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ABSTRACT

All the poems ofCatullus and Tibullus and the first three books of Horace's Odes

are investigated tor structures of parallelism and inverse paral.elism (chiasmus) and

thus the extent to which these devices were used is determined. Such structures are

demonstrated for the first time for several poems. Sometimes additions or

modifications are made to the structural analyses of other scholars, and sometimes

their findings are confirmed. The notion that inverse parallelism was seldom used by

Roman authors is dispelled. The freedom with which these devices were used,

resulting in a great variety of deviations from strictly symmetrical structures, is

demonstrated Both common and idiosyncratic features in the use of the devices by
the three authors are shown. Several poems of each author are discussed to illustrate

that the demonstration of a structure of parallelism or inverse parallelism is in itself

an interpretative act, which can at the same time serve as a basis for further

interpretation. In particular it is shown that structures of inverse parallelism often, if

not always, iconically reflect the meaning of the poem (hence the title of the thesis)

This ability o, structures of inverse parallelism to reflect the meaning of the poem

may partly account for the fact that they are used more frequently than are structures

of parallelism. In the poems discussed structures of inverse parallelism iconically

reflect the ideas of reversal, cyclical movement, non-progression/deadlock, balance

and/or contrast and enclosure, as well as combinations of the above, such as a spiral

(both progression and non-progression) or the combination of reversal and non-
progression. Continuity I, -tween the structural methods of Greek and Roman authors

is demonstrated, and a theoretical framework is provided, which answers the

questions how such structures can be determined, and what purposes, both practical

and poetic, they serve. A literary-critical awareness of inverse parallelism in

Antiquity is demonstrated. St. Augustine, especially, has a fairly developed

theoretical fram.. of reference on the subject, in his De Genest ad Littetum

Key-words: Latin and Greek poetry, structure, chiasmus, parallelism, inverse

parallelism, Catullus, Tibullus, Horace, Vergil, Callimachus:
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ABBREVIATIONS

( • . ('OipUS lnscriptionum Latinarum

OCT Oxford ( nssical Text

OLD OxfordLatin Dictionary
TLl. Thesaurus Linguae Lattnae

TEXTS, AND MATTERS TECHNICAL AND

BIBLIOGRAPHICAL

I use the OCTtexts throughout, unless c.herwise indicated.

With regard '10 the structural diagrams, I must point out that there is not always an
exact correlation between the English text on the left-hand side and the Latin text on
the right-hand side, i.e. the Latin is not necessarily a key-word reflecting the meaning
of the summary statement in English. The Latin may be a key-word, but often the
Latin words on the right should rather be seen in conjunction with one another Thus

the Latin wordts) in a given element (e g AI should be comnared to the Latin
wordt s) in the corresponding element (/\1).

I use letters instead of numbers for footnotes to avoid confusion with the many
numerical superscripts, e.g. as in A' above.

1 include in the bibliography only the authors referred to by date in the text, and I
introduce a degree of standardization with regard to the way poems are cited in
journal articles, always using italics to refer to the poem, elegy or ode (thus Ode 1.4

rather than Ode 1.4), and also arabic numerals and full-stops rather than Roman
numerals and commas (thus 2.1 rather than II, 1)



1 INTRODUCTION
Horace, Diles, :t14

Eheu fugaces, Postume, Postume,
Iobuntur anni nee pietas moram

rugis et instanti senectae
adferet indomitaeque morti:

non st trecenis quotquot eunt dies,
amice, places illacrimabilem

Plutona tauris. qui ter amplum

Geryonen Tityonque tristi
compescit uuda, scilicet omnibus,
quicumque terrae munere vescimur,

enaviganda, sire reges

sive inopes ertmus coloni.
frustra cruento Mane carebimus
fractisque raucifluctibus Hadriae,

frustra per GutWlIfU,S nocentem

corporibus metuemus Austrum:
visendus aterflumme languido

Cocytos errans et Danai genus
infame damnatusque longi

Sisyphus Aeolides laboris:
linquenda tellus et domus et placens
uxor, neque harum quas colis arborum

te praeter in visas cupressos
ulla brevem dominum sequetur:

absumet heres Caecuba dignior
servata centum clavi bus et mero

tinge! pavimentum superbo,
pontificum potiore cents.
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Alas, Postui.a.s, Postumus, the fleeting years

flow away, ana piety will 110t bring on a delay

to wrinkles and insistent old age

or indomitable death.

You could not placate Pluto with bulls, my friend,

even at the rate of three hundred each passing day,

he who confines thrice huge Geryon

and Tityos with the gloomy

stream which must surely be navigated

by all who feed on earth's bounty

whether we shall be kings

or needy farmers.

In vain shall we abstain from bloody Mars

and the crashing waves of the raucous Adriatic,

in vain shall we in each succeeding autumn

fear the Sirocco, noxious to our bodies:

the black Cocytos wandering with sluggish

flow must be viewed and the infamous offsprirg

of Dana us and Sisyphus, son of Aeolus,

condemned to long labour.

The land must be left and home and pleasing

wife, and of the trees which you tend,

none except the hateful cypress

will follow you, its brief proprietor.

A worthier heir will drink the Caecuban wines

kept by a hundred keys and stain the floor

with a proud wine, preferable to those

of the priests' dinner feasts.
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The years tlow away and one may get the impression that the clauses c phrases

rolled off Horace's tongue with equ abandon, but that impression needs to be

qualified: they rolled off his tongue to the positions allotted to them by the poet's

structuring hand. I start my discussion on the str-icture of poems of Catullus,

Tibullus and Horace by proposing the following structure tor Horace, Odes. 2. 14:

A The years flow away 1-7

a Postume, Postume (l)

') pietas (2)

c trecenis ... ... tauris (5-7)

B The Underworld 8-11

- its waters uncia....•. enaviganda (9- I I)

- its mythological inhabitants

C Future inhabitants of 9-12

the Underworld

- the enjoyment of the earth terrae munere vcscimur (10)

- the cultivation thereof coloni (l2)

D frustra 13f

DI frustra I5f

BI The Underworld i: 20

- its waters visendus.: Cocytos (18)

- its mythological inhabitants

Cl Future inhabitants 0';: 21-4-

the Underworld

- tile enjoyment of'the earth linquenda telt» ,:1 domus

et placens uxor (2 If)

- the cultivation thereof colis (22)

Al Wine will be drunk, spilled 25-8

a' liere: (25)

c' centum clavibus (26)

bi ponnficum ...cenis (28)



Nisbet and Hubbard write that labuntur (1.2) suggests the 'continuous and

deceptively silent sliding ofa river'. Tiley argue that words such asfugaces (cf Ode

2.3. 12), labuntur. 11I0mm, insianti and indomitae could all be applied to rivers

(Nisbet Sc Hubbard 19711 2260" The poem certainly also ends with a reference to

a liquid, the wine mentioned in IL25-8. Just as the years flow (or float) away and are

lost (A), so tile wine will flow down the throat of the heir Of be spilled onto the

pavement (AI). Henderson (1964:77) comments: ' ..tho wine is part of the liquid

imagery in the poem The way it splashes onto the floor recalls the fleeting rush of

the water of life Wine symbolises life and its enjoyment; so the son inherits from

the father not only wino, but life. And this wine, r'i.s life, is rich and valuable. It is

useless to anyone if stored away where no one can reach it, but then one must also

realise its richness and value, and pot squander it'

The very name of the addressee in 11 (a) reminds one of death {Woodman 1967:3/9)

and the passage of generations," and this may well be recalled by heres in 1.25 (li ).

Both conditions, that of being z postumus and that of being a heres, can imply the

death of the father.

The pietas of the addressee (12) (b) is also recalled in the last stanza, in 1.28 (b').

Pictas cannot delav old age and death, so that one should enjoy the best wine which

is better than that drunk at feasts of the priests, or to translate the last line differently,

Dahl (1953 :240) shows that liquid images occur, in fact, throughout the
poem. As Musurillo ami Callahan (1967 3(8) put it: 'The flowing years, the
River Styx, the dark stream of'Cocytus, the wild waves of the Adriatic and
the waters carried by the daughters of Danaus - the liquid imagery culminates
in the costly wine that is wasted and spilled by an unthinking heir.'
Admittedly, the image is not made explicit in the case of the Danaids, but
after a moment's reflection the reader will btl reminded of their vain attempt
to fill .. leaking jar (Dahl 1953 240), which can be compared to the equally
vain attempt to avoid death

b Varro, De Lingua /'0Ii110 9: is, qui post patris mortem natus est, dicitur
postumus. See too rlenderson (1964 77), Nadeau (1980:208) and especially
Paschalis (1995:1810.



better than the feasts themselves Horace is of the opinion that there are better things

to do than to partake in religious observances, when faced with the ultimate 1 lity

of death. As Henderson 09(478) puts it: ' ...here is man's real duty and piety a

pietas not to grim and dark gods of the underworld, but to the rich and bright life on
this earth.'

The word trecenis in 15 (c) may well be, recalled by centum in 1.26 (c') In both

cases the high numbers (of bulls and of keys) prove to be ineff-ctive The three

hundred bulls ·,·,;11be wasted on Pluto, who will not be moved to tears of pity -

everything flows, exc. ,It Pluto's tears· and the hundred keys will not keel' the wine

safe from the ravages of the prodigal heir.'

It is possible that indomitaetque) L4 is meant to be recalled by dominum in 1.24.

Man may be u master of many things, but not of indomitable death.

The USI;: of gerundives in II.1i and 17 serves to connect the waters of the

Underworld, tlk' Styx (B) and the Cocytos (Bn In both cases the rivers are

characterised in rather gloomy terms, tristi (18) and aterflumine Ianguido Cocytos

(11170. 'The swift streams of life .. filially end in the slow, sluggish stream of death'

(Musurillo 8:. Callahan 1967 368; cf Henderson 1964 75).

I disagree with Woodman's view that the 'hundred keys' is an indication of
the value of the wine, not of a miserly attitude in Postumus. It could, of
course, be both, but the latter seems to be primary. A hundred keys is an
exaggerated figure, which points to a satirical meaning. Woodman
(i 967:393f), when giving examples to prove Horace's approval of the
storing of wine, neglects to point out that the wine is 'brought out' in each
case, to be drunk Woodman days there is no evidence that Postumus does not
usc his wine, but the hundred keys point to the preservation rather than the
enjoyment of the wine. The heir will be able to enjoy it precisely because it
has not been drunk. In Ode 3.21.6 thepw testa is said to be moveri digna
bono die. The word digna may be pertinent to the present poem, where the
mS5, read dignior in 125, whereas Woodman (1967:391-8) is sympathetic to
the conjecture degener.
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In both cases, too, mythological tCh3H'ac~CB'S are mentioned who are held in these
unenviable environs. In II.7f the bodrly strength or size of the characters is
emphasized, which is of no avail against the encompassing power of death (see Page
199~:269), and in ll.18-20 the infnmy of the inmates

Both Band 01 are followed ':,atements to the effect that those of us who still
enjoy what earthly life can offer (munere vescimur - 1.10, tellus et domus et placens
uxor - IL2If), will have to take leave of it and go 'down under': 11.9-12(C) and

11.21-4 (C1).

Terrae (1.10) is recalled by tel/us (1.21). In C the emphasis is on the fact that it makes
no difference whether one is rich or poor on earth, one is under obligation to cross
the river. In C1 the emphasis shifts slightly to the tact that W~ are all equally poor
once we have been obliged to take leave of all things. The echo of colon' (1. 12) in
colis (1.22) binds the two passages. We may cultivate as much as we like, in the end
we are all iuopes (1.12), bereft of all that was held dear, except for the
accompaniment of the cypress tree, which is ultimately invisa, in any case.

The centre of the structure (11. 13-16) (D and Dl) is highlighted by the use of

anaphora tfrustra .... /mstra) and alliteration onfM and ctr). There is variation
too: war and seafaring, i.e. dangerous human undertakings, can be avoided, but it is
not so easy to evade the noxious influence of the Sirocco, one can only fear it. But
even so, whether one stays dear of or fears these dangers, it is still ultimately in vain.
The last stanza implies that, since these things are so, one should at least have some
enjoyment before one succumbs to the inevitable. Or else someone else will.

The correspondences which I have mentioned in the discussion of Ode 2.14 are not
the only correspondences in the poem. Often words in the same or succeeding
stanzas can be viewed as commenting on one another, e.g. dies (1.5) balances anni
(1.2), terrae (1.10) balances unda (1.9), invisas (1.23) contrasts withplacens (1.21) as
does servata (1.26) with absumet (1.25) (Nisbet & Hubbard 1978:229~239). Not all
correspondences, therefore, contribute to the basic structure of the poem
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It is one of the contentionr of this thesis that such structures of inverse parallelism
md parallelism occur more frequently in Latin poetry than has been acknowledged.
In his survey of the prevalence of chiasmus" in Greek end Latin literatures, Welch
(198 1:259, 262) concluded that 'complex chiasmus', i.e. inverse parallelism on the
scale demonstrated above, occurs only rarely in Latin authors. I shall attempt to
show that the evidence disproves this notion.

The studies which have been done on parallelism and inverse parallelism in Latin
poetry are tor the most part studies of individual poems. These studies are
sometimes accompanied by 1eferences to similar studies of other poems.
Occasionally one finds more wide-ranging studies - see sections 3.1, 4.1 and 5.1
below. However, no exhaustive studies have been done, so that there is still no clear
indication of the prevalence of parallelism and inverse parallelism it. Latin poetr ,:
It is therefore an aim of this thesis to l"dress this situation, at least with regard to 1'".

authors under COi' ~ .deration.

The work - which to some may have a slightly old-fashioned feel - is done in the
belief that it is important to know how often Latin authors resorted to these structures
in the construction of their poems, ill that this gives an indication of the degree of
premeditation in the writing of their poetry. If there is a grid of inverse parallelism
underlying a particular poem, one can be fairly certain that 011 that occasion at least
the poet had at some stage planned a pattern for his poem, possibly even before he
wrote down his first line The interaction between raw inspiration and premeditated
pattern is Ii complex phenomenon. The inspired effusion of words may flow
unch-cked at first, to be patterned at a later stage, or the structure may be laid down
before a word of the poem has been written. We recognize in this the interaction
between native genius and sheer hard work or craft, about which Horace has a great
deal to say in the Ars Poetica. It is hoped, then, that the thesis will shed light on the
poetic method of Catullus, Tibullus and Horace.

d Chiasmus is inverse parallelism, but I have chosen to reserve the term
chiasmus for inverse parallelism occurring on a very limited scale, e.g. in a
line of poetry.
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The structures of parallelism and inverse parallelism are chosen because they most
readily suggest premeditation and because they are interesting in themselves. Any
structure, however haphazard, may be premeditr ed, out no' all are readily
recognizable as such, and, as section 2.7.2 will attempt to der .onstrat- narallelism
and especially inverse parallelism offered poetical possibi~W{ . to exploit. Thus, I

will attempt to show throughout how an awareness 0'" "~"f' sructures can aid the
process of'Interpretatien. The very identification (,f

of interpretation, but once one has done this, one ca.
the poem in the light of the structure identified, and dra, ,I,

'. in itself an act
+lcok at

for interpretation. Hence the sometimes fairly long disci ·~ms.

