love

poet.”® What must have been genuine, however, was Horace’s glee at twisting Catullus’

> Commager (1962) 154.

>2 Lowrie (1995) 38 points out Horace’s effort to “establish a difference between his love
poetry and that of his elegiac predecessors and elegiac contemporaries.” West (1966) 67
agrees: “[Horace] is conspicuously out of sympathy with the self-pity and literary
sentimentality of the elegiac poets.”

> Cf. Cat.51.13 Otium Catulle tibi molestum est and Sappho 31V 17 AANA& Té&v
ToAuaTodv...

> Cf. Hom.0d.5.306; Verg.Aen.1.94.

>> Syndikus (1972) 16.

°% Cf. Septimius declarations of eternal love at Cat.45.3-7. Owens (1992) 244.
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shift in tone at the final stanza of Poem 51, here redeployed to reveal Horace toying with
a picture of the tormenting love that had been the Catullan raison d’etre.

Lydia makes her final appearance in Ode 25, where Horace effectively bids
farewell to her character in the Odes.”” In this poem, also in heavy dialogue with
Catullus’ Lesbia poetry, Horace bids a final farewell to Lydia and Neoteric love. The
paradigmatic neoteric temptress Lydia, whose doors formerly resounded with the
nocturnal appeals of many a neoteric exclusus amator, now finds herself neglected and
alone. The picture Horace paints of the aging Lydia’s unhappy final years is rife with
allusions to Catullus. The image of the elderly Lydia “alone in an alley bemoaning her
johns one after another” (invicem moechos anus arrogantis / flebis in solo levis angiportu
1.9-10) is a composite of Catullus’ Poem 11, where Lesbia “ repeatedly breaks the
groins” of her countless moechi (identidem /| omnium ilia rumpens 1.19-20) and Poem 53,
which finds Lesbia engaged in morally suspect acts in alleys (in...angiportis / glubit
magnanimos Romuli nepotes, 1.4-5).>® Significantly, Horace’s image of Lydia’s old age
robs her of her sexual power and renders her /evis (1.10), replacing Catullus’ discourteous
glubit with the sonically similar word flebit that emphasizes the sadness of rejection. The
tables have been turned: Lydia’s unsatisfied libido drives her liver (iecur, 1.15) into the

same rage the speaker (supposedly) suffered in Ode 13.>° Like Catullus’s Poem 11, this

>7 Lydia appears once more in the amoebean Ode 3.9, but there she is a past lover, whom
Horace has exchanged for a more mature partner who is docta modos et citharae sciens
(1.10). Do we detect a note of wistfulness in this ode for a bit less Horatian control and a
bit more Catullan passion?

>¥ Putnam (2006) 11. The precise reference of glubit is not clear Adams (1982) 108. But
it is relatively clear that it does not denote a virtuous activity.

>® The shared erotic context and glances back on earlier Lydia poems such as that
contained in the repletion of the word iecur (cf. 1.13.4) make it clear that Horace is
talking about the same woman in the three odes addressed to Lydia in Book One.

146



poem also closes with a botanical metaphor, as the young men of Rome prefer green ivy
to dark myrtle. The metaphor of course suggests the rejection of old age for young
beauty, symbolized by the light and dark green of the two plants (hedera
virenti...pulla...myrto 1. 17-18). But the transition from myrtle to ivy also carries a
secondary symbolic meaning in that myrtle, a plant sacred to Venus, gives way to ivy,
which recalls the more mature poetic goals symbolized by the doctae hederae in Ode 1.%°
Thus the ode also closes on a note of transition from Venus to Bacchus that reinforces the
transition away from the puerile eroticism of Catullus to a more mature, controlled lyric
inspiration.

It is significant that this is the only Lydia poem written in Sapphics. As we have
demonstrated, one of Horace’s major challenges in Book One of the Odes is to divorce
the Sapphic from its Catullan associations. The first two Lydia odes, though in sustained
dialogue with Catullus’ Lesbia odes, are prominently not in Sapphics, though Ode 8,
written in the so-called “Greater Sapphic” a combination of Aristophaneans and
choriambically expanded Sapphics may have suggested a subtle metrical association with
the Sapphic poems of Catullus in the first of Horace’s Lydia series. Ode 13 is written in
the Second Asclepiad, a Hellenistic meter Horace favored for erotic poetry addressed to
women.®' Horace avoids the Sapphic in the first two poems that imply the destructive

force of love, subject matter with which the meter was already well associated.®® It is

only in Ode 25, where he successfully banishes Lydia and the destructive love she

% On the connection of the Myrtle plant with Venus cf. Verg.Ecl.7.62

1 Cf. 1.19 to Glycera, 1.36 to Damalys, 3.9 again to Lydia, and 3.15 to Chloris. 4.1, an
erotic poem addressed to Venus.

52 It may be significant that neither the Greater Sapphic nor the second Asclepiad is
attested in Sappho.
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represents, that he returns to the Sapphic. In this poem, the Sapphic meter serves to
strengthen the allusions to Catullus 11, the poem that structurally informs Ode 25.

The other Horatian Sapphic love poem in Book One, Ode 22, links with the
previous odes discussed in several ways. More allusions to Catullus in this ode reveal yet
another critical commentary on a neoteric fopos, the rejection of travel for love.” Again,
this ode is addressed to a woman with a three-syllable name beginning with the letter L,
Lalage. Again, the ode recalls Catullus’ Poem 11 in the list of far-off places separated by
a sequence of the conjunction sive ending in descriptions of the motion of foreign bodies
of water in the metrically conspicuous Adonic (tunditur unda Cat.11.4 / lambit Hydaspes
Hor.1.22.8). Yet while for Catullus these for-off, exotic places represent imagined
escape from his failed relationship with Lesbia at Rome, for Horace, the exotic locales
are inhospitable environments that his relationship with Lalage enables him to endure.
By bidding farewell to his Lydia/Lesbia character, Horace has transferred geographic
exoticism from the beloved back onto the map where it belongs.

Ode 22 closes with another important allusion to Catullus. Unlike Catullus, who
ended Poem 51 by breaking off his translation, Horace finishes what Catullus started,
translating Sappho’s &8u @coveioas...yeAaioas inépoev by recalling Catullus’ dulce
ridentem (1.5) but completing and perfecting his predecessor’s imperfect translation by
adding dulce loquentem (1.23-4), a more accurate translation of Sappho’s Greek.
Horace’s lyric love relationship with Lalage enables him both as a man who bravely
endures danger and as poet who translates Sappho with poise and control. The final

Sapphic flourish can thus be read as another comparison of his and Catullus’ relationship

%3 Cf. Cat.45.6-9 where Septimius misses out on adventures in Lybia and India for Acme
and later Propertius, whom Cynthia will not permit to visit doctas Athenas (1.6.12).
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with Sappho — the clearheaded lyricist, his emotions under control and his wits about
him, produces a more successful translation of his models than the reeling neoteric.
Unlike Lydia,** whose name suggests the distracting temptation of luxury, or Lesbia, who
simultaneously inspires and stymies Catullus as a poet, Lalage (from Greek AaAeiv “to
chatter” thus recalling Sappho’s &du pwveicas) becomes a new, lyric personification of
the part of Sappho that Catullus did not translate. She is a sublimation of what is most

beautiful and pure in the Greek poetess, Sappho’ voice, sweetly speaking.

Alcaic Beginnings

By using the Sapphic meter to characterize Catullus (perhaps unfairly) as a
querulous trifling love poet, Horace presents his own version of Sappho in the Odes as a
poetic persona that has been restored to her pristine beautify, rehabilited from querentem
to dulce loquentem. The situation with the Alcaic was different, since Horace was the
first poet to revive the Alcaic stanza since Alcaeus himself. As with Sappho, Horace
used Alcaeus as a metrical persona to address literary challenges he faced in the Odes. In
Ode 2.13, Horace mocked the vulgar reduction of Alcaeus to a one-dimensional poet
singing songs of the dura fugae mala dura belli. But earnest meditations on Alcaeus
such as Ode 1.32 reveal that Horace saw in the figure of Alcaeus a powerful union of
public and private. This dynamic reconciliation of contrasting elements made the
presence of Alcaeus an important one in the Odes, a work that sought to make a grand
public statement in a humble poetic form.