I will in particular be alert to the possibility of a meaningful relation t;..~~\...•' the
form and content of the poems. With regard to Ode 2.14 one can, for example,
argue that the notion of confinement in the Underworld is iconically reflected by the
structure of inverse parallelism: people are enclosed in the Underworld," just as the
elements in the centre of the structure are enclosed by those on the outer reaches of
the structure (see :".7 2 below)

Why these three authors? Three authors were chosen to determine whether the
presence of such structures was an isolated phenomenon. a peculiar idiosyncrasy, or
more widespread. Why these very three? I had noticed the presence of such
structures in Horace as part of study for an essay at undergraduate level and was
curious to explore the matter further. In the course of teaching Catullus, Tibullus and
Propertius"I found indications that these authors had similar poetic methods, at least
as far as the few poems under consideration ~)l1those occasions were concerned, and
again the question arose to what extent it was true of the whole of their work, or

'It has been suggested that Ho:ace had a very concrete sense of confined
space. Death especially is felt as a narrowness in 1A.IM, 1.28.1-4, 2.14.7-
9, 2.18.36-3' (Henderson 1970139) (I omit the Latin quoted after each
reference).

Several of the elegies of Properties' Monobiblos can be shown to have
structures of parallelism or inverse parallelism, viz. Elegies 1.1, 1.3, 1.5, 1.6.
1.7, 1.8b. 1.13, 115, 1 16,1.17,1.18,1.19,1.20.
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substantial parts thereof Propertius, Vergil, Ovid and other poets might have been
included in the study, but the maximum length of a thesis had to be considered.

Owing to constraints of space, I have chosen to discuss a number of poems from each
of Catullus, Tibullus and Horace and to consign the rest of their poems to
Appendices A, Band C respectively (in the case of Horace the remaining poems of
Books 1-.~of his Odes) Catullus will be dealt first, followed by Tibullus and
Horace. i.e in the chronological order in which their works were published.

The advantage of having three authors under scrutiny is that it leaves room for
comparison, the exercise of isolating similarities and differences in the use of
parallelism and inverse parallelism in the different authors. In this process the poetic
personality of each of these authors can be thrown into clearer focus.

In addition to the above, a theoretical discussion is undertaken in chapter 2 to try
to answer the many theoretical questions which present themselves about this type
of study, e.g how docs one determine these structures, how does one know that they
are not figments of the researcher's structuring mind, what purposes may they have
served, were they recognized in Antiquity too?

As a check on and point of comparison with the Latin authors, a brief chapter (6) is
devoted to select passages from Greek poetry. The question is whether parallelism
and inverse parallelism could also be said to be structuring principles in the Greek
authors' poems, and, if so, whether they were used in ways similar to those found in
the Latin poetry. As a check this has, admittedly, limited value, in that nne could
simply repeat the same procedural errors on a new body of evidence. To counter this
possibility I have chosen to evaluate other scholars' findings on parallelism and
inverse parallelism among the Greek authors. Agreement would strengthen the case
for objectivity. This chapter follows the analyses of Latill authors

I hope that my readers will find it possible to agree with me more often than 110t as
to the presence of these structures in the poems under discussion in this thesis. One

would be surprised at total unanimity 011 the subject.
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2 THE THEORY OF IllAR.ALLELISJ\l AND INVERSE

PARAILEL!SM

l.1 Introduction

;11vestigation mto parallelism and inverse parallelism in ancient literature has

advanced on two fronts over the last two hundred and fifty years, in the field of

Biblical studies and that of Classics. The first front has been Biblical studies, where

an awareness of inverse parallelism arose with the publication in 1742 of Johannes
Bengel's Gnomon Novi Testamemi. Various other scholars contributed over the next
century,' until Nils Lund in 1942 raised the level of awareness of parallelism and
inverse parallelism significantly by the publication of his Chiasmus in the New

Testament. This title is somewhat misleading, because Lund's work also includes

extensive analyses of sections from the Old Testament. both poetry and prose. He

suggests that the high frequency of inverse parallelism in the New Testament may

be due more to the influence of the Old Testament than to Greek rhetorical practice.

Til language may be Greek but the phenomenon is Semitic (Lund 1942: 130-6).
H .' one needs to bear in mind that, although Lund was aware of studies done on

in .rse parallelism in Homer, 11(; was not aware of the extensive use of inverse

p: llelism ill later Greco-Roman writings. Studies demonstrating the latter were,

by .«l large, yet to be done. But he may still be right in tracing a line of

development from the Old to the New Testament. More recently Welch (193 I) and

especially Breck (1994) have brought together the various findings on inverse

parallelism in the Old and New Testaments, in addition to conducting their own
investigations on the phenomenon. Breck is very appreciative of the contributions
made by P.F. Ellis\>and 11 Gerhard, two among the many scholars who have made

contributions in this field.

Welch (1981 :9) refers to the work cf Jebb (1820), Boys (I824), and Forbes
(1854). See also Lund's review of early scholarship (1942:35-40).

" Ellis (1984) demonstrates remarkable patterns of inverse parallelism
throughout St. John's Gospel.
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The second front has been Classics. Greengard (l')SO:!7-19). in her study of the

structure of Pindar's Epinician Odes, recalls the structural studies done in the latter

half of the nineteenth century by Westphal and Mezger both of whom detected

structures of inverse parallelism in Pindar's Odes. Basset (1920: 39-62; 1938: 120-8)

initiated studies on inverse parallelism in Homer with the publication of an article in

which he showed the presence of inverse parallelism not only in single lines, but also

in extended passages. He was followed by others such as Whitman (1958), who

made a significant contribution, and Lohmann (1970). Later Greek and Latin authors

have also come under scrutiny."

The question arises whether general conclusions drawn by scholars working on the

Old and New Testaments can be of use for investigations done on Catullus, Horace

and Tibullus. Basset, Kosmala, and Lund have all suggested that Homer may have

been influenced by Semitic practice, ill the same way that the alphabet was passed

on from Semitic peoples to those further west. Biblical writings were, after all,

preceded by Sumero-Akkadian writings as well as Ugaritic writings. in both of which

inverse parallelism has been detected."

There may therefore have been a common Middle Eastern and Mediterranean

acceptance of this technique of composition, the precise genealogy of which probably

cannot be traced. Each author would have used it ill idiosyncratic ways, having

points in common with others and points peculiar to him- or herself

Lund and Breck have formulated several 'laws of chiasmus', to which we shall return

(see 2.5 below), on the basis of their studies of the Old and New Testaments. These

'laws' are attempts to trace typical features in the usage of inverse parallelism by the

authors of the Old and New Testaments. At least some of these laws seem to

For a review of work done on Greek and Latin authors see Welch (1981 :250-
6S) and chapter 6 below (Oil Greek authors).

For inverse parallelism ill Sumero-Akkadian writings see Smith (1981 17-
35), and for Ugaritic writings see Welch (198136-49).



underpin my findings about the use of inverse parallelism in Catullus, Horace and

Tibullus There are also differences. the main one being that one tends to find more

instances of precise or near precise correspondence in the Old and New Testaments.

In the course of time differences in the practice of parallelism and inverse parallelism

can be expected to have occurred in both Biblical and Classical literature, both

literatures spanning roughly a thousand years.

As far as Biblical Hebrew literary activity is concerned, Radday (1981: 51) arrives

at the conclusion that the older writings have more beautiful and complete structures

of inverse parallelism than the later material If Lund's findings ('11 inverse

parallelism in the New Testament are sound. one could argue for a revival of this

form of composition in New Testament times.

Cairns, in a short survey of Greco-Roman writings, traced the development of the use

of inverse parallelism (he uses the term 'ring-composition') and found increasing

sophistication by Hellenistic and Augustan times : 'As ancient poetry developed

there was a growing tendency to asymmetry in the length of the corresponding

sections and of the two halves of formal structures and to a greater frequency of

minor sophistications in the arrangement ofthemes Both asymmetry and variation

in order became frequent by the Hellenistic period. In general, the later an ancient

poem. the less obvious the thematic structure is likely to be, up to the Latin Silver

Age when this tendency was reversed' (Cairns 1979:1(6). One can concur with

Cairns' findings on the level of sophistication in the handling of illverse parallelism

in Augustan times. My study shows that Catullus' use of inverse parallelism is more

obvious to the eye than that of Horace and Tibullus, but they. in turn, display an array

of minor sophistications that is quite remarkable. It does not, however, tall within

the scope of this thesis to examine the exact origins or precise development of the use

of parallelism and inverse parallelism in Antiquity.
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Despite the differences due to time, context and personal idiosyncrasy one can argue
that there is a certain timelessness about the use of parallelism and inverse
parallelism. For example, in any age or circumstance the centre of a structure of
inverse parallelism will be important, because of the proximity of the elements of
correspondence to one another and the tendency of the centre to produce some shift
in the narration. Any writer of any age is likely to make use of the opportunity
presented by the centre of such a structure. Structures of p:1.allelism and inverse
parallelism are timeless phenomena, always offering the same opportunities for
utilization. Actual utilization depends on the individual author's awareness of the
possibilities offered by particular structures and his choice in selecting from those
possibilities

I :,,:l1I therefore use Biblical writings as comparative material, and, where useful,
even English poetry. Amongst the Biblical writings in particular there are notable
points of comparison with results obtained in my study

2.2 Terminology

Various other names can be given to the phenomenon which 1 refer to as inverse

parallelism. Welch (It)8l:l0) prefers the word 'chiasmus', but also mentions the
terms used by other scholars, viz. epanodos, introverted parallelism, extended
introversion, concentrism, the chi-form, palistrophe, envelope construction, the delta-

form and recursion. As for the term 'chiasmus', I have chosen not to use it because
it is so often used to refer to the phenomenon within a line of poetry, i.e. inverse
parallelism on a very hmit. ie, whereas this study deals with the phenomenon
on a large scale, where it 'V is whole poems (The word 'chiasmus' seems to have
entered the English language around 1870, when it began to replace the rhetorical
term antimetabole, the latter being an ancient term also used by Quintilian.") A
second reason is to show the affinity with parallelism, the other phenomenon under
consideration in this study.

inst. 9.3.85; see Nanny (193775).
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Welch's definition (1981·10) of inverse parallelism or chiasmus is useful: a two-part

structure or system in which the second half is a mirror image of the fi-st, i.e. where

the first term (or element of correspondence) recurs last and the last first. In

structures of parallelism one does not necessarily have two parts only. There may

be three or four, though seldom, in practice, more. Usually there are only two parts.

In parallelism the elements of correspondence occur in the same order in their

respective parts, as opposed to the inverted order in inverse parallelism.

Breck (1994: 18f) makes a distinction between 'inverted parallelism', e.g. an A B BI

N pattern, where there if, no single central element, and 'concentric parallelism' (or

'chiasmus') where there is a central element of'focus, e g. an ABC BI Al pattern.

He does, however, admit that there is only a fine line dividing the two, in that an A

B BI Al pattern can also be rendered at times by A B Al (Breck 1994:2£) I shall not

rna ~ethis distinction in this study.

I shall often speak of elements of correspondence. By these are meant the pairs of

words, ideas, figures, or parts of speech, of which the second can be said to answer

in ~'{}!neway to the first, to respond to it. In 2.4 below it will become clear that these

elements do not necessarily consist of single words. Elements correspond when there

is a link between them, some common ground, whether it be on the lexical, semantic,

or syntactic level, or the level of figures of speech Again in 2.4 below more will be

said on how the presence of correspondence can be determined, for there is obviously

considerable scope for suggesting far-fetched correspondences. One is more likely

to be believed if one postulates correspondence between Tigris and Euphrates than

between Caucasus and toothbrush

I sometimes refer to a double or threefold structure of inverse parallelism. By this

is meant a series of two or three structures of inverse parallelism within a single

poem. The structures may or may 110tbe identical to one another, and they are

separate from one another, i.e. they follow upon one another. Each of these separate

structures within the overall structure of the poem can also be called a major
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structure of inverse parallelism to distinguish it from minor structures of inverse

parallelism By the latter term is meant a smaller, though not necessarily small,
structure \vnthin a bigger structure. The bigger structure may be a single structure

of inverse parallelism for the whole poem or one of the major structures which

together constitute a double or threefold structure of inverse parallelism.

By analogy the term threefold (or fourfold) structure of parallelism should have

meant three (or four) separate structures of parallelism following upon one another
(e.g. A BNB' CD CID' E F El Fl), but '(hat is not how I use the term. Rather, it
refers to a series that is not only repeated, but which occurs three timer; or four times
(e.g. ABC Al Bl C1 A2 BZ C2).

2.3 '\ncient literary theory

Were ancient literary theorists and commentators aware of the phenomena of
parallelism and inverse parallelism and did they comment on them in their writings?
This is clearly an important question, because if there were no signs of such an
awareness cne could well ask whether the modern sensibility to these phenomena is
based on fact. Are we merely imagining things which may not actually exist?

Marro {1956: ISOr, 269[) points out that in Roman times children were taught to
recite the alphabet not only in linear fashion, btl also chiastically, i.e. alpha-omega,
beta-psi ...mu-nu, or AX, BV, CT, DS, etc. This fact emerges from inscriptions," as
well as from observations by St. Jerome," while Quintilian can also be interpreted
along such lines." In this way the children would have had the concept of inverse
parallelism inculcated into them at an early age.

cu. 4.2541, 2542, 2548.

!l in Ier. 25.26; cf epist. 107.4.

QuintiJian tinst. 1.1.25) SilVS that teachers of the lphabet often reverse the
usual order r'the letters and rearrange them in ev, V kind of combination.
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Quintilian uns; 93 85) discusses the figure of antimetabole under the general rubric

of antithesis and gives as an example 11011 ut edam, vim, sed ut vivum, edo. His

definition of this figure, qua verba dcclinata repetuntur, would seem to indicate that

the repetition of the same word, but in a different tense or mood or case etc, is

characteristic of this figure. It is 110t clear from the definition whether the inverse

order of the words edo ar.o vi\'(.1upon their repetition is considered to be an essential

part of the figure. In his second example, from Cicero (Cluent. 2), III et sine invidia

culpa plectatur et sine culpa invidia ponatur, there is again inverse order in the

second occurrences of the words invidia and culpa, but Quintilian comments only on

Cicero's success in securing similarity in termination, while changing the case.

Porphyry (AD 232/3 - cJOS), in discussing Aristotle's categories by means of

answering the questions of an interlocutor, uses the word XHUJt'll and the verb

Xt&(l) to describe the word order of the following phrase: 'C&)V ()VC(IW cft !lev 11

lcuH6AOD OI)(J((J(t ~ £:nl. ~!CPOUC; (Jt)!l~Ep111(6"7a, KiXt r:a ~lev 11 r.:aOOAOD

(JtJ!likI3111C6ta 11 i~TIt~ll~POUC;OtlCitat.

He says that the concepts in the sentence arc arranged crosswise and not in strict

order, that which is wholly (rm06A.ol) or in part (i:1':1. f.H~W)l)(;;)essence or contingent.

and that which is essence (01'",ictt) and that which is contingent «Ju~!rkri'l11C6t(.~)(for

the text see Busse Igg7 78f) Actually, there is parallelism with feg~"1 to that which

is 'wholly' or 'partly', and inverse parallelism with regard to that wi, ch is 'essence'

or 'contingent'. Clearly Porphyry is aware of the phenomenon of illverse parallelism

and he uses terminology which stresses the crosswise arrangement of the words.

Hermogenes (2nd c. AD.) also uses the verb XLa(l} and speaks too of XtO:(J~H)s

(Ilcpt El'lp6JE(I):; 4J) He does this when he discusses tetracola. According to him

there are tetracola (e.g two sets of protases and apodoses) where the m .rmal parallel

pattern (protasis (A), apodosis (aI, protasis (8), apodosis (b)) can be changed ill all

kinds of ways (B,b,A,a; A,B,a,b; a,b,A,B) without. however, the possibility of its

being changed 'crosswise', and there are tetracola where the elements can be
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changed to form 'crosswise' patterns (e g. A,b,B,a or E,a,A,b). He illustrates his

points with sentences from Demosthenes' speeches (for the text see Rabe

1969 1810

Alexander (2nd c. A.D.) uses the same term that we found in Quintilian, vrz.

antimetabole (avttIlE1:apoAli), which he proceeds to define: ihav ;~\) 1:0 lmt

OEU1:€P(pKW,'\.cptfJc; nEptoOou roi.; at'l1:oic; 6vOIl(Wt XP110W!.lEOa, tft tv apxn tv
teAEt '1:€3€Vl:()( ent tauttjs a'TWACnW~!EV (ITEP). aXTJpatwv 2.22). His example

from Isocrates is an unmistakable instance of inverse parallelism oie; !lev YU:Peyw
oEtvoe;, OUX6 mxpwv Katp6c;, oie; 0' 6 \'UV Kat po,;, 0\)1( eyw OEtvOr, (for the text

see Spengel 1856:37).