The Sapphic meter in 1.32 contributes to the balance the ode establishes between

the figures of Sappho and Alcaeus. The ode opens heavy with resonance of the private

%% Lalage is also the metrical opposite of Lydia and Lesbia, an anapest instead of a dactyl.
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poetic world of the Catullan love poetry.®® The first line (si quid vacui sub umbra /
lusimus tecum) rephrases the beginning of Catullus’ “letter” to Calvus, Poem 50,
introducing the Sapphic Poem 51: hesterno, Licini, die otiosi / multum lusimus in meis
tabellis (1.2). More allusions to Catullus in the following line leave little doubt that
Horace has his predecessor in mind, recalling the end of Catullus’s Poem 1 (plus uno
maneat perenne saeclo 1.10) with the words: quod et hunc in annum / uiuat et pluris (1.2-
3). These allusions, along with the Sapphic meter, call to mind the erotic, playful tradition
of private lyric poetry going back through Catullus to Sappho. Indeed, as Tony
Woodman has discovered, the first stanza even closes with a sonic allusion to Sappho
who also addresses the lyre, age dic latinum barbite carmen recalling the &y 81} xéAu

Sla pot Aéye / paovaeooa 8¢ yiveo , (fr. 118V) where the Latin words sonically mimic
Sappho’s Greek: &yt 81y x = age dic.”

In the second stanza, the reader is surprised to learn that not Sappho but Alcaeus
is the subject of the ode. Horace does not introduce Alcaeus by name; instead, playing
the same grammatical game that Catullus had in Poem 51, he identifies Alcaeus by the
grammatical gender of a key noun. The second stanza begins with the adjective Lesbio,
the very adjective that Catullus applied in the feminine to his beloved in Poem 51. Here
Horace uses this adjective in the masculine to show the reader that it is not Sappho but
Alcaeus to whom he refers. The noun modified by this adjective, civi “citizen,” further
implies the ramifications of this difference in gender (1.5). As a male citizen, Alcaeus

could participate in the public life of Lesbos while the female Sappho would have been

% Putnam (2006) 50-52.
% Woodman (2002) 54.
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limited to the private sphere.” Thus, the surprise shift from the Catullan Lesbia puella to
the Horatian Lesbius civis rewrites the surprise shift from male to female in the Catullan
key word misero with a new key word that connotes the civic engagement that Catullus’
erotic miseria caused him to neglect.

Ode 32 juxtaposes public and private, male and female, Sappho and Alcaeus in
the first two stanzas, but then serves to integrate these two poets and the realms they
represent. Horace emphasizes Alcaeus’ ability to situate lighter poetry within a violent
political context (inter arma 1.6).°® The persona of Alcaeus, who can compose both
public and private poetry in lyric meters, shows that lyric is not out of place in the public
word, and vice versa. Lighter poetry of the sort Catullus wrote (Veneremque et illi
haerentem puerum 1.12 recalling Catullus’ Veneres Cupidinesque Cat.3.1) may be
integrated into a larger epic world as a lenimen laborum (1.14-15). The word lenimen, a
Horatian coinage derived from the adjective /enis (another possible Latin translation for
Aemrtds) invokes notions of Alexandrian refinement. But again, for Horace, refinement is
redefined as integrative rather than exclusive, joining the realms of public and private,
male and female. The Sapphic meter of this ode becomes an important symbol of this
reunification as the reader realizes that the ode is about Alcaeus and not Sappho, since
although the Sapphic was more associated with the private, female world of Sappho, it
was also used by the public male poet Alcacus. As Woodman has noted, the dual
associations of the meter also help to sanction the harmonious existence of Sappho and

Alcaeus and the poetry they represent in the Odes overall.”’

%7 Noted by Feeney (1993) 49.
% Feeney (1993) 47.
% Woodman (2002) 63.
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Alcaeus was thus a powerful symbol for Horace, serving as a model for the
reconciliation of public and private poetry in a single poet. Also, since no poet had
written in Alcaics since Alcaeus himself, he offered Horace an attractive claim to
primacy that Sappho did not. He emphasizes his resuscitation of Alcaeus’ meter in the
Epistles and the pride he took in it:

Hunc ego, non alio dictum prius ore, Latinus

uolgaui fidicen; iuuat inmemorata ferentem

ingenuis oculisque legi manibusque teneri. (1.19.32-34.)
Yet at the same time, the very impulse to cast himself as the ‘Roman Alcaeus’
endangered Horace’s claims to originality. Horace knows this, and expresses his hostility
to this sort of synkrisis in Epistle 2.9 in a tongue-in-cheek description of himself and an
anonymous elegist battlings it out for claims to the title of Roman version of their
favorite Greek model:

Discedo Alcaeus puncto illius; ille meo quis?

Quis nisi Callimachus? Si plus adposcere uisus,

fit Mimnermus et optiuo cognomine crescit. (99-103)
Horace’s ambitions in the Odes surpass a claim to the Roman Alcaeus. Just as producing
a mere translation of Sappho threatened to rob Catullus of his own poetic identity in
Poem 51, any claim to be the ‘Roman Alcaeus’ jeopardized Horace’s achievement of
being the Roman Horace.”