All four rhetoricians adduced above refer only to inverse parallelism on a very small

scale, which raises the question whether literary theorists were aware of inverse

parallelism on a larger scale. This question may have been answered by Basset's

studies on Homer, to which we must now tum

Basset (1920:39-62) pointed out that the ancient commentator on Homer's work,

Aristarchus, had already noted a remarkable feature of Homer's style, viz that

characters are often made to answer questions in reverse order from that in which

they were put. Aristarchus also noted that when two or more persons are named, the

last-mentioned often appears first when next they arc mentioned, and in general laic

great stress upon inversion of the natural order as a feature of Homer's style.

Aristarchus referred to this phenomenon as ()EUT-EP0\, npotEpOVi Basset argues

.hat Cicero may well have had this Homeric practice in mind, when, in a letter to

Atticus (Cic., Alt. 1.16, I), he proposed to answer Atticus' two questions iiOtEPOV

npOtEpOV •O~tjPtKr;:);, and proceeded to answer then, 1 inverse order According

For knowledge of Aristarchus we are mainly dependent on Aristonicus' Ilept
tWV 'Aptm:«pxO\\ mWE(wv, and Didymus' IIEp\ tfJc; . Apt01:apxdoll
otOpO({)(JE(t)C;, which were incorporated in the Venetus A codex of the Iliad
(Hunt I') 11 78; Basset 192046·8, 54-6; Lehrs 1882 j 1)
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l,I sset's argument [lOT-CPOV TCp01:CPOV would here not have its norma! meaning,

Vi: that a later event is recounted first, but would be the equivalent of the

A zarchan oClitEPOV n:p6tEPO\', in which the emphasis is on narrative sequence,
11\, actual temporal sequence,

Basset showed that inversion not only occurs in the answering of questions, but also

ill the execution of two-fold plans or commands, and even in description (Basset

1920:40-51), In Odyssey 11.l70tf he found a most remarkable example of the

practice of inversion in the answering of questions, when Odysseus asks the shade

of his mother seven questions, which she then answers in inverse order. This

remarkable inversion is referred to in an ancient commentary on Book 2 of the Iliad.

The commentary is dated to the middle of the first century B.C., and critical signs are

used which indicate the tradition of Aristarchus.' On 1.763 the commentator remarks

(as reconstructed): [1:0OT)~l€t:GV 01:]t np(tlt;) 1:0 <')€U'l:€POVnporepov amlvtT)OCVJ;

'The sign is affixed because he has dealt first with what comes second, '

The commentator then proceeds to refer to Aristarchus' defence of Homer's practice
in O,{~'sseyll.170ff. A certain Praxiphanes was surprised that Odysseus postponed

his most urgent question to the end Odysseus' mother, Aristarchus pointed out, at

once proceeded to hi.; most urgent question, It seems that Aristarchus had marked

this passage with a sign to indicate that it was one of the passages where the poet

displayed his habit of dealing first with what came second (see Hunt 1911: gOf, 94)1

Basset (1920:47), following Hunt (1911:80f, (4).

In the Venetus A codex the scholiast similarly remarks 011 Book 2.763: ott
npoc; rb c'ktJrcf)ov 1tpou:pov a1niv'C"T)ICEV.

Basset (1920: 57-9) also refers to Eustathlus, the twelfth-century archbishop
of Thessalonica, who was steeped in the rhetoric of Hermogenes (see above),
and who also commented 011 several examples of chiasmus in Homer,
drawing diagrams to show how the natural order of words was forsaken for
the 'artificial and contorted' crosswise arrangement. Eustathius did admit,
however, that a certain degree of clarity and naturalness resulted from the
balance [1, tween the two terms in the middle and the two at the extremes.
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The importance, for present purposes, of Aristarchus' observations on Homer is that

it indicates an awareness of inverse parallelism on a larger scale than the periodic

sen.ence. The seven-fold question and answer session constitutes a sizeable piece

of poetry. There was thus a critical awareness that fairly large portions of poetry

could be constructed along lines of inverse parallelism, although it is true that the

recognition of the pat: ems in the examples adduced by Aristarchus hardly require

much interpretation, i.e. the patterns lie on the surface level, on the level of names

or questions

St. Augustine, in his De Genest ad Litteram 2.26, considers the possibility that the

seven days of Creation are arranged in inverse parallel order. With regard to the

fourth day he writes

Neque enim possumus dicere clecta esse quaeque meliora, quibus dierum series

ita distingueretur, utfinis et medium maxtme omatius eminerent: septem quippe

dierum medius quartus est. OCl.'II1'I'ii enim illud quia septimo die non est/acta

tdla crcatura. Anforte hr.'(primi diet magis respondet ad quietem did septimi,

ut co modo concinentibus finibus istc ordo texatur, emincntibus de media

luminihus cocli? Sed si primus dies septimo concinit, debet ergo et secundus

sexto concinere. QUici autem simile habctfirmantentum coeli Will homine facto

ad imaginem Dei? An quia coelum totam supcriorem mundi partem OU:lIjJlIt.

et homini in tosam mferiorem potestas dominandi tributa est? Sed quid agimus

de pecoribus et de bestiis, qUll,\' ipso die sexto in suo genere terra produxit?

quae illis cum coelo potcst esse collatio?

This passage gives clear evidence of a well-developed theory by the time of late

antiquity, of how structures of inverse parallelism are supposed to work. St

Augustine even appears to assume basic knowledge of the subject on the part of his

readers, e.g. that the elements should correspond in inverse order.
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St. Augustine implies, then, that the prominent positions in a structure of inverse

parallelism are the beginning, end and middle, and that an author would place his

more important material in those positions.

Noteworthy is that St. Augustine abandons the attempt to identify a pattern of inverse

parallelism once he fails to find correspondence between a part of what was created

on the sixth day, the domestic and wild animals, and that which was created on the

second day, the firmament of heaven.

This rigorism is in sharp contrast to his willingness to consider the possibility of

thematic correspondence between the 'light' of the first day and the 'repose' of the

seventh day, and, similarly, between the 'firmament of heaven' and 'man made in the

image of God' - the latter In the basis that heaven and man govern the higher and

lower parts ofthe world respectively But even so, St Augustine does acknowledge

that there are limits to thematic correspondence. when he fails to observe any

correspondence between cattle and wild beasts, on t', one hand, and heaven, on the

other. For things to correspond (respondere, coucmere, collatio esse) there has to

be something similar (simile) between them. Which brings us to our next subject.

2.4 Criteria for establishing correspondences, OR' types of correspondence

Here one is faced with the problem of whether to proceed deductively or inductively.

Were one to proceed deductively one would attempt to think of all possible means

by which, ill principle, the poet could establish links between parts of the poem.

Such a procedure would exercise one's imagination and have the value of alerting

one's mind to possibilities, but it might also lead one astray if one approached a text

armed to the teeth with all imaginable possibilities which no text has ever suggested.

Most of all possibilities are not likely to be actualised in reality. If on the other

hand, one chose to .ollow the inductive method, i.e. to scrutinise texts closely to see

which methods poets actually used to establish links between sections of poems, one

is in danger of slipping into the fallacy of begging the question, i.e. assuming that

links are intended. There is thus an interplay between deduction and induction: one

proceeds inductively, scrutinizing actual texts, but one can onlv do so on the basis
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of some preliminary deduction, some theoretical possibilities which one then
recognizes as being actualised. On the other hand, although one has to know what
to look tor, one only knows what to look for by having done a fair amount of
looking.

The following list gives an indication of the main types of correspondence employed

by the authors under discussion. Separate lists can he made for each author, and each
author's tendencies in this regard will be noted in the respective chapters. Rare or
doubtful types of correspondence, such as the use of palindromes (see Cairns
1979:206, n.22), are not discussed here.

2.4.1 Repetition of words

One can hardly help noticing that certain poems of Catullus begin and end with the
exact same words, i.e. a whole line of noetry is repeated (PO(!IIIS 16, 36 and 57).
TIlls is the most obvious indication by the poet that he is establishing correspondence
between two parts of the poem.

In Catullus 99 a whole line of poetry is subtly altered, but in such a way that the
original line is clearly recalled: suaviolum dulci dulcius ambrosia (12) becomes ex

ambrosia.: SU(ll'/o/U11I tristi tristius elleboro (11.130

The same poem also provides an example of the repetition of single words: surripui
(11) is recalled by surripiam in L16. The fact that a different tense is used for the

verb illustrates the principle of similarity and change which often characterises
correspondence, and which will receive more attention in the discussion of the
function of correspondenc
endings may diner.

In the case of repeated nouns and adjectives case

Clearly not every repeated word is necessarily a significant repetition. Pronouns, for
example, generally appear to become significant only when they are highlighted by

anaphora
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A related problem concerns repetitions of words which do not appear to assist in the
establishment of a structure of parallelism or inverse parallelism. The words appear
to be conscious repetitions, but outside the overall structural pattern of the poem.

Cairns sees these correspondences as a kind of poetic counterpoint. They 'cut across
the ring ana have their own intrinsic artistic function' (Cairns 1979:207). They help
the poet to avoid the creation of a rigid mechanistic grid of repetitions. The most
perfect structure of inverse parallelism would also be the most boring.

Sometimes parts of words are repeated, instead of the whole word. In Catullus 6

the prefix in- seems to be so used. In each case quite long compounds are formed,
and all the words so formed refer to the unlikely liaison made by Flavius. Thus we
have the words tllepidae and inelcvuntes in 1.2, and ineptiarum in 1.14

If the same words occur nnli the same metrical positio n in a line of poetry, we may
readily suspect that the poet has tried by this means to enhance the impression of
correspondence. An example of this occurs in Catullus 63, in 11.27and 45, where the
words simul....Attis are found in the identical metrical position." Such cases of
correspondence are especially suitable for the purpose of 'framing'. i.e. to delineate

the beginning and end of a section.

2.4.2 The use of cognate words

Sometimes words derived from the same root establish correspondence between
sections of a poem. Again Catullus 99 offers an example: the word impune (1.3) is
clearly related to poenam in 1.15. (Thematically the two sections are linked by the
idea of punishment for the poet, in the past and the future respectively.) In the same
poem the words cruce (1.4) and excruciare (1.12) also correspond, in the same
manner.

m Greengard (1980: 1YO, following Mezger, speaks of 'tautometric responsion'
when referring to recurrent diction in the same metrical position.
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2.4.3 The use of synonyms ami antonyms

In a poem as loaded with verbal repetitions as Catullus 99, it is probably wise of the
poet to introduce variety by establishing correspondence based on synonymity. We

have seen that H.I and 16 are linked by the different forms of the verb surripio. In

the first instance the poet has stolen a suaviolum (1.2) and in the second he promises

never to steal basia (1.16), and the interpreter is left to wonder whether there is a shift

in meaning, if ever so slight.

Amor and Vel/lis are found together in many poems Both words can be used to
represent love personified, with divine connotations (more so in the case ofVenus).

And yet the terms are not always interchangeable, because of the difference in gender
and because Venus is more strongly established in mythology. Nevertheless, the
terms are semantically close enough to establish correspondence, and Tibullus, tor

one, does appear to avail himself of the opportunity (see the discussion of Tibullus
24).

Catullus 99 also supplies a clear example of the use of antonyms to establish
correspondence. It has already been pointed out that 11.2 and 13f. correspond. On0

of the ways in whicn they do is in the link between (suaviolum) dulci dulcius

ambrosia and (suaviolum) tristi tristius elleboro, where the one is clearly intended
to be the exact opposite of tile other.

Related to this but edging towards a thematic connection again is the tendency of
Tibullus especially to balance the male aspect of an issue with the female, where the
two genders can be seen as complementary opposites.

2.4.4 The use of traditional pairs

The word Castor immediately calls to mind Pollux, in the same way that Rosencrantz
also has its counterpart. One can hardly say Lares without following it up with
Penates. Horace exploited this in Ode 3.23 by balancing the mention of Lares in 1.4
with the mention of Petioli.') in 1.19.



24

Not all pairs are as obvious as the above, however. In Horace, Odes, 1.2, both

Ilia/Rhea Silvia and Mars put in ar appearance, and the reference to the former

alludes to her encounter with the latter. In Appendix C I take it that the two are to

be thought of as a pair to establish correspondence, but it is clear that there are pairs

which are not as inseparable as others. Mars can be thought of in conjunction with

other partners. The poet can, however, exploit even a temporary liaison to establish

correspondence

2.4.5 The use of the same grammatical construction

One cannot but notice that our by !lOW well-worn example ibm Catullus 99,

suaviolum dulci dulcius ambrosia (1.2) and suaviolum tristi tristius elleboro (I. 14),

contains exactly the same grammatical construction (a comparative adjective and

ablative of comparison) in both lines of poetry. The impression of similitude is

enhanced by the fact that the component parts of the construction are identical and

follow the same word order in both cases (noun, adjective in the ablative, adjective

in the comparative degree, noun in the ablative of comparison) The other links

between the two passages have already been noted.

In Horace, Odes, 3.14, the poet establishes correspondence by using two ablative

absolute constructions, in similar positions in their respective stanzas (l115f, 28),

and with a thematic link (political leadership).

It seems, then, that the use of the same grammatical construction, as well as the use

of the same word order or placement within stanzas, can be used to enhance the

establishment of correspondence. By itself, without a thematic link, the mere

repetition of a particular construction will probably not succeed in establishing

correspondence On the other hand it has now become clear that the poet can use

several means at one and the same time to establish one point of correspondence.
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2.4.6 The use of figures of speech

Tibullus is not known for liberaluse of figures of speech, so that they s.and out when

they do occur. In Tibullus 1.5Jf he says of himself namque agor lit per plana citus

sola verbere turben quem celer adsueta versa! ab arte P"C!'. And towards the close

of his poem (I.70) he warns his nval: versatur celeri Fors levis orbe rotae.

Apart from the verbal links (celer ...versat, versatur celeri). there is the added link in

the use of imagery, a simile and a metaphor, which contain, importantly, a thematic

link, viz. the continuous circular motion of the spinning top and the swift wheel of

Fortune respectively

In Catullus 68b the poet uses two successive vivid similes in both 11.57-66and 11.119-

30. There is no thematic link between the similes Of the passages in which they

OCCUf, but the very explicitness of the similes by itself draws sufficient attention to

suggest correspondence The poem as a whole is replete with undoubted

correspondences, which clearly point to a structure of inverse parallelism, and in

terms of the rest of the structure these two sections should correspond, to complete

the structure. This gives us confidence that the mere use of two pairs of SImiles can

be sufficient OIl occasion, in the poet's mind at least, to establish correspondence.

The lack of a thematic link, however, means that this is merely an ornamental

correspondence, i.e. the meaning of tile poem is not enhanced by comparing the two

sets of similes.