Just as he did with the Sapphic and Sappho, Horace uses meter to add subtlety to

the presence of Alcaeus in the Odes, mitigating the received ethos of Alcaeus as a public

political poet and tempering his own self-presentation as a Roman Alcaeus. Regarding

70 Cf. Feeney (2002) 12: “he claims to be like [his Greek models] obviously in important
respects; but he is not their incarnation or their equivalent or counterpart.”
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the latter issue, it is interesting to review the placement of Alcaic poems at prominent
places in the Odes, especially at the beginning of books. Book one begins with an
Asclepiad, by no means as strong a symbol as Aclaeus’ eponymous meter, but
nevertheless one of Alcaeus’ favorites and a subtle sign to the careful reader of Horace’s
Alcaic aspirations.”' Of course, the following flurry of metrical variation that constitutes
the Parade Odes immediately disassociates any direct association with Alcaeus. Yet, the
Parade Odes themselves build up to Ode 1.9, which is not only written in the Alcaic
meter, but also alludes heavily in its opening stanza to one of Alcaeus’ poems (ft.
307aV). This coincidence of meter and content strikes a clearly Alcaic note at the
prominent climax of the Odes ’ introductory movement.

We hear this Alcaic note all the more clearly if we observe, with Lyne, that the
metrical acrobatics of the Parade Odes set them apart as a prologue, making Ode 1.9 the
opening ode of the main body of Book One.”* This suggestion is rendered all the more
appealing by Lyne’s observation that subtracting the first eight odes from Book One
leaves 30 poems, a much more usual number for a Roman book of poetry. The following
two odes, 1.10 and 1.11, also repeat the meter of the second and third poems in the
Alexandrian edition of Alcaeus, fr. 308V in Sapphics and fr. 343V in Greater
Asclepiads.”” Thus, metrically, we see Horace “opening” the main body of the Odes with
a series of poems replete with metrical and thematic allusions to the opening of Alcaeus’

collection of poetry as he read it. This sequence looks back on and reinforces the subtle

! Noted by Morgan (2012) 222. Cf. also Nisbet-Hubbard (1970) xxxviii.
72 Lyne (2005) 547.
7 Ibid.
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metrical allusion to Alcaeus present in Ode 1.1 to subtly suggest a programmatic
connection between Horace and Alcaeus at the start of the Odes.

If the meter of these odes calls Alcaeus firmly to mind, however, their content
works to disassociate them from the public poetry with which Alcaeus was most
commonly associated. Indeed, none of these odes contain content that might qualify as
the dura fugae mala dura belli of Ode 2.13. Ode 1.9 describes the private world of the

™ In fact, the violence and conflict

symposium, a refuge from the violent “storm of life.
of the battlefield are here manifested in the natural world (ventos deproeliantis 1.11),
giving the speaker cause to enjoy private sympotic pleasures. Innocuous activities like
drinking and dancing, socializing in Rome’s piazze and amorous encounters in dark
corners are ironically described in fiscal and political metaphors that heighten their
separation from the public realm: the days of youth should be “counted as profit” (/ucro /
adpone 1.12-13) and a lover’s tryst is a shadowy conspiracy betrayed by the “traitor
laugh” (proditor...risus 1.21-22) of a young girl.

A similar lightening effect may be noted in Ode 1.10, which follows the opening
sequence of odes in the Alexandrian edition of Alcaeus in meter, placement (after 1.9,
1.10 is “second” in the body of Book One) and addressee, but also makes major changes
to subject matter, as far as we can tell. Like Alcaeus fr. 308V, Alcaeus’ hymn to Hermes,
this ode is a hymn to Mercury, the Roman version of the Greek god. From the first word,

however, Horace affects a familiarity with Mercury that differs sharply from Alcaeus’

deferential distance, addressing the god by name in the first word of the Ode, while in

™ Wilkinson (1951) 131.
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Alcaeus Hermes is addressed only through a more respectful patronymic.” As a Sapphic
poem about Mercury, Ode 1.10 also recalls Ode 1.2 both thematically and metrically,
since this is the first point in the Odes that a meter is repeated. Yet the characterization
of Mercury in this more conspicuously Alcaic ode differs sharply from the highly
politicized image of Mercury as Augustus in Ode 1.2. In Ode 1.10, Horace imbues the
myth of Hermes’ theft of Apollo’s cattle and quiver with a mirthful quality (iocoso...furto
1.8). Even as he bellows threats at Mercury, Apollo cannot help but crack a smile (1.10-
12).
This levity extends even to the dour belligerents in the Trojan War:

Quin et Atridas duce te superbos

Ilio diues Priamus relicto

Thessalosque ignis et iniqua Troiae 15

castra fefellit.

Amidst the violent backdrop of the //iad, Priam fools the Greek warlords with Mercury’s
help just as the god had fooled Apollo (fefellit 1.16). The ablative absolute duce te (1.13)
recalls the same language deployed in a much more pointed political context in Ode 1.2
(te duce Caesar 1.52), further reinforcing the contrast between the presentation of
Mercury in the two odes. The closing description of the god’s potentially ominous role as
psychopompos (1.17-20) is also brimming with benign adjectives: pias, laetis, levem,
gratus.76

Because of the fragmentary state of the Alcaic corpus, it is hard to know how

much Ode 1.11, the third in this Alcaic sequence, owes to Alcaeus fr. 343V aside from its

7> Putnam (1974) 216.
76 Cf. Lyne (2005) 551.
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Greater Asclepiad meter, but the trend is already clear.”” Just as Horace avoids the
Sapphic for love poetry in the first book, choosing instead jarring military and political
content for the opening Sapphic poem, 1.2, so too does this opening Alcaic pattern
confound any received image of Alcaeus as a primarily public, serious political poet.
Another marked Alcaic moment in Book One occurs in Odes 16-17, the first time
Horace repeats a meter in two sequential odes.”® This first instance of metrical doubling
alerts the reader’s attention to the metrical form of the ode and prepares the poem’s
opening metrical pun: another double entendre of the word modus in the first stanza.
Horace suggests that lyric “meter” will place a “limit” on the iambic aggression of his
youth, making the poem’s Alcaic meter a symbol of a gentler lyric mode that contrasts
with iambic anger.” The poem’s list of the destructive results of tristes irae also
implicates the world of epic, a genre where anger is an important theme, nowhere more
prominently than the pfjviv... AxiAfios, the highly conspicuous first word of the I/iad.
The previous Ode 15, an account of Helen’s kidnapping by Paris, closes with Nereus
prophesying the coming rage of Achilles (iracunda classics Achillei 1.33-34). The story
of Helen and Paris is important to Ode 16 because it occasioned the most famous change
of tone in archaic Greek lyric, Stesichorus’ “palinode” written to take back his offensive
account of Helen’s adulterous voyage to Troy. The description of the poem’s addressee,

matre pulchra filia pulchrior could very easily describe Helen herself, the exceedingly

77 Lyne ibid. thinks that Leuconoe is meant to recall one of the Nymphs in mentioned by
Alcaeus in the lost lines of fr. 343V.

78 The Alcaic is the only meter Horace repeats in this way. The other repetitions are
1.26-27, 34-25; 2.13-14, 19-20; 3.1-6; 4.14-15.

7 OLD s.v. modus 5b “limit.” The fact that iambic is both a genre and a meter heightens
the punch of the pun on modum. Cf. also Santirocco (1986) 49 and Lowrie (1995) 42.
Kiessling and Heinze (1964) 81 first suggest the generic implications of the opening
conceit.
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beautiful daughter of Leda, beautiful in her own right.** By aligning iambic and epic
through their shared theme of anger, Horace maps his own transition from iambic to lyric
onto a preexisting archaic lyric typology, restyling Stesichorus’ palinode (recantatis 1.27
cleverly translates TaAvodia) as a contemporary genre-conscious recusatio.”!

The repetition of the Alcaic meter in the next ode suggests that Ode 17 is poetry
of the mode promised in the previous poem. Indeed, Ode 17 may also be read as a
palinode that makes good on the promise for softer poetry in Ode 16 and announced by
the nunc in line 25 of that poem. The link with Helen is also maintained in Ode 17 in its
addressee, a woman named Tyndaris or “daughter of Tyndareus” (Helen’s father), who is
also pursued by a Paris-like figure, Cyrus. But unlike the world of epic, where Helen is
kidnapped and taken to Troy, the lyric world protects Tyndaris from Cyrus, with the
hardness of nature taking on a soft, protective quality that responds to softness of
Horace’s lyric music (levia personuere saxa 1.12). From the safety of the lyric grove,
Tyndaris produces her own lyric reworking of an epic story: the Odyssey is recast as a
lyric tale of two women fighting over one man (laborantis in uno Penelopen uitreamque
Circen 1.19-20.) Tyndaris accompanies her song on a Teian lyre, suggesting that in the
protection of the lyric world, Anacreon’s love poetry replaces the violent tales of Homer.
She weaves her tale while sipping Lesbian wine that is specifically described as
“harmless” (innocentis...Lesbii 1.21), another reference to the Alcaic meter, throughout a
symbol of the change in tone from #ristia to mitia.