In the same poem Catullus shows that he is also capable of using metaphors with
thematic links to establish correspondence He begins and ends his poem by

expressing concern over the continued renown of the name of All.us. In 1I.49f, at
the beginning of Poem 68b, he uses the image of the spider's web which may cover
Allius' neglected name, and in ll.l Slf he fears that corroding rust might touch
Allius' name. There is a clear thematic link between the spider's web and rust, both
being suggestive of neglect over time.
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2.4.7 The use of rhernntlc «inI",

Thematic correspondence occurs when the poet writes about the same or similar
phenomena in different sections of the poem. As we have seen there can be overlap
with some of the other types of correspondence, in that thematic correspondence is
clearly the broader category which can contain other categories, particularly verbal
correspondences: if for example, the poet employs exactly the same word(s) in
different parts of his poem, it is highly likelv that the same themes will be touched
upon.

Thematic correspondence does not necessarilymean that the poet says the same thing
in the same or different words (see the discussion on synonymity in 2.4.3 above). It

merely mea!' .' that he speaks on the same or a similar theme. He may choose to say
exactly the same thing in the same or different word", but that would contribute little
to the subtlety of his poem. The goal of emphasis could be served by such a course
of action, but little else. One finds that variation on a theme is more often than not
the preferred course of action for the poet, and this certainly yields more interesting
results, in that it engages the reader in a process of comparison. One finds, therefore,
sameness or similarity in theme, but difference ill the handling of the theme.

It is hard to rind examples where the poet says exactly the same thing in the second

treatment of a theme, In Catullus 96.3f, we find the words veteres renovamus

am ores and mtssasflemus amicitias in successive lines. Apart from the assistance

given by word-order (adjective, verb, noun in each of the clauses), there is also a

clear thematic connection: an intimate bond of love dating from the past is newly

appreciated in each case, without any of the corresponding adjectives, verbs or nouns

being exactly synonymous or even close in meaning

Another example of fairly close thematic correspondence comes from Catullus 17

where he says of tile townsman in L 12: insulsissimus est homo, nee sapit [lucri instal',

and fleshes out his cluelessness in greater detaii in lL21 f. talis iste meus stupor nil

videt, nihil audit, ipse qui sit. «trum sit an non sit, id quoque nescit. There is little
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variation here, except the variation of explaining what the cluelessness consists of,

i.e. expansion From a thematic point of view one could see the lack of'awareness

of other things and even of himself as an allusion to the apparent lack of awareness

to be observed in babies such as those mentioned in Il. 12f

Another case of dose thematic correspondence occurs in Catullus 6. but this time

there is a significant var' ~;Oliin the handling of the theme. It is also an instance

where thematic correspondence is aided by verbal correspondence. The words

delicias tuas.: velles dicere (ll.I-J) are clearly thematically linked to the words v%

te ac tuos amores ...vocare (1l16f.), and this is aided by the repetition of the verb

vola. The intensification from dicere to vocare, coupled with the change in subject

and mood (the more definite indicative) in the verb volo, makes this quite l'.

humorous variation, one intended ,.0 embarrass the addressee: the poet is keen to do

that which the addressee tries to avoid. viz to broadcast abroad his inelegant love.

The 'uic correspondence em also be aided by cognate words (see the discussion

in 2 '4.2 above). A" ~~:ampleof fairly dose correspondence is to be found in the

same Catullus 6 where the words tacitum (I.7) and tacere (U 2' are cognate, and

there is the further thematic link betweellllequiquam (17) and valet nihil (1.12), i.e.

in both C?SC3 silence is of no avail The variatlon consists in the fact that in the first

case it is Flavius' bed which gives away his secret, and ill the second his appearance.

From Catullus 13 comes an exarr-nle of broad thematic correspondence. T: .words

sale and venuste (II.Sf) are typically Catullan catchwords suggestive of'the urbane,

sophisticated world inhabited by Catullus and his friends. L.I0 contains two more

of these catchwords, suavius and elegantins, evoking that same sophisticated circle

of friends. The variation consists in the different contributors of this indispensable

wit: in Il.Sf the venustus Fabullus is asked to contribute ~sal and in 1. 10 ".::'atullus

promises something even more suave and elegans.



Correspondence or 11 decidedly broad nature occurs in Catullus J:, where three

comparisons relating to the townsman's wife (II 14-16) are followed by three

statements about the townsman's careless attitude towards his wife (II.17f). The

only link between the t\VO passages is the tenuous link of marriage, j e. the wife and

the townsman form what sh ;ild have been a complementary pair. The tact that three

comparisons at e followed by three statements may also contribute to establishing

correspondence.

On either side of these passages are vivid similes describing the listlessness of the

townsman. It would at first appear to be one of those cases where the mere use of

figures of speech must suffice to establish correspondence, because there would

appear to be little connection between a baby (Il.IlO and a fallen tree (1118-20). Yet

in both caS0Sit is the townsman who is being compared to these things, and there is

present in both the broad theme of passive lying. Furthermore, the very difference

between the baby and the tree (small/beginning of life vs. full-grown/end of life) may

suggest that the tOWI1S!~j2.n is inert from beginning to end (see also the dis;::ussior.of

the poem in 3.3.2).

Similarly, in Catullus 76 there may at first sight appear to be little justification tor

suggesting, correspondence between 11.1··9("appeal to justice/his own merits') and

11.17-'26 ('appeal to the gods'). It might appear as if 1 have fabricated similar-

sounding I eadings for the sections, to suggest correspondence. And yet ther e is a

structural correspondence in that both sections contain sr-clauses, on the basis, of

which the speaker expects to be heard. In both cases his claims rest 011 his

piety/loyalty (11.12,~6). F .n sections contain metaphors, that of a bad investment

ill the first, and of disease in ti. .econd, with the connnon clement of .undesirable

loss' (see the discussion of tile poem in 332)
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These few examples from Catullus have been adduced to show the wide range of

variations that are possible in the establishment of thematic Jinks. More will be said

on this topic: in 2.7 below.

Lund (1942:40-7) and Breck (1994:335-41) both set down laws governing chiastic

structures, i.e. recurring features in the use of these structures which have been

observed after the study of a great many structures of inverse parallelism. Their

work is based on the study of the Old and New Testaments, but as I have argued

above, it may prove usefin tor present purposes, although one should not be surprised

if there is not a complete overlap in poetic structures from worlds as divergent as

Ancient Palestine and Greece/Italy At any rate, no comparable work has been done

011 inverse parallelism in classical authors. An await L'SS of these laws can assist one

in the uncovering of structures of inverse parallelism, for the simple reason that the

laws can alert one to what to look for, or may have the effect of confirming one's

suspicions. If what a poet writes appears to proceed along typical lines, one call be

more confident that one has been correct in the detection of a particular pattern. We

will look at Lund's laws first, followed hy those of Breck.

The first 1:I,w, according to Lund, is that the centre of the structure is always tile

turning point. An example given by Lund comes from Zachariah 9:5:

Ashkelon shall see it and fear;

Gaza also and be very sorrowful;

And Ekron:

For her (i.e. Ekron's) expectation shall be ashamed,

ann the king shall perish from Gaza;

And Ashkelon shall not be inhabited
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'Three statements predict the fate of the Philistine cities, but when the centre is

passed, the fourth line, introduced by "for", begins an elaboratton of the prediction'

(Lund 1942410 The 'turning point' may be any kind of shift, whether it be an

explanation for a command or state of affairs, or the execution of a command, or a

reversal of a state of affairs, to name but a few possibilities. In 2.7 2 below more

attention will be given to the phenomenon of confluence between form and meaning,

in cases where a reversal or shift in a state of affairs is mirrored by a shin in the

structure. At this stage it is sufficient to state that there are poems structured along

inverse parallel lines where the centre constitutes a definite turning point, e.g.

Catullu- 63, but that there are also poems structured along inverse parallel lines

which hardly have a sHt.t at the centre at all, e.g. Horace, Ode:.., 3.25 (see the

diagram in Appendix C) In the second half of Ode 3.25 synonymous or

complementary information is given, but one cannot speak of a decided turning point

or shift. The poet is in a state of inspiration from start to finish. Lund's first law 1S

thus not universally applicable to classical poetry. But then, one should probably not

understand the term 'law' in the absolute Newtonian sense, but rather think ofit as

referring to strong tendencies.

The seeond law identified by Lund is called by him the law of the shift at the

centre. By this he means that there is often a change in the trend of tho light at the

ceun e, whereby an antithetic idea is introduced. After this the original trend is

resumed and continued until the system is concluded. One can easily see how such

a procedure could draw one's attention to the centre. The second law appears to

stand in contradiction to the first, with its notion of a momentary shift at the centre,

as opposed to a shift which covers the whole of the second half of the structure. It

would have to be regarded as a variation of the first law. Lund draws one of his

examples from Isaiah 60.1-3.
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Arise,
Shine.

For thy light IS tome.
And the glory

Of Yahweh
Upon thee is risen.

For, behold darkness shall cover the earth
And gross darkness the peoples.

But upon thee will arise
Yahweh,

And his glory upon thee be seen
And nations shall come to thy light.

And kings to the brightness
Of thy rising

'In the first two and last lines, as well in the central two lines, we have a parallelism
of ideas, but not of words. This condition nul' English versions do not reveal. In all
the other lines of the system, however, there exists. not only it parallelism of ideas,
but also a parallelism ofw()rd~', And yet the most striking feature is that the system
opens with a beautiful description of the finure light and glory of Israel, that the
scene suddenly shifts from light and glory to darkness and gross darkness when the
centre is reached, and that finally the note of hope and joy is heard once more,
amplified now to include all nations' (Lund 1942:44)

Tibullus sometimes has a noticeably different central element, a seemingly ill-fitting
excursion. It cannot always oe said to be an antithetic idea. however, as Lund's
second law would have it These central elements tend to be impersonal reflections
embedded inside the more personal concerns of the poet In Elegy 1.2 there is the
excursion on the powers of the witch (11.43-54), In Elegy 1.3 he moves away in the
centre of the poem from the immediately personal to a reflection Oil the nature of the
reigns of Saturn and Jupiter respectively. l~'l('gy1.7 has a particularly noticeable shift
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in the centre, when the praises of Osiris as benefactor of agriculture are sung, and the
topic of Messalla's birthday is momentarily forgotten, before it is picked up again.
In J~legy 2.6 the centre of the poem is devoted to hope in general, again a topic
different from the immediately personal concerns of the poet, which surround the
centre. These few examples from Tibullus show that Lund's second law, in a
modified form, applies to classical literature too.

Lund's third law holds that identical ideas are often distributed in such a fashion
that they occur at the extremes and the centre of the structure, and nowhere else
in the structure. One of the examples given by Lund comes from Matthew 917:

Neither do they put new wine into old wine-skins:
Else burst

The skins,

And the wine is spilled,
And the skins

Are destroyed,
But they pour new wine into new wine-skins, and both are preserved.

(Lund 1942:34; see also his p.52 for a more extended example.)

The beginning and end of a poem are suitable places in which to highlight important

concepts, simply because first and last impressions count. If one is going to stress

the importance of a concept by a third reference to it and do it within a structure of

inverse parallelism, the centre is a suitable place for it, because the central element

does not have to be repeated. An example from Latin poetry is Catullus 8, where the

poet gives injunctions to himself in 11.1f, 9-11 and 19, all to the same effect, that he

should be resolute in breaking w.th his past love. In betwe .i' ,'.~se self-commands

in the present there are reflections on the past and future respectively, both of which

have the effect of softening his resolve, necessitating the repetition of the self-

commands
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Tibullus also appears to have been alert to the effectiveness of three reference; to a

theme, one in the centre and one on either side, but he, on two occasions comb.ncs

this practice with the law of the shift at the centre, by introducing subtle alterations

in the central reference to the theme. In Lieg}' 1.4 Tibullus has three extended

references to the role of time. In II. 15-20 and 1153-6 time is seen in a positive light,

in that the process of winning love is seen as a gradual affair, requiring patience, but

in the centre of the poem the passage of time is seen in VCfY negative terms - one is

urged to act before it is too late. Similarly in Elegy 1.5 Tibullus makes reference to

witchcraft close to the beginning of the poem (11.9-16), literal witchcraft, and so too

in 11.49-56. In the centre of the poem mention is made of'Iiteral and metaphorical

witchcraft (1I.37-46), by W:1y of contrast"

According to Lund's fourth law, which he calls the law of shift from centre to

extremes, it often happens that themes which occur at the centre of one structure wiII

recur at the extremes of a second structure, designed to match the first. Clearly, one

can only look for the application of this tendency in poems where two or more

structures of inverse parallelism follow upon one another.

TibuI!us offers a variation of this phenomenon, a shift from extremes to centre. In

Elegy 1.10 there nrc two structur es of inverse parallelism (11. 1-44 and 45-68). The

first l.egins (J1.l-14) and ends (1l2<)-44) with references to war, whereas the second

has in its centre a picture of the wars of love (11.51-66). In this way the two

structures are neatly tied together by means of the common theme of war, with a

beautiful variation thrown in to introduce Tibullus' favourite opposition: make love,

not war. In Elegy 1.6 we find a similar placement of the theme of cruelty/violence,

on the edge . of the first structure and in the centre of the second. The effect, then,

of the use of this law is to tie together structures to create unity of composition.

-------------------
n See also Cairns (I97() 202) 011 Theocritus, Idylls, 28.
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Lund's fifth law holds tha: there is a tendency of certain terms to gravitate
towards certain positions within a !!'ven structure. In the Psalms the divine names
are regularly symmetrically distributed, often at the extremes and centre of the
structure (see Lund 1942 95ff). In the New Testament quotations often occupy a
central position, as do terms such as 'body' when denoting the church (see Lund
1942:41, and 236 for an excellent example)

It seems, then, that the writers of the Old and New Testaments developed formulas

for dealing with certain topics, e.g. if they wanted to introduce an important

quotation, they packaged It properly inside a symmetrical introduction and

conclusion. While no similar pattern with regard to divine names or quotations can

be observed in the Latin poets, it can be said that Horace found a formula for the

writing ofareclisatio. In both Ode 1.6 and Ode 2.12 his references to historical and

mythological battles and his reasons for declining the request to write on the desired

topic occur in exactly the same places in the structure of the poems (see the

discussion of these poems in 5.3 1).

The sixth law identified by Lund states that larger units arc frequently introduced

by frame-passages. I have found this to be especially true in the case of Catullus 63,

where there are large sections and unmistakable frames to denote the beginning and

end of'the different sections (see the discussion of that poem in 3.3.2). Catullus uses

verbal repetitions for this pi se.

The seventh law, according to Lund, says that there is often a mixture of inverse

parallelism and parallelism within one and the same structure. He gives many

examples of tins phenomenon, from both Old and New Testaments. All the poets

under consideration in the present study use such combinations of parallelrsrn and

inverse parallelism. Catullus g and 76 may serve as examples of how the poet can

combine these structural techniques in widely divergent ways.
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Breck (1994:33541) modified and reduced Lund's laws to four of'his own, the fBli'i3~

of'which states that 'chiastic units are framed by inclusion'. By this statement Breck

means that a sense of closure and completion is achieved by the parallel first and last

elements, thereby marking the limits or boundaries of a passage. I have already

referred above to Catullus 63 to illustrate this principle

Breck's second law says that 'the central element (or pair of elements) serves as the

pivot and/or thematic focus of the entire unit'. Again, we have seen examples of this

principle in the discussion of Lund's first law, where I have also argued that it is not

universally applicable (see also 2.7)

Thirdly, Breck states 'a heightening effect occurs from the first parallel line cr

strophe to its prime complement'. Breck says of'biblical parallelism that the parallel

parts are never truly synonymous; there is always the .what's more factor':

intensification, specification or completion (Breck 1994:39) Of the three factors

intensification would most readily contribute to a heightening effect. If specification

and completion can constitute heightening, l.Ii~P. is not working with a particularly

demanding concept of heightening. Nevertheless, it remains a useful ;c-;erciseto be

aware of the 'what's more factor' in analysing the relationship between parallel parts,

in order to see whether intensification, completion, specification, etc occurs.

Breck's fourth law follows logically upon his third law, 'the resultant concentric or

spiral parallelism, with progressive intensification from the extremities inward,

pr .1. Ices a helical movement that draws the reader/hearer toward the thematic center'

(see also Breck (1994:57f) for a discussion of this concept ofa 'rhetorical helix')

In an ABC BI AI structure there will generally be 'heightening' from A to B, from

A to AI, and from A B to BI !(, whilst C will be the conceptual center and apex of

the helix. Breck admits, however, that the heightening is not equally evident

everywhere. If one connects the concept of heightening with that of intensification

as in Breck's third law, one finds a good example in Catullus 17, where one can

clearly see the heightening in the second halves of the two structures of inverse
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parallelism, e.g from B to BI, and from D to D (see 3.3.2). The important role

played by the centre of structures of inverse parallelism will be noted in the

discussion of the different poets and their poems.

Clearly, then, some of Lund's seven laws and Breck's four laws are susceptible to

application among the Roman poets under consideration. The value of these laws is

that they can act as an external control mechanism for evaluating one's results If

one is surprised about a certain structural phenomenon among the Roman poets or

ooubts whether such a thing can be, it is encouraging to find that one's results have

been anticipated in another literature The issue of control mechanisms is thus raised.

2.6 Control mechanisms

In this section we ..re again faced with the need for criteria, not now the criteria for

the establishment of correspondences, but criteria for the establishment of whole

structures of parallelism and inverse parallelism; i.e. how much evidence does one

need before one can judge that parallelism or inverse parallelism is indeed present?

How can one avoid the pitfall of imposing structures on the text'>

Welch (1981: 13f) saw that subjectivity could not be ruled out altogether, although

he suggested certain criteria to satisfy the quest tor objectivity Welch's first

criterion is that the significant repetitions should be readily apparent The

problem is, of course, that what may he readily apparent to one person may appear

fairly obscure to another. Some repetitions will however be readily apparent, such

as straightforward verbal repetitions or the more obvious thematic correspondences.

Other correspondences require greater abstraction, e.g. when a thought pattern is

repeated. The latter type of repetition may therefore not be all that readily apparent.

In Tibullus 2.6 (see the discussion in 4.3) the correspondences involve a greater

degree of abstraction, to such an extent that they may well escape notice. But I

would be reluctant to concede that they are any less real than other correspondences.
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unquestionably apparent, it might remove uoubt as to the existence of parallelism

or inverse parallelism in the poem, but it would also make for less interesting

reading. The poet does, after all, tease his reader at times, weaving into his poem

different levels of complexity. Not everything lies on the immediately visible surface

level. One could insist, though, that at least some of the correspondences should be

readily apparent. In practice I have found that readily apparent correspondences act

as signals/clues to the reader that other less apparent correspondences do occur in the

poem. Repetitious or anaphoric centrepieces often announce that further

investigations may well prove worth while.

Welch's second criterion is that the overall system must he wen balanred. It is not

clear exactly what is meant by this criterion. In pra- .ice. symmetrical balance, i.e.

where the corresponding sections comprise equal numbers of lines, is not necessarily

the rule. There can be wide divergences in n ....number of lines devoted to themes,

but totally lopsided structures are exceptional (l The centre of the structure is most

often quite close to the actual quantitative centre of the poem or section of the poem.

Thirdly, Welch, speaking about inverse parallelism only, insists that the second half

of the structure must repeat the first in a recognizably inverted order. This

statement appears to take into' .count that not all structures of inverse parallelism

are perfectly symmetrical, i.e. some elements may be out of position when repeated

in inverse parallel order. One frequently finds that there is an element parallelism

within a larger structure of inverse parallelism, especially on the edges of the

structure. The elements Band C in Tibullus 1.2 ofrer but one example of the many

instances where elements are repeated in parallel order within the larger framework

of inverse parallelism (see Appendix B) This practice also occurs in the Semitic

writings analysed by Lund (J 942:61, 66f, 122f).

11 The most lopsided structure I have found is the minor structure covering
element SI (11.153-259) of Callimachus, Hymn to Delos (see the discussion
in 6.4)



\part from these minor variations, which are probably introduced to avoid monotony
and rigidity, one can insist that there should be order in the repetitions, either a
parallel order or an inverse parallel order. Mere haphazard repetition clearly does not
constitute parallelism or inverse parallelism. One could perhaps, then, insist that the
majority of elements of correspondence should be repeated in a regular order. Thus
one would nor be alarmed by an ABC D E F p! EI DI H! Cl N structure or an A B
(' DEDI EI ('I BI Al structure or even an ABC D E F FI f!1DI BI A' CI structure.

but one would not argue that ,;;1 ABC D E F DI Al C1 FI BI EI structure constituted
either a structure of parallelism or one of inverse parallelism

Welch's fourth criterion is in my view too rigid. He says that the juxtaposition of

the two central elements should be murked and highly accentuated The probiem

\'J ith this criterion is that the central element of the structure is often not repeated.
It is most often highly accentuated either by the significant shift mentioned in Lund's
second law or by anaphora of some 'Nord, without one being able to distinguish two
distinct sections. There are also poems where the centre is not highly accentuated.
In my view Horace, Odes, 3.25 does have a structure of inverse parallelism, but the
centre is not given any special prominence,

The fifth criterion mentioned by Welch is that 'longer passages are more

defensibly chi' ;ti' where tile same text also contains a fair amount of short

chlasmus and other forms ef'parallclism as well' Although it often is the case that

larger structures of inverse parallelism contain minor structures of parallelism or
inverse parallelism, one cannot insist that they do.

Despite an elem ~olJbjectivity, researchers intent on exposing the underlying
structures of'pocr- chieve the flame or similar results, In the course of the
discussion of individus, poems the reader will often find that I acknowiedge that my
results have been anticipated by other scholars. In other cases I have checked the
1esults reached by others and have found that it is possible to agree. That this is
possible in the case of a substantial number of poems should assuage any fears that
one is totally at the mercy of'subjectivity. But what is one to think of those instances
whew researchers disagree')
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::;;)'netimes I have reached largely similar conclusions on particular poems, only to
modify the results slightly on a few points Tins may be due to the following
factors. One researcher's structural antennae may be more attuned to thematic
correspondences, whereas another's may be more sensitive to verbal echoes. I have
tried to be alert to all types of correspondence, and have consequently often come to
slightly different conclusions from researchers attuned primarily only to one type.

On a more mundane level, one researcher may simply read the poem more attentively
than another, and consequently notice more or more valid correspondences.

Similar reasons can be given to account for totally different results. I have found
that! have often disagreed with other scholars where they have not been sufficiently
alert to the possibility that a poem may contain multiple or innovative structures, but
have apparently expected the poem to conform to some more or Jess established
norm. Tibullus' structural patterns, for example, cannot be forced into a simple
mould and one has tc follow where his clues lead, even if in unprecedented
directions.

The text itself may be layered, with coinciding structures, i.e. one and the same text

can he susceptible to more than one structural analysis. An attempt to identify the

predon-inant structure will depend on the relative weight one attributes to the

respective sets of clues.

Furthermore, if one does not look tor the structure of a poem, but merely asks a

series of'strrcrural questions (how does the beginning of the poem relate 1(, .he end?

how does the second part of the poem relate to the fourth") one will get various

results, even though one may notice the same correspondences in the process.

Finally, one would do well to bear in mind Breck's statement ' t 'exact ...analyses

of given passages are often elusive. If different exegetes produce conflicting yet

equally plausible analyses of the same text, it is because the form is fluid and often

represent'>spontaneous ..composition by the author' (Breck 1994:348) (ulpepper's
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remark is also pertinent. as Breck sees 'The interpreter must. .bear in mind that all

literary structures are in varying degrees artificial. The prologue of John is a work

of art; the artist used structures, but he was not their slave. TeJ have made the chiastic

structur-: iorc explicit wouk' necessarily have made it more artificial' (Culpepper

1qgO:17i If the poet always :1' \ anged his material on a rigid chiastic grid, no doubt

would ever have arisen as to the exact structure, but would it still be ars!

An important issue is raised by Welch in his statement that ':my slgnlficanr chiasm

Must embrace each of the predominant words and concepts in the system'

(Welch 1'.181: 13) He admits that subjectivity is involved in deciding which elements

arc predominant. B1It of greater concern is the word 'each'. It raises the issue of

what one may call the density of the structure in this study some fairly short poems

contain more elements of correspondence than some rat' cr long poems. The

question :1!';[,eSwhether the 'underpopulated' structures of the long poems arc not

thereby rendered suspect.

Firstly, it is to he expected that longer poems will have elements of correspondence
covering more lines of pot ..try than shorter poems, to avoid intolerably long and
complicated structures (notice how in Catulhis 68b, the density of the structure
increases markedly towards the centre, whilst the clements 011 the edges of the
structure cover iar more lines - see Appendix A). I'here seems to be a limit to what
a structure can carry in terms ,,' the number of elements of correspondence, before
the structure is k!i Ii j he over '.-elaborate OJ' just impenetrable

Secondly, one cannot refuse the poet the right to vary his structural stride, so to
speak Sometimes Ill, takes short steps and plants glaring structural signposts at
evcrv step, at other times lK~takes big strides and leaves SpOOl" only sparingly, for the
tracker to find Admittedly, the fewer the footprints, the greater the likelihood f' '1

false trail Welch also thinks that it is sometimes possible to speak of iuver.c
parallelism in the 'looser sense' of the term, i.e. the author can on occasion take some
liberty with the form, e.g by not creating perfect .nversiou (Sf'" Wdch 1(}81.13f)
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Horace. ()des, I 2 can serve as an example of a longish poem with few structural

markers. III such a case one has to ask whether such correspondences as there appear
~ ,.1 be are 110t perhaps accidental. But the word 'accidental' is, of course, itself
problematical, because a correspondence does not have to be intended to be valid.
If the proverbial monkey were to type out a poem with a perfect structure of'inverse
parallelism the question of intention would not arise and the structure would still be
valid!'

Finally, 110 structural analysis C(l11 be verified beyond all doubt. What can be reached
is general consensus or sufficient consensus, until a more convincing alternative is
proposed,

The issue of intentionality was touched upon above. If it is true that poets often
intentionally structured poems along p ...allel or inverse parallel lines, why would
they have done so') What purposes could be served by such a procedure'?

2.7 The function of parallelism and inverse parallelism

On a purely praetleal level :1 number of functions have been suggested tor these

structures. Some of'these functions would haw been applicable in pre-literate times.

Firstly, it is suggested by Welch (l'J81 12) that the repetition of words or Idem,

inherent in structures of inverse parallelism can be useful in a nH.'I~:a1~llgn~':ancontext.
The same would be true of parallelism. Even if the repetition of tilt. idea is only
implied by way of contrast (e.g. blessed

reinforcement of the idea takes place

i' I :.1l1reluctant to discard .hc notion i"''''lltj'llU!ity, whether it ]1,; conscious
or unconscious intention. 1\Jd onlv ,!1.l,' p" i 1'., ahu the poet i~;OJ'illi\;!.l':';t.



Related to the above is the mnemonic function, because ordering assists the mommy
of both speaker and listener As Breck puts it, 'Once a student had in mind the first
half of a simple bicolon Of a complicated chiastic structure, it was a relatively easy
matter to recall the rest' (Breck I()C),160) Mnemonic devices would have sen;" ' a

purpose in pre-literary days, and yet they survived beyond them (see also Nanny
1987:76-9).

Welch (i 98112) also mentions the function of internal organizatlon. In the
absence of paragraphs, punctuation, capitalization and such devices the ability of
these structures to define units and distinguish them from one another must have
been useful lor the literate, to some extent at least.

2.7.2 Poetic function

Whatever the original practical functions may have been, the question of poetic
function is more relevant tor the texts LInder investigation ill this study,

A structure of parallelism or inverse parallelism can be used simply tor decorative

effect, i.e. a pattern is established for its own sake, not to enhance the meaning of the
poem (see Welch 19!H 12, Nanny 1987:800

Akin to this nrc those instances vhere the repetitions merely have a cumulative

"ffN.'t, i c. more information is given about a subject without any new perspective.

In Cairns' opinion Theocritus sometimes uses correspondences in this manner (see

Cairns 1979 202f)

In each case of inverse parallelism the centre of the structure is thrown into focus.

This happens automatically whether the poet chooses to load the centre with

important observations or not, simply because of the proximity of the central

elements, that is, if the central dement is repeated The repetition is now close

enough to be immediately apprehensible, especially if the same wordts) is/are USl~l1.

Oneil the poet will exploit the importance (If the centre to give prominence til
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important ideas. Two C~lS';S where important ideas undoubtedly occur in the

important central position are to be found in Horace, where the more or less

synonymous and very important concepts lim/ax and impudeus are repeated in the

centre of structures, audax in Ode 1.3 and impudens in Ode .~.27 (see the discussion

in 5.3.1).

Lund and especially Radday (1981: 51) insist that biblical authors 'placed the main

idea, the thesis, or the turning point of each literary unit at ito,centre'. In the poems

found in this study to have structures of inverse parallelism the main idea does not

always lie in the centre of the poem. In Tibullus I ,..,.the centre of the structure is

occupied by a description of the powers of the witch in general, but this is clearly not

the main idea of the poem, which is rather the art cf secret love. Also, in some

poems of Horace we find illustrations or comparisons in the centre, to illustrate a

point, as in D and DI in Ode 3.29 (see Appendix C). whereas the point thus

illustrated (A B C, and ('I HI AI) is surely nore important, viz. how to behave ill the

given circumstances. The centre is accentuated by the use of the vivid similes,

however, before the train of thought is continued. Thus, in some poems the main

idea appears in the centre, and in some it does not.

The centre can also be used to indicate a turnmg point, as Lund suggests (see 2.5)

Catullus 63 is an example where such a turning point on the phvsical/geographical

and psychological level occurs right in the centre of the poem, Oil the summit of the

mountain.

All setr of correspondences, whether at the centre, extremities or any place within the

structure, can be utilised by the poet to effect variatlons of various kinds. This

subject was dealt with in 2.4 7 above.

A Ci"H cspondence can be used to express antithesis In Tibullus 24 the poet ends

his poem with an acceptance of his psychologirel slavery to the girl Nemesis, and a



readiness to endure anything to will her favour. At>such it is a powerful statement,

bat it ~r,ainsfurther in power when it is cc .apared to the opening statement of the

poem, where the poet also acknowledged his subjection to Nemesis, but coupled it

with a desire to escape That wish to escape is now no longer mentioned, and this

implicit contrast with the initial situation deepens one's awareness of the poet's

predicament

The very awareness of the possible existence of structures of parallelism and mverse

parallelism may serve to guide the reader's attention to observe such

correspondences and to reflect on their impact on the meaning of the poem In a

literary context where poets frequently en.ploy such structures - and I am arguing

that the age of'Catullus and he Augustan poets constituted such a context - the pact

can almost count 011 the fact that some or his more erudite readers or hearers will

compare the be[. ming and end of the poem, i.e. he may use the reader's awareness

of the convention to exploit the convention.