At the start of Book Two, Horace steps up Alcaic tension between public and

private in the ode to Pollio. This ode is another recusatio, with Horace again refusing to

% Ibid.
81 Nisbet and Hubbard (1970) 214.
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treat in slender lyric verse the military themes that Pollio has treated in his history of the
civil war. The structure of the first two stanzas, however, delays the reader’s recognition
of this conceit until the word fractas (1.8). For the first twenty-five words of the ode,
Horace does exactly what he tells us he will not, singing the violence and vicissitudes of
civil war in lively Alcaic stanzas. This opening Alcaic moment to Book Two, even if
short lived, reechoes the earlier inceptive Alcaeic sequence in Book One and alludes
more brazenly to Alcaeus’ public side, especially since the ode looks back metrically to
the last Alcaic ode in Book One, the Cleopatra Ode 1.37, which also had civil war as its
main theme. These bellicose connotations go so well with the Alcaic meter’s received
ethos that the reader’s realization in line 8 that the opening lines are merely a foil is quite
jarring, rendering the recusatio all the more effective.

The importance of the meter to this ode may be perceived in its numerous
references to sound and its sonic effects, which play off and highlight the tumbling
Alcaics. As Pollio buffets the ears of his audience with a threatening murmur and the
trumpets blare, the reader hears the terrified horses galloping away in the final dactylic
flourish of the Alcaic fifth stanza: terret equos equitumque uoltus (1.16 — 20). The
following stanza reinforces this interaction of sound and poetry with the almost
paradoxical phrase audire...videor (1.21), as does the fifth stanza, which asks what Italian
field has not witnessed the sound (testatur...sonitum) of the destruction of Italy (1.29-32).
As some scholars have suggested, this interaction of the written and heard word most

likely alludes to Pollio’s reputation as the first Roman author to hold public recitations of
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his work.® This historical detail further implicates the meter of Horace’s ode, alerting
the reader’s attention to the sounds and significance of the Alcaic meter.

At the end of the ode, these sonic and metrical resonances collude in the final
conceit as they recall and comment upon the opening stanza. Horace will not write in a
lyric meter the themes of civil war that Pollio treated in his history (retractes 1.37,
recalling tractas 1.8). Horace’s treatment of these lugubrious public themes in lyric
meters would only produce the repetitive lamentation of the nenia, which the reader hears
not only in the repetitive interrogative clauses of the antepenultimate and penultimate
stanzas (quis...qui...quae...quod...quae), but also in the repeating rhythms of the Alcaic
stanzas themselves. The alliteration and assonance in these final stanzas are particularly
ferocious as the Alcaic moves from the heavy third to rapid fourth line: non decoloravare
caedes / quis caret ora cruore nostro. As West puts it, “The horror can be heard.”®® To
prevent his lyric from descending into this cacophony of carnage, Horace must replace
Pollio’s heavy political modos (1.2 ‘reasons’) with lighter lyric modos (1.40 “poetic
meters’). As in Odes 1.16, the Alcaic is again a ‘limit’ to Horace’s public poetic
ambitions. While in 1.16-17, the repetition of the Alcaic reinforces the motif of a
palinode, here Ode 2.2’s Sapphic meter, the traditionally softer Lesbian mode, answers
Horace’s imperative to quaere modos leviore plectro.® Significantly, the following eight
odes of Book Two alternate between Sapphics and Alcaics, metrically reinforcing a sense

of control and balance that characterizes Book Two’s aurea mediocritas.>

2 Eg. West (1998) 8.

% Ibid. 11.

% It also anticipates Horace’s description of Alcaeus as sonantem plenius aureo...plectro
at 2.13.26-27.

83 Cf. Santirocco (1986) 83.
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Perhaps the most conspicuous use of the Alcaic meter in the Odes comes at the
beginning of Book Three in the so-called “Roman Odes.” Indeed, the fact that these six
lengthy odes all share an elevated tone, contain similar political themes, and are all
written in the Alcaic meter has even led some comentators, both ancient and modern, to
read them as one continuous poem.*® Considering the care that Horace has taken to
temper the received ethos of the Alcaic by avoiding it for highly conspicuous political
poetry at the beginning of Book One, and then explicitly denying it this function at the
beginning of Book Two, it may seem odd that in Book Three he chooses to write such
blatantly public political poetry in such a conspicuous string of Alcaics.