In the discussion on types Of correspondence (see 2.4.7) I indicated that complete

synonymity was rare. In Catullus 8 U (fulsere quondam candid! tibi ,,",)ics) is

virtually repeated in 1g (lit/sere l'a!! candidi tibi ,\Oles) the initial line is emphasized

and affirmed, and even deepened ill the light of the intervening reminiscences. In

the same poem the repeated synonymous injunctions to the poet himself (II.If, 9-11,

1I») are conspicuous. Here they indicate a static condition, a continued struggle, a

reaffirmation of an intention. Each time we appreciate the injunctions more because

of the intervening material, the poet's fond remembrance of the past and his vision

of tile future It is clear that complete or close synonymity does not lend itself to the

expression or'radical shifts in meaning or to totally new perspectives. But it can be

used to express emphasis, affirmation, continuation and static conditions.
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Correspondence can also be used to express the ideas of eomplementartness or

emlll!)R!;'~ion. I have already pointed out how some correspondences consist of

traditional p;~u"'.q(see 2A.4), such as the Lares and the Penates in Horace, Odes, ~.::3

(114and 19 respectively) In the discussion of that poem (see 5.33) I point out that

the very correspondence between Lares and Penates, along with other

correspondences, invites one 1.0 compare the first and last stanzas of the poem and so

to note the differences between the two stanzas .\ traditional complementary pair

may thus serve the purpose of drawing one's attention to different parts of the poem

that need to be compared. In this poem it could also suggest completion, i.e. if the

poem started with a ["tPfcnce to the Lares, ilK" surely the end of tile poem may be

near once the Penates have been mentioned, ;t"d ~:(I it turns out to he

In Horace, Odes, '2.7, a poem about the friendship of Horace and Pompeius, the

centre of the poem is devoted to an account of their respective fortunes at the time

of the fateful battle of Philippi, and once the poet has told us what had happened to

himself (II.130 he completes the account by telling us of Pompeius' adventures

(1I15f). The story would have been half-told, had he omitted to mention Pompeius'

experience

The poet can also intensify a theme on its repetition, or slaclteu the intensity, The
example taken from Catullus g can again serve as an example. The substitution of
veri! in Ul for quondam in L3 adds a note of inrensiflcation, :iO appropriate after the
wistful recollection of the past in tht~ intervening lines.

Sometimes the poet uses a correspondence to look at the same phenomena from a
different angle. In Horace, Odes, 2 0, geographical phenomena feature at the
beginning !. \' the poem to illustrate that grim conditions ill nature do not prevail at all
times (and so too grim emotions should not prevail at all times), and at the end of the
poem the same or similar geographical phenomena illustrate something totally
different, viz the extent of Augustus' victories This serves as an illustration of the
thesis ofth',! poem, that one's perception nfa situation can make all the difference
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One can also use correspondences to introduce inveutive '" intR()llils,cne of which
is the shiH from n.'ality ao metaphor In Horace, Odes, 2 7, the reference to Horace
and Pompeius' defeat on the battlefield (119·1:?) is neatly balanced by the

corresponding reference to Pompeius' envisaged success at partying, couched in

military terms (1117-20) (see Appendix C) .:.ullus ton is fond of contrasting red

wars with the metaphorical wars of love, e.g. in FkKV 1.10.

All the examples above have dealt with the possible functions of individual

correspondences. The question arises whether the totality of a set of
correspondences, such as in a complete structure of inv

a fimction as a whole. The question revolves arour .. '
uallelism, can also have
itionshin between the

form and the content of the poem. Can a structure Ul1",,::rse parallelism reinforce
or enhance the content or meaning of the poem? MaK l\liiilllY ( 1f)85: 111-35: 1987: 75·
(7) investigates this possibility. He suggests that a structure of inverse parallelism

CD.!} be functional by being of an iconic nature it C:Ul represent visually the content

or meaning of the poem."

Tho first possible use of inverse parallelism is related to the verv reversal or

inversion of the elements of'correspondcncc Hence. inverse parallelism may be used

as an iconic reinforcement of the idea of reversal OJ' Inversion in a text. One of

till' exampk-: given hy Nanny comes from the !lllet!y of Alexander Pope III
.Autumn Tile Third Pastoral' (Il49f) the reversal or c.:iloing (If sounds is stlgge~ted

by a chiasmus of nouns

Thro' Rocks and Caves the Name of I telia sounds,

Delia. each Cave and echoing Rock rebounds.

Although, strictly speaking, echoes do not resound in reverse order, they do return

to their sources In the discussion "IT .,'::, (1:( 1.20, i argue that the applause

given to Maecenas (ll.Jf ) and I:'; LlilO Ii i J arc <1:1.0 reflected by verbal echoes (see

,; 'In semiotic terms an icon is a sign that is characterized by a relationship of
similarity between the signifier and the signified, between form and meaning'
(Nanny 1935.111)
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5.3.1). But these two examples have to do with sections of poems. What about
poems or literary units as a whole')

Catullus 63 seems to be an example ofa ease where the structural reversal reinforces
the semantic reversal. Attis ascends the mountain full of enthusiasm for Cybele, is
enlightened by the Sun Oil the summit of the mountain, «il(l descends the mountain
disillusioned with Cybele (see the structural diagram in 3.3.2).

This pattern of ascent and descent with a cennal turning point can also be found in
the Old and New Testaments, e.g, in the account of the Flood in Genesis 4: 17-11:9

(see Lund 1942:60-2) and ill the account of Jesus in the Synagogue of Nazareth in

Luke 4 16-2i (see Lund 1942:23(jf).

In Catullus 63 there is anoth., development which can be iconically reflected by
inverse parallelism. The onset of madness/ enthusiasm at the beginning of the poem,
which abates in the centre of the poem, returns at the end, thus bringing poor Attis
fill! circle. Lohmann (1970:15-! 7) adduces an example from Iliad 23.306-48, where

a description of the lite. it! turning point in the horse race also happens to be situated
at the turning point of the structure of inverse parallelism. The general shape of the
race course may also be pertinent to the next point.

Nanny proposes that inverse parallelism can, secondly, represent circularity,

whether it be circular movements or objects (see the examples in Nanny 1987:840.

Circularity can probably, iconically speaking, be best suggested by a ring or circular
plane, but in the absence of Stich devices a structure (if inverse parallelism is most
suitable, because of the idea of coming full circle inherent ill it

Thirdly, a structure of inverse parallelism can suggest non-progression, stasis OR'

deadlock (see Nanny 1987:85-(0), the idea of coming full circle again Apart from
Catullus ,)3, one can refer to Catullus 8, th~ latter being an excellent example of a
case where the poet finds himself in the same predicament at the end of the poem as
at the beginning Inl'ol.'m 63 we see how deadlock can be reached the end of the
poem despite a major turning point in tlj,~centre, thus inereasine our awareness of



Cybele's power: Artis may have gained insight and temporarily have regained sanity,
but at the end of the day he is back at square nne, because Cybele is not that easily
shaken off His situation is all the mor ' tragic for it.

The idea of 'coming full circle' does not necessarily imply non-progression, One can

come fill! circle, but on a higher plane, as in a spiral, i.e. some progression having

been achieved (see the discussion of'Catullus 76 in 3,3.2),

In the fourth place inverse parallelism can serve as an icon to indicate balance,

symmetry or equality (sec Nanny 1987:90-3), Catullus 13 may serve as an example

of this usage, in that there is a definite balance between the two halves of the poem,

between what Fabuilus and Catullus contribute to the party respectively. As poetic

counterpoint to the idea of balance runs the idea flat Catullus' contribution is

somehow qualitatively superior (tor further reflection on the function of the

correspondences in this poem, see the discussion in 3.3.2),

Parallelism can equally well serve to express balance, symmetry or equality, In

Horace, Odes, 3.14, there appears to be extensive parallelism between ll.l-Io and

11.17-28, so that almost every detail ill the description of Augustus' return is matched

by details from Horace's own lite. By matching the political and the decorous with

the private and indecorous, Horace subverts the picture painted of Augl istus.

Catullus 45, an amoebaean poem, also contains parallelism in the first 1g lines, An

amoebaean poem is exactly the sort of poem where one would expect parallelism to

express balance (plus that little extra, seeing that the second speaker must try to equal

and outdo the first).

A fifth use for inverse parailciism on the iconic level is to suggest framing,

enclosure or centring, for the outer dements frame, enclose or centre the inner

elements (see Nanny 1987:93-7), Nanny gives au excellent example from the poetry

of Philip Larkin:
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Wires

The widest prairies have electric fences,

FOl though old cattle know they must not stray.

Young_~ are always scenting purer water

Not here but anywhere. Beyond the wires

Leads them to blunder up against the Fires

Whose muscle-shredding violence gi' 1'.;5 no quarter.

Young steel] become old cattle from that day,

Electric limits to their widest senses.

The double inverse parallelism (rhyme scheme and key words) serves to suggest the

steers' imprisonment behind the wires.

In reflecting on structures of parallelism and inverse parallelism r shall therefore not

only utilise individual sets of correspondences for interpretation, but also ask the

question whether the structure as a whole acts as an icon of the meaning of the poem,

along the lines proposed above.

I Living set forth the theoretical framework within which tnis study is conducted, I

will now briefly compare it to other literary approaches, in order to define it even

fhrther.

The range of literary-critical approaches can be divided into two broad categories.

The first category consists of approaches that attempt to make the text speak, to

ascertain what it is saying, and how it is saying what it is saying. The sec end

c;,.'c'gory Gonsh;\sof'approaches where the primary interest does not lie in the content

of the text itself but where the text is used in the service of some other cause,
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whether it be to show the nature of texts or the problems involved in establishing

what a text is saying or the relationship between texts and society. My approach has

something in common with both approaches

To the first category of text-orientated approaches belongs New Criticism with its

'close reading' or 'practical criticism' practices This study is oriented to the texts

themselves, with varying degrees of close reading. The angle from which this is

done is that of structure, which means that not all features of the text receive equal

attention.

To the second broad category belongs the Russian formalist approach with its

interest in the phenomenon of writing, in the question of how literary texts in :;eneral

work. The FOliJ list would use a particular text to illustrate the devices which

writers in general might employ. The interest, though, is in the de not so much

in the content conveyed by the device. One could draw a certain parallel between

such an approach and the one followed in this study, in that I too am interested in

devices of sorts, viz. parallelism and inverse parallelism, admittedly devices which

are not universal in application. I have tried in most instances to relate the device to

the cement of the texts investigated, to employ the structural analyses in the act of

inter pretation.

IVIy approach also has something in common with that of the structuralists, in that

structuralists at times also sed; to lay bare the underlying framework of texts,

whether it be binary oppositions, fundamental 'functions' in fairy tales or 'actants'

(the people or forces which influence the course of ~,ellts) Although I may

occasionally stumble upon a 'binary opposition' in the rt.alysis of the structure of a

text, the exposition of the complete set of binary onpositicns operative in a given text

is not my aim. Further, a diagram of the binary oppositions operative in a particular

text need not reflect the order in which they appear, whereas for my approach the

order is of crucial importance.
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If it is the aim of this study to use structural analyses as an aid to interpretation, i.e.

to shed light on the meaning of the poems, or·) must at the same time recognise that

poststructuralist approaches have shown that there IS an unstable link between

'signified' and 'signifier', and hence difficulty in determining fixed meani' '. The

reader response theories tend to emphasize the s',me point: the reader brings his

own historical situatedness and subjectivity to bear on the text, so that Culler

(1981:470, for example, can say that one cannot discover the meaning of a text,

because different readers discover different meanings in what they read. Iser

(1978 34-8), however, has written of 'triggers' in the text which direct the reader s

interpretative activity, 'response-inviting structures' which predispose the reader to

read in certain ways. These triggers can account for the fact that I have on many

occasions made structural analyses similar to those of other investigators: we

responded to the same 'invitations' to connect words or passages. Iser (1978: 132f)

else wrote of the stock of experiences and world view which one brings to bear on

the text and which colour the reading experience. Certainly, my experiei. '1' in the

discovery of structures (of inverse parallelism) influences my reading of poems in

that I am particularly alert to the possibility that texts may be structured along such

lines.
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J CATULLLJS

3.1 Previous structural studies done on CatIDlkttm;

The study of inverse parallelism ill Catullus' poems is at least as old as the 1860s.

Wiseman (I974:70) refers to the work done in that decade 011 Poem 6gb by Westphal,

Usener, Franke and Ellis. Kroll (1929, repr. 1959) also made a contribution to the

study of structure in Catullus, as did Friess in his dissertation.' Bardon (1943) often

refers to Friess' work and does many very useful structural analyses himself I often

follow leads suggested by Bardon. Elder (1951: 1I)1-5), in his essay on conscious ami

subconscious elements in Catullus' poetry, devoted some attention to structure in

Catullus' poems and sho',l':j that the poet often took care to structure both long and

short !"oems. III some cases my own findings match those of Elder, e.g. on Poem 46.

Schafer (1966) also paid attention to Catullus' structural techniques and often saw

structures of inverse parallelism. Wiseman (1974) devoted a whole essay to the

structure of CatuIIus' poems, focussing most often, but not exclusively, on ring-

composition. His study did not attempt to be exhaustive, but he nevertheless made

many observations which were useful for the present study.

I mentioned above that Poem 68 has been important in the ';.lldy of structure in

Catullus The list of studies on this poem is very long, so I have chosen, also in view

of the length of the P0",I11, not to cover the terrain yet again, but to give my own view

in Appendix A. Appendix A also contains the structures of many other poems of

Catullus, in outline.

Beobuchtungen tiber die Darstellungskunst Catulls. Diss. Munich, 1929 I
have not been able to inspect this work.
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Of a!! the poems of Catullus Poem 45 is the most obviously structured along lines of

par-allelism and inverse parnllelism, and so it is with that poem that I shall begin

In the next section Poems 6,8, :3, 17,63 and 76 will be taken as examples of poems

\\hCIC inverse parallelism is the main structuring principle, with Poems 4, 5, 16,23,

25, 29, 35, 36, 4S, 57, 64, 65, 6Sa and 6Sb, 74. 96, 10 I, 109, 114, 115 and 116 being

dealt with in Appendix A

Finally POeH}S 46 and 72 will be taken as examples of poems which display a

structure of parallelism, with Poems 2 I, 33, 42, 86, 92 and I 13 being analysed in

brief in Appendix A.



3.3 ,4 nalyses of individual poems

3.3.1 Poem 45, iii! which structures I)if both parallelism and inverse parallellsm

occur

Poem 45

Acmen Septimius SilOS amores

tenens ill gremio 'mea' inquit 'Acme,

11i te perdue £lJJ10 atque amare porto

omnes slim assidue paratus Of/nos,

quantum qui pole piul'iJJ1l1111 perire,

solus in Libya Indiaque tosta

caesio veniam obvius Ieoni. '

hoc ut dixit, Amor sinistra ut ante

dextra sternuit approbationem.
at Ac:me leviter caput reflectens

et dulcispueri ebrios ocellos

illo purpureo ore suaviata

'sic', inquit 'mea vita Septimille,

11111(' uni domino usque serviamus,

lit multo mihi maier acriorque

ignis mollibus ardet III medullis. '

hoc lit dixit, Amor .I'Il/i51m lit ante

dextra sternuit approbationem.
nunc ab auspicio bono profectr

mutuis animis amant amantur.
Imam Septimius misellus Acmen

mavult quam Syrias Britanniasque:

UI/O ill Septimioftdelis Acme

fad! delicias libidinesque.

quis ullos homines heatiores

vidit, quis Vcnerem auspicatiorem ',J

5

10

15

20

25



Septimius, holding his beloved Acme

in embrace, says: My Acme, ifI

do not love you desperately and am not ready

to continue loving yo» endlessly all the years

as much as a man can be madly in love,

may I in Libya or parched India meet

upon a green-eyed lion alone. '

As he said this, Amor, on the left, as before

on the right, sneezed approval.

Then Acme, tilting her head gently

after kissing the swimming eyes of the sweet

hoy with that purple mouth,

says 'As I hope, my love, dear Septimius,

we may ever serve this one master,

a much greater and fiercer fire

burns in my tender marrow. '

As she said this, Amor, on the left, as before

5

10

15

on the right, sneezed approval.

NO\v, having set out from this good auspice,

with mutual affection they love and are loved.

Poor Septimius prefers his one and only

Acme to Syrias or Britains:

in her one and only Septimius faithful Acme

takes her delights and pleasures

Who ever saw any human beings more

happy, who a more auspicious Venus')

20

25
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One cannot but observe the obvious symmetry in Poem 45. Such symmetry is

characteristic of amoebaean verse, in which lovers try to outdo one another in the

protestations of their love, answering one another point for point." The structure of

the poem is as follows:

A Septimius' gesture oflove If
B Septimius' profession of love 2-7
C Amor's approval 8f

N Acme's gesture of'love 10-12
Bl Acme's profession of love 13-16

C1 Amor's approval 17f.

D Good auspices 19

E Septimius' faithfulness 21f.
EI Acme's faithfulness 23f
F Who ever saw...·) 25

Fl Who ever saw ..? 26
D1 Good auspices 26

Both Septimius (A) and Acme (AI) show their love by their bodily gestures and by

their protestations (B and BI). In both the protestations alliteration is in evidence,

with p's being prominent in the case of'Septimius, and softer 111'S and l's in the case

of Acme.

Septirnius professes his love with reference to faraway places, references wuich

return in 1121 f (E), where they may point to his choice for love against the m'litary

life."

Cf Vergil, Eclogues; 3 and 7, Tneocritus, Idyll'), 5,6 and 8, and also Horace
Odes, 3.9, for variations on the theme

If the poem was written around 55 R.C. Syrias may allude to Crassus'
campaign and Britannias to Caesar's project on that island - see Singleton
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Acme expresses her love in more personal and intimate terms: in 1.6 the heat is out

in the wilderness, but in II I Sf it is in her very marrow So too in lL23f (El) Ar-ne's

love is still formulated in the most personal terms.

The pluralized Syrias Britanniasque ofL22 (E) is matched by the pluralized delicias

libidinesqne ofL24 (El) (Comfort 1938 xxxiii)

If there is rivalry of the friendliest sort between Septimius and Acme, then Amor, as

umpire, seei.rs to declare a draw by giving exactly the same response after each

statement (C and ('1) (Fordyce 19GI 207; Singleton 1971·185)

Septimius' decision to foreuo faraway military adventures in favour of love may well

be anticipated in 11191 (D). Like a general setting out on a campaign having

obtained good auspices, the couple sets out, on a campaign of mutual love. The same

militia amoris theme can be observed in l enerem auspicatiorem, in 1.26 (D1)

Unlike critics who insist on reading the poem along ironical lines," I am happy to

accept the implied answer 'rio-one' to the questions posed in 11251'(F and FI). The

mutual faithfulness of Septimius and Acme then serves to highlight the poet's own

frustrations with regard to the unfaithful Lesbia, by way of contrast. Part of the

beauty of the poem may also lie in the fact that it does not fulfil the expectation of

a reference to the imperfections of love-affairs (no-one is miser in this poem); rather,

the picture of bliss is sustained. It is almost too good to be true, but we are not

discouraged from believing it, for as long as we are capable of it. And it may just be

true,

(1971183), Deitz 0969.43), with reference to Smith and Melluisn <1(4246).

See Baker (1958110- I2) and Ross ( 1965 256-9), manv of whose arguments
have been shown to be fallacious by Singleton ( 1971.180-3), although he too
suspects some irony. Khan (1968ao-l) and Nielsen (1977: 132-7) also criticize
the arguments of Baker and Ross.
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In the present poem two sections in parallel order are followed by a section

combining parallelism and inverse parallelism. In Poem 23 (see Appendix .1\), with

which the present poem may be compared, t\V0 parallel structures (of inverse

parallelism) are followed by a variation of the two structures (again of inverse

parallelism) The common element between the two poems is that two similar

structures are followed by a third which is somewhat different.

Clearly the pa, ,.1Ielism in this poem serves to reinforce the idea of balance in the

relationship between Septimius and Acme. The idea of'balance does not exclude the

possibility ofa degree of'intensiflcation: they match one another point for point, but

also try to outdo one another

The inverse parallelism CD- Dl) can be seen as reinforcing the idea of'a happy sc!f-

enclosed world inhabited by Septimius and Acme There are no open ends, no

suggestion of intrusion cr of unexpected developments.



13.17,63 and 76

Poem I)

Flavi, delicias tuas Catullo,

ni sint illepidae atque inelegantes,

velles dicere, nee h. ere posses.

l'C1'lIlJ1 nescio quidfebriculosi

scorti diligis: hoc pudet fateri. 5

nam te non vtduas iacere noctes

neqtuquam tacitum cubile clamat

sertis ac Syriofragrans olivo,

pulvinusque peraeque et hie et ille

attritus, tremulique quassa I ti 10

argutatio inambulatioque.

nil stu.pra valet, C nihil tacere.

cur? non tam latera ecfututa pandas,

III tu quidfacias ineptiarum.

quare, quid.'quid babes boni malique, 15

die nobis. v% te ac tuos amores

ad caelum Iepido vocare versu.

Haupt's emendation, based on Scaliger - the mss. give inista (or iii ista)
prevalet
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Flavius, you would wish to tell Catullus

of your sweetheart and you would not be able to be silent

were she not unpolished and inelegant.

But, 1\\ you are in love with some

feverish harlot, and as imed to confess it.

For that you. vainly dumb, do not lie

alone at night the bed proclaims,

flagrant with garlands and Syrian oil,

ar d the pillow worn away equally 011 this side

and that, and the prattling and shuffling

of the rickety bed when shaken.

It's no use, no use at all to be silent about your lewdness.

Why not? You would not reveal such a debauched body

if you were 110tdoing something absurd.

Wherefore, whatever you have of good or bad,

tell me. I wish to call to high heaven

you and your love in polished verse.

10

15

In "oem 6 Catullus teases Flavius about a liaison with a lowly harlot, a liaison

FlaVIlI:; tries to hide, but which Catullus can detect by tell-tale signs.' In writing the

poem Catullus already fulfils hit' wish, expressed at the end of the poem, to write

about Flavius' love-affair It is quite a humorous ploy. to present oneself as wishing

to do something, whilst already doing it. As Nielsen (1984: 110) puts it ' ..for e.6 is

itself the lepidus versus.' The structure of the poem is one of inverse parallelism,

with the elements Band C in parallel order.

I disagree totally with Forsyth (1989 94-7) who argues that the poet is a
'harshly critical intruder', a 'threatening onlooker', and that he has 'disdain'
for Flavius as a person.
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A Flavius would wish to speak deltcias tuas (I) 1-3
of his love velles dicere (3)

B The poet suspects that Flavius illepidae ... inelegantes (2) 2-5

has an unsuitable girlfriend

C Flavius is ashamed to tell 5
D Silence in vain nequiquam tacitum 7

- the bed reveals the truth

E The bed 7f

F The pillow 9f
l;!l The bed lOr
DI Silence in vain valet nihil tacere 12

- his appearance reveals the truth 13

Bl The poet suspects that Flavius ineptiarutr (14) 14

is behaving unsuitably

C1 Flavius should tell 15f
Al The poet wishes to speak of vola te ac tuos amores 16£

Flavius' love ... lepido vocare versu

Syndikus (1984:99) had already pointed out several of the correspondences indicated
in the diagram above.

There is a fine variation with respect to the beginning and end of the poem. In 11.1-3

(A) the poet says that Flavius would wish to speak of his love, if only his girlfriend

were presentable, and in Il.16f (AI) the poet expresses his own wish to proclaim to

high heaven Flavius' love, to tease hin: ,) doubt.

Flavius is ashamed to speak ofhis deliciae, because she is iilepidae atque inelegantes

(i.2) (B). The same negative prefix in- recurs in L14, =,', ineptiarum, to describe

Flavius' actions with reference to his =hcice of girlfriend (B') And elsewhere one

might also compare the use of quid followed by a genitive, in 114f and 15.

Nevertheless, Catullus can still write polished verse tlepido ... versu - 117) about

Flavius' association with this unpolisned woman tillepidac - 12). One finds the
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same thought 1'1 em 1, that a book of poetry in which there are many nugae (1.4)

can be Iepuhts (I. 1). Without turning it into a major an poetica statement, one may

see in this the idea that one can write well on any subject, that nothing is in itself teo

100v or light to be written orin a worthy maimer. Catullus wishes to write whether

the subject is good or bad (cf boni maltque - 1.15) (cf Nielsen 1984: 104).

To the shame in telling (1.5) (C) corresponds the command to tell (1.15) (el), The

command to tell is not to be taken seriously, howeve •. because the poet has already

deduced whatever Flavius may be able to tell him Rather it is part of the pretense

of wishing to write about something about which he is writing already.

The uselessness of Flavius' silence is dealt with twice, in 17 (D) and 112 (DI) In

the first instance silence 1S in vain, because the bed tells its cwn story, and in the

second because Flavius' appearance is revelatory. The role of the bed is dealt with

in greater detail and one can seE:in it an E F EI pattern as the focus shifts from the

whole bed to the pillow and back again to the whole bed. The shouts of the bed (1.7)

are finally picked up by the wish of the poet to call out too (117), but the bed has

shouted so loudly and those shouts have been recorded so faithfully by the poet, that

the poet need not put his wish into practice any more

In this poem the inverse parallelism reflects the situation of deadlock in the content

of the poem the poet pretends that the situation has not changed from the beginning

to the end of the poem. But that impression is misleading, as we have seen. One

may ca'I it apparent deadlock, quite an inventive and humorous use of inverse

parallelism.
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Poem s

Miser Catulle. desinas ineptire,

et quod vidcs perisse perditum ducas.

fulsere quondam candidi tibi soles

cum ventitabas quo puella ducebat

amata nobis quantum amabitur nulla.

ib! ilia multa cum iocosafiebant,

quae til volebas nee puella nolebat,

fulsere vere candidi tibi soles.

mille iam illa non volt: til quoque inpote ns noli ,

nee quaefugit sectare, nee miser vire,

sed obsttnata mente perfcr, obdura.

vale, puella. jam Catnllus obdurat,

nee te requiret nee rogabit invitam.

at III dolebis, cum rogaberis nulla.

scelesta. vae te, quae tibi manet vita?

quis mille te adibit? cui videberis bella')

quem nunc amabis? cuius esse diceris?

quem basiabis? cui Iabella mordebts?

at tu, Catulle, destinatus obdura.

5

10

15

Unhappy Catullus, cease your foolish behaviour

and account as past recovery what you see is lost.

Once the suns shone brightly 01 you,

when you Kept going where the girl was leading,

she who was loved by me as none will be loved.

Then when those many merry things happened

which you desired and which the girl did not refuse,

truly the suns shone brightly on you.
Now she desires those no longer don't you too behave excessively,

don't pursue her who flees, and don't he wretched,

but with resolute heart endure, be finn

10



Farewell, girl. Now Catullus is firm

He will not sed; you nor ask you against your will.

But you will be sorry, when you are not asked.

Ah wretch, woe to you' What life awaits you')

Who will now approach you" To whom will you seem beautiful?

Whom will you now love'! To whom will you be said to belong')

Whom will you kiss? Whose lips will you bite?

But you, Catullus, be' resolved and firm.

15

Catullus fondly recalls the days when all was well between him and, presumably,

Lesbia. Since she has changed her mind, however, he d «ides on a new approach to

her. He tries to persuade himself to embark Oil this course, hoping that by hurling

invective on her it will be easier to be resolute. At the end of the poem he still has

to use self-address to achieve the necessary firmness of mind.

In this poem Catullus employs inverse parallelism three tunes and the beginning

and end of the poem are linked too. The structure set out below has been informed

by the work of various scholars."

1
A His own name in the vocative;

command

Caudle

desinas (I )

fulsere. ..soles

ventitahas ...puella ducebat

volcbas lice puella nolebat

If

B The happy past

C He followed her initiative

C1 She followed his initiative

HI The happy past

3

4

'7

fulsere ...soles <)o

u See Swanson (1963:193-6), Moritz (1966'155·7), Rowland (1966 20f) and
Khan (1968b:569 ..72). Schmid (1990-1: 158··(15) also reviewed the studies
of'tne atorementioned scholars as well as other earlier studies, going back to
18')6, and preduced a synthesis very close to that set out here.
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')

"'"
D H«~should not pursue the unwilling nee ...nee (10) 9f

E Command uiven onsttnata ...obdura (II) if'"
El Command carried out Catullus obdurat 12

DI He will Hot pursue the unwilling nee ...nee 13

J

F Direct address to Lesbia at tu 14

G cui ... bella 16

H quem ...amabis 17

HI quem basiabis 18
('I cui labella 1"1 ._t;

FI Direct address to "atullus at til 19
Al His own name in the vocative Catulle 19

command destinatus obdnra 19

Catullus frames the poem by addressing himself by name at the beginning and end

of the poem (A and AI) - he also mentions his name at the structural centre of the

poem (EI). The A sections are also linked by the fact that commands occur in both ~

again the structural centre also contains commands (E and El). A further link
between the beginning, centre and end of the poem lies in the use of the same
(obdura -1.11 (E), obdurat ~1.12 (EI), obdura ~1.19 (AI») or cognate words (obstinata

- 1. 11 (E), destinatus in 1. 19 (N)), and even similar sounding words tdesinas - 1.1

(A), destiuaius - L19 (AI» (Rowland 196(21). The very fact that Catullrs gives this

self-command so often in the poem may give reason to wonder whether he will ever

find it no longer necessary to do so (see Schmiel 1990~1:161).

This poem constitutes a clear example of a case where the structure as a whole

reinforces the idea of deadlock 0r nan-progression. Within the smaller structures

the poet appears to make progress towards resolving the issue that is troubling him,

but he eventually loses ground again ill the tug of war of his heart and ends up where

he started off in this 'dialogue between reason and emotion' (Commager 1965:91)
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The till ~main sections of'the poem can be seen as referring to the past, present and

future respectively (Rowland 1966 17-19), although in DI Catullus is crossing over

from the present to the future."

In section 1, the wistful recollection of the past, Catullus substitutes vere in 1.8for

quondam in 1.3, not only to avoid mere repetition but also to bring about

intensification or confirmation of his earlier statement. After C and CI he realises

just how true his statement in B was.

In C and CI there are both parallelism and inverse pm·ldJeJism. On the grammatical

level there is parallelism:

ventitabas ...puella ducebat

volebas ...puella no/eliot

4

7

but on the level of meaning there are both parallelism and inverse parallelism:

(his) following: (her) initiative: (his) initiative: (her) following.

In section 2 the movement from 'what he should not do in ll.Of (D) to what he will

not do in 1.13(DI) should be seen in the light of the command given in ll l (E) and

the command carried Gut in L12 (El) Obdura in E and obdurat in El attract atten-

tion for the same reasons as the double difficile est in Poem 76 (see the discussion of

this poem below) - it is noteworthy that in both poems the central set of

correspondences deals with the difficulty involved in letting go oflove (see Moritz

1968a:54). The very proximity of obdurat, the indicative, to obdura, the imperative,

seems almost too good to be true: can such a tall order be carried out so swiftly? Is

it just a question of saying the word and it is done') In all likelihood Catullus would

want us to have our doubts about the truth of iam Catullus obdurat, as is borne out

eventually by the repetition of his self-command in L 19. Notice too that he continues

to address the puella in L13, having just taken leave of her :111.121

Poem 76, as we shall see, moves Hum the past to the present/future too.
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Section 3 is an extreme example of a case where the structure depends on verbal or

grammatical echoes. The pattern with its playful sound effects (nulla, bella,

lal dla) (Swanson 1%3: 194f) seems to serve merely decorative purposes.