Horace’s choice makes more sense, however, when one considers the placement
of the Roman Odes at the start of the third and final book of Odes as they were first
published. While in the first books, Horace had to present a varied and composite picture
of himself as a lyric poet drawing on a plurality of models, by Book Three he has
established his own claims to originality enough to allow the ‘Roman Alcaeus’ to sing
out. The Roman Odes mark the third, final and most unabashed Alcaic beginning in the
first three books of Odes. Recognizing them as such sheds important light on
overarching metrical patterning that informs the development of Horace’s self
presentation as an Alcaic poet in the first three books overall. Book One opens with the
extreme metrical variety of the Parade Odes and contains only a subtle metrical Alcaic
movement that is carefully balanced by light, highly private content. The beginning of
Book Two is characterized by balance between ten alternating Alcaics and Sapphics and

hinges on the tension between the inherent power of the Alcaic as a meter for serious

% For example, the ancient grammarian Diomedes (Keil 1.251) and perhaps also
Porphyrio. For a more recent view cf. Griffiths (2002) 65-80.
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political poetry and Horace’s explicit refusal to use it for this purpose in Ode 2.1. At the
start of Book Three, metrical and thematic continuity is the defining characteristic, and
the sustained engagement with political themes in the Alcaic contributes to the
heightened, serious tone of the Roman Odes.

Our understanding of Ode 3.1 gains much from a reading informed by this
metrical transition from variety to uniformity. Critics have seen the ode’s Epicurean
rejection of ambition and luxury in favor of the simplicity of the Sabine farm as primarily
private and therefore inappropriate as an introduction to the highly public Roman Odes.*’
Solmsen gives a good summary of this viewpoint (which he eventually refutes):
“[Horace] seems to be urging the young Romans to strive for their individual happiness -
in the same way in which he himself has found his - rather than helping them to become

»88 Woodman

devoted citizens of the new Rome which Augustus is anxious to build up.
and others have shown that Horace’s personal philosophy of simplicity can be integrated
into the larger political messages conveyed in the Roman Odes. Namely, Horace’s
criticisms of extravagance echo Augustan policy in their call for a return to the simple
virtues of Republic Rome.* This message of simplicity is mirrored stylistically by a
studied repetition of the Alcaic meter, which Horace consciously contrasts with the
dazzling metrical variety that begins the first book of Odes.

In this regard, it is important to note how Ode 3.1 corresponds antiphrastically to

Ode 1.1, the opening of the highly metrically varied Parade Odes. The link between the

two poems is the theme of ambition, which Horace embraces in Ode 1.1 and rejects in

87 Cf. also Frinkel (1966) 262.
% Solmsen (1947) 338.
% Woodman (1984) 83-94.
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Ode 3.1. Where at the end of Ode 1.1, Horace expresses his hopes to become a lyricus
vates, at the beginning of 3.1, he speaks with vatic authority as a musarum sacerdos, a
more “stately” word for priest that contrasts the inspired ambition of Ode 1.1.”° The
sacred seclusion and the presence of the chorus of youths and maidens in the first stanza
of Ode 3.1 also recall similar elements contained in the language at the end of Ode 1.1
(nympharumque leves cum satyris chori / secernunt populo. 1.31-2). But these mythical
lyric personae have been replaced by a chorus of real Roman youths and maidens. In
Ode 3.1, Horace speaks no longer as one who hopes for inclusion, but rather, as an
initiate into the lyric mysteries who can induct the chosen few while keeping the masses
at bay. Horace’s own authority is also communicated by the lack of any direct addressee
or patron, though the mention of kings (regum, reges 1.5-6) does remind the reader of
Maecenas, edite regibus (1.1.1). But where in the first ode Horace’s hopes for poetic
status depended on Maecenas’ patronage and Maecenas’ advanced status was in turn
predicated upon on his royal lineage, here Horace authoritatively redefines the hierarchy
behind his poetic sanction: imperium lovis has replaced praesidium Maecenatis.

As in Ode 1.1, there follows a preambular list of different types of professions
introduced by an impersonal use of the verb to be (est ut 3.1.9 cf. sunt quos 1.1.3). This
list also contains many echoes of Ode 1.1, and features familiar figures such as the farmer
and the politician. In the attention Horace devotes to these figures in each poem,
however, there are telling differences. In the priamel of Ode 1.1, the farmer receives the
longest description of all the professions mentioned (1.1.9-14), while in Ode 1.3 he is

reduced to a mere line and a half (1.3.9-10). On the other hand, the politician who

%0 Cf. Lyne (1995) 185 “The poet as vates lacked the stately, public, high-class aura of
the poet as sacerdos.”
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received relatively short shrift in Ode 1.1.7-8 has been enlarged to include three types of
candidates, those who campaign based upon name, reputation, and political influence
(1.3.9-14). This last candidate’s turba clientium (1.13) constitutes a less respectable but
metrically and sonically similar version of the turba Quiritium at Ode 1.1.7. Ode 1.1°s
triple honors (tergeminis... honoribus 1.8) have been replaced by three types of political
ambition. These changes set the stage for the Roman Odes’ engagement with political
issues in general and also suggest political corruption that anticipates Horace’s rejection
of ambition in this poem’s closing stanzas as well as the more general call for reform that
dominates the Roman Odes.

The echoes of Ode 1.1. do not stop with the farmer and the politician. In the
following two stanzas the tyrant with the sword suspended over his neck who cannot
enjoy the pleasure of food, drink and the shady riverbank in the vale of Tempe (3.1.16-
24) provides a twisted vision of the hedonist from Ode 1.1, stretched out beneath a wild
strawberry bush drinking wine by the banks of a stream (1.1.19-22). Similarly, the
potential worries that could plague the man who desires too much (3.1.25-32) are
reminiscent of those experienced by the merchant, who risks his livelihood at sea at Ode
1.1.15-18. Even the description of the contractor and homeowner who hubristically build
out above the water on pozzolana pilings briefly suggest to the reader, in the phrase
dominusque terrae (1. 35), an echo of Ode 1.1°s description of athletes as terrararum
dominos (1.6), before it becomes clear that the genitive ferrae actually depends on

fastidiosus, delayed in enjambment to the beginning of the following stanza.”'

°I Noted by Nisbet and Rudd (2004) 17.
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Ode 3.1’s darker reworking of Ode 1.1’s priamel ends with the same capping
formula, the words quod si followed by an accusative dolentem (cf. quodsi me 1.1.35).
Yet instead of stating his own ambitious request for poetic canonization as he does in
Ode 1.1, Horace rejects ambition all together. Again, the language is keyed to Ode 1.1,
where he hoped to hit the stars with his lofty head (sublimi feriam sidera vertice 1.1.36).
If even the stars’” (sidere 3.1.42) may be outdone by luxury, Horace will dispense with
lofty rites (sublime ritu 3.1.46). Just as the poetic ambition Horace announces in Ode 1.1
precedes the dazzling metrical variato of the parade odes, the ambition he rejects in Ode
3.1 prefigures the constant string of Alcaics that make up the Roman Ode. This metrical
simplicity harmonizes with Horace’s refusal to change his Sabine home for more
luxurious setting (cur...permutem 1.46). This unchanging severity of tone carries on
throughout the Roman Odes from the monumental final line of Ode 3.1.48 divitias
operosiores to its metrical partner at the end of the Roman Odes at 3.6.48 progeniem
vitiosiorem, together the only two-word lines in all Horatian Alcaics. The metrical move
is subtle, but the effect is profound and the message clear: excess breeds vice in the
Roman youth. The repeated Alcaic carries with it a reminder of the theme introduced in
this perfect and unified Roman Ode,” that private life is not only not antithetical to

public life, but that individual actions can serve as a model for an entire nation —

°2A much better reading than Sidone, conjectured by Nisbett and Rudd (2004) ad. loc.
considering the numerous allusions to Ode 1.1 and the authority of the MSS, Porphery
and the parallel usage at 3.9.21 sidere pulchrior.

%3 In addition to its propriety as an introductory ode, 3.1 has been traditionally attacked as
disjointed. Frinkel (1966) 261 reassures us that “the days are long past when editors
endeavored to separate the first stanza of iii.1.” Yet cf. Nisbet and Rudd (2004) 4:“There
is some reason in the conjecture that the portentous opening has been grafted onto a more
personal piece to serve as an introduction to the series.” Detecting the careful responsion
of 3.1 to 1.1 is another strong argument for unity.
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especially if they are proclaimed by the right poet and modeled by the right emperor. By
documenting how the private life of one many can serve as the example for an entire
society, the Roman Odes exemplify the reconciliation of public and private elements that

Horace has placed in Alcaeus and his namesake meter throughout the Odes.
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