In 11.14-18there is a movement towards ever-increasing intimacy, from 'being asked'

to 'biting lips' This explains why Catullus should find it necessary to remind

himself of and reaffirm his intended obduracy in L19: he has just visualised in

intimate detail Lesbia's kisses. He intended to exult in Lesbia's bleak future, but

comes perilously close in 1.18 to a wish to be a part of that future He gets carried

away and has to break off his train of thought and return to present requirements.'

Also, the implied answer to the series of questions in 1116-1g is 'no-one' (cf 1.14),

but if she is so beautiful and adept at kissing, there is likely to be a willing

replacement for Catullus. Catullus may well be already jealous of this man.

Except for seven lin '! (1112-18) Catullus addresses himself in this poem, i. e. he

exposes thought precesses that would normally be hidden. He shows how his

thoughts drift to the past and future respectively and how he has to pull himself

together repeatedly. He wants us to smile at his all too human behaviour, I think

The situation is by no means as serious as in Poem 76, where all communication with

Lesbia is broken off and where a disease metaphor ;s introduced (see Kahn

1968b 560f).

Schmid (l990-il64) puts it well 'The intimacies of 15-18, even though
they are imagined not to he happening, have evidently broken the poet's
resolve - notice the progression from looking pretty to lip-nibbling - and the
poet's resolve needs a booster-shot of deterrninati 011 at line 19.' See also
Dyson (1973a 136)
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Poem 13

('(,IIaMs bene, 1I1i Fabulle, apud me

paucis, si tibi difavcnt; diebus,

si tecum auuleris bonum atque magnam

cenam, lion sine candida puella

et vino et sale et omnibus cachinnis.

haec si, inquam, attulerts, venuste noster,

cenabis belle; nam tui Catulli

plenus sacculus est arancarum.

sed contra accipies meros amorcs

sell quid suavius clegantiusve est:

nam ungucmum dabo, quod melle puellae

donarunt Veneres Cuptdincsque,

quod til cum olfacies. deos rogabis,

totutn ut tejaciant, Fabulle, 11([.'111111.

5

You will dine well at my house, my Fabullus,

in a few days, if the gods favour you,

if you bring with you a good and big

dinner, not without a beautiful girl

and wine and wit and all kinds of laughter

If these you bring, I say, my charming friend,

you will dine well; for your Catullus'

purse is firll of cobwebs.

But in return you will receive undiluted love

or whatever is more delightful or tasteful:

for I shall give perfume, which the Venuses

and Cupids have given to my girl,

and when you smell it, YO') will ask the gods

to make you, Fabullus, nothing but nose.

5

10
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The structure of this poem has been described by Helm (1980-1 :213-17), upon whose
work, except tor some additions, the following is based. The poem contains two

structures of inverse parallelism: the poem as a whole has a structure of inverse

parallelism and so does 11.1-7. First, the structure of the poem as a whole.

A Fabullus addressed by name

B Favour of the gods needed
C What Fabullus will contribute
D Fabullus' girlfriend

E Sophistication

F What Fabullus will contribute

G Catullus' poverty
FI What Fabullus will receive

E' Sophistication
C1 What the poet will contribute
Dl The poet's girlfriend
Bl Assistance of gods will be asked

N Fabullus addressed by name

Secondly, the structure of 11.l-7:

H Fabullus will dine well
Direct address to Fabullus

J On condition
J' On condition
II Direct address to Fabullus
HI Fabullus will dine well

mi Fabulle
d! 2

3f

puella 4

sale (5), venuste (6) Sf
attuleris 6

7f

accipies 9

suavius elegantiusve 10

11
puellae 11
deos 13

Fabulle 14

cenabis belle
mi Fabulle
si attuteris (3)

si attuleris
3-5
6

6

7

vcnuste noster
cenabis bene

The correspondence between A and A', and Band st , is self-evident and scarcely
requires comment. However, at the end of the discussion an observation will be
made on the repetition of Fabulle (A and AI) Helm's comments on the first four
lines are worth repeating: 'Our poem begins innocently enough with the forecast of
a good meal at the poet's house for his friend, Fabullus. But it strikes an off-key note

almost immediately in the second line with the bold phrase, Sf tibt difavent (rather
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than the more modest and unassuming sf mihi aifavenn and with the disconcertingly
indefinite paucis diebus' (Helm 1980-1 :213). In 14, of course, the poet springs his
first surprise, when the guest learns that he himself will provide the dinner Helm has
shown that the humour in the poem is achieved by the postponement of surprising
words, viz. cenam in lA, aranearum in 1.8 and nasum in I.14 (Helm 198(l-I:213f)

With regard to C and CI, si...attuleris in 1.3 (C) should in the first place be related to
si...attuleris in 1.6, as is done in J and J' in the second diagram. However, it can also
he fruitfully related to 11.11f.(CI), to indicate the contrast between the contributions
of the guest and the host Not unexpectedly in a situation where the guest has to
provide the fare, even the poet's very contribution has really been contributed by
others, viz the gods (dabo in 111 and donarunt in 112). The fact that the gods have
given the perfume to the girl may mean that the unguen.um is not to be taken as

literal perfume, unless it refers to a gift the girl had received from a rich suitor If it
is not real perfume one may have to think of her bodily fragrance or perhaps her
beauty (Vessey 1971:47).

There is a neat balance between Fabullus' girl-friend in 1.4 (D) and the poet's in 1.11
(DI) If the perfume is indeed a symbol of the girl's beauty it would balance the
word c:, dida in lA.

An ell lent of correspondence not mentioned by Helm is the use of Catullan
'catchw lis' in IL5f (E) and I.10 (El), the words being sal and WI/US/IfS, and suavis

and eleg. ns. These words suggest the urbane, sophisticated world inhabited by
Catullus and his friends, as presented in the poems. Both his friend Fabullus (E) and
the poet (EI) can contribute to create he desired atmosphere of wit, charm, elegance
and taste' (see also Syndikus 1984 133).

Fordyce OQ61:1(7) says 'Face/us and iufacetus. sa/sits and insulsus,
venustus and invenustus, clegans and inelegans, urbanus and rusticus are the
cliches which, though their nuances must elude us, reflect the attitudes and
values of'Catullus' society, a society which puts a premium on attractiveness
(venustas), discrimination (eleganlia), piquancy (sal), metropolitanisrn
(urbanttasi. find has only scorn tor the dull, the insensitive, the clumsy and
the provincial.' See also Basson' s study of these terms, of sal, salsus and
insulsus (J 97244, 77-94), veIlIlS/US and venustas (197241-52) and elegans
and inelegans (1972 107-13), as well as that of Seager (1974:391-4)
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Helm made a valid distinction, I think, in F and FI, where Fabullus is in turn a

eontributor and a recipient He might have added that the words meros amores in

1.9 (Fl) constitute another surprise. As Vessey (197147) says 'There is a touch of

the unexpected here: he will not obtain unmixed wine (which one might expect from

a hO£1) but unmixed loves.' Concerning the amores, if the unguentum is the 'aura'

attached to Catullus' girlfriend, Fabullus' envisaged intoxication with it could mean

that Catullus and Fabullus would not necessarily be faithful to their respective

partners at this particular party (see Quinn 1970: 134[), unless, of course, Catullus

intends Fabullus to enjoy the fragrance at nose's length distance. The poet may be

deliberately ambiguous, hinting at the shape of things to come in a mysterious way,
so as to arouse the interest of his prospective guest.

The centre of the poem, structurally speaking, viz. 1I.7f (G), reveals the reason for

this unusual invitation: the poet's poverty. But what Catullus lacks in money, he

makes up by sophistication

Poem 13 is a fine example of inverse parallelism being used to reinforce the idea

of balance and symmetry, even if in a humorous way: the poet pretends that the

contributions are equal. that his intangible contributions match and even surpass the

real contributions of his guest

In the other structure of inverse parallelism, comprising II1-7, it is noticeable how

the elements JI, 11and HI repeat and compress the material given in H, I and J The

repetition serves to draw out the poem, to heighten suspense before the punch-line

of the first half of the poem is delivered, in 117f

The same process of 'drawing-out' can be seen in 110, and in the long four-line

sentence in II.11-14, with its two relative clauses. The final pause occurs when the

name Fabullus is given again, in 114, for no apparent reason except to slow down

proceedings," before the punch is finally landed, on the nose.

Not to mention the establishment of correspondence'
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Poem 17

t) Colonia, quae cupis ponte Iudere longo,

et salire paratum habes, sed vereris inepta

crura ponticuli axulis stantis in redivivis,

ne supinus eat cavaque in palude recumbat:

sic tibi bonus ex tua pons libidine fuu.
ill quo vel Sulisubsali sacra suscipiantur,

munus hoc mihi maximi da, Colonia, risus.

quem/am municipem meum de lUI) volo ponte

ire praecipitem in blum per caputque pedesque,

verum totius ut Iacus puttdaeqae paludis

lividissima maximeque est profunda vorago.

insulsissimus est homo, nee sapit pueri instar

bimuli tremula patris dormientis ill ulna.

cui cum sit viridissimo nupta flore puclla

et puella tenellulo delicatior haedo,

adservanda nigerrimis diligentius uris,

ludere heme sinit lit Iubet, nee pilifacit uni,

nee se sub/eva! ex sua parte. sed velut alnus

infossa Liguri iacet suppernata securi,

tantundem omnia sentiens quam si Nulla sit usquam:

talis isle meus stupor nil videt, nihil audit,

ipse qui sit, utrum sit (11111011 sit, id quoque nescit.

nunc cum vola de lito ponte mittere pronum.

si pote stolidum repente excitare veternum,

et supinum all/mum in gravi derelinquerc caeno,

ferream lit solemn tcnaci in voragine mula.

5

10

15

20

25
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o Colonia, so keen to celebrate on a long bridge

and all set for dancing, but afraid of the rickety

legs of the poor little bridge standing 011 resurrected poles,

in case it falls flat and sinks in the engulfing bog,

maya good bridge be made for you according to your desire

on which the rites even of Salisubsalus may be undertaken

provided that you grant me, Colonia, this highly entertaining girt

A certain townsman of mine I wish to go headlong

from your bridge from head to toe into the mud,

precisely where in the whole lake with its fetid bog

there is the deepest and most livid-looking quagmire.

The 111<:11 is wholly without wit, and has less sense than a child,

a two-year-old asleep in the rocking arms of his father.

For though he's married to a girl in her greenest flower,

a girl more voluptuous than a tender kidling,

who has to be guarded more diligently than the darkest grapes,

he allows her to fool around as she desires, and doesn't care a straw,

and for his part does not raise himself, but lies like an alder

in a ditch, hamstrung by a Ligurian axe,

as much aware of everything as ifit didn't exist anywhere at all;

so that perfect dunce of mine sees nothing, hears nothing,

who he himself is, whether he i. n't, even that he doesn't know.

Now him I wish to hurl hea' ni: from your bridge

on the chance that he can suddenly shake off his stupid sloth

and leave h's spineless mind in the heavy sludge,

as a mule leaves her iron shoe in the sticky quagmire

5

10

15

21

25



74

The following structural analysis has been informed by the work ofRudd (1959:238-

42) and Wiseman (1974:63f)} with some changes and additions, whilst ideas of

Khan (1969a:88-97) also feature in the ensuing discussion.

A Colonia addressed o Colonia

B Her wish to celebrate on a bridge ponte ... longo (l) If

ludere ....... saltre

C Her fear regarding the bridge ne supinus cat 2-4

cavaque ill palude recumbat (4)

W Maya bridge be made according to pons ...fiat (5) Sf.

her desire, on which to celebrate ex tua ... libidtne (5)

Salisubsali (6)

Al Colonia rddrcssed, asked a favour Colonia 7

0 The poet's wish to throw a de tuo V'J!oponte 8-11

townsman from Colonia's bridge ire praecipitem (8f)

vorago (11)

E The stupidity of the townsman 12

F The townsman compared to an infant 12f.

G Three comparisons concerning his wife 14-16

G1 Thee statements concerning the luciel:.§.(17) l7f

townsman's attitude towards his wife ut lu"et (17)

pI The townsman compared to a fallen tree 18-20

El The stupidity of the townsman 21f.

DI The poet's wish to throw the volo de tuo ponte mittere 23-6

townsman from Colonia's bridge, pronum (23)

to wake him up supinum animum (25)

voragine (26)

See also the observations of Bardon (1943: 17), who alro pointed out the
frames of the two structures of inverse parallelism.
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Rudd (1959 238-42) pointed out that there is a eorrespondenee between the small

town Colonia, who wants to enjoy herself, and the townsman's wife who also has

certain desires, as well as a correspondence between the rickety old bridge and the

unappreciative sluggard of a townsman. 'It is because of the husband's inadequacy

that the girl amuses herself elsewhere, just as Colonia's frustration is due to the

inadequacy of her bridge' (Rudd 1959242).

In the structural analysis above it is therefore made clear that Colonia's fear with

regard to her bridge is one problem (the first structure of inverse parallelism) and

that the townsman's attitude towards his wife is the other problem (the second

structure of inverse parallelism).

That these two problems (and structures) are linked is also made clear by the words

in bold, underlined or double underlined in the diagram. Just as Colonia desires to

'play' (ludere - 1.1) and has strong 'desires' for a suitable bridge (ex tua Iibidine -

IS). so the townsman's wife is allowed to 'play' as she 'desires' (luderc ut lubet-

1.17). And Colonia's fear that her bridge may fa!! flat on its tack isupinus -14) is

matched by the statement that the townsman has a supine spirit (supinum ammum -

1.25)whir needs to be awakened. So too the fear that the bridge may sink into the

bog (cavaque ill palude recumbat -1.4) is matched the belief of the poet that this

is precisely what should happen to the townsman, viz. he should end up in the bog

(putidaeque pahut;» - 1.10).

The two situations are explicitly linked by the poet, when he wishes for a new bridge

tor Colonia on condition that she helps him to make a new man out of the townsman,

by allowing the poet to throw the stupid townsman from her bridge an ,0 to awaken

him to appreciate his wife." Colonia fears that her bridge may end up ir, the bog (in

Quinn (1969" f) points out that Catullus may be .Iluding to an ancient
custom at Rome of throwing sexagenarians off a brid: c~
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palude - 14), bpt this is precisely where the townsman should be thrown (paludis -

1.10) The poet uses Colonia's predicament, by promising a solution (or wishing for

one), if she will help him, to solve the problem of the townsman and his wife Both

problems can be solved, or so the poet would have us believe. Ultnuatcly, or course,
the proposed project is just an elaborate joke at the townsman's expense.

The framing function of the word Colonia in 11.1and 7 (A and AI) has been pointed

out by Wiseman (1974.63), who aim mentions the possibility that munus in I.7 may

have the secondary meaning of' spectacle' to recall the ludi implicit in luderc (11).

Colonia's wish for a 'long bridge on which to 'dance/leap about' (sa/ire) in II If (B)

is intensified in llSf when the poet wishes that 'a good bridge be made tor you

according to your desire 011 which the rites even of Salisubsalus may be undertaken'

(131). It is 110t clear what these rites were or whether such rites actually existed, but

the etymology would in any case suggest that they involved leaping and dancing,

which is what Colonia is interested inn

The centre of the first structure of inverse parallelism concerns the persoruiled, if

very decrepit, bridge, whose counterpart, the decrepit townsman, is the main subject

of'the next structure There is thus a neat variatio, in that references to the 'women'

(A b and Al HI) surround the I' .erence to the 'man' (C)," whereas the woman is in

the centre (G and <Jl) ill the second structure

The words (Clxulis) ...redivivis ill 1.3 may be intended to prepare us for the eventual

suggestion that the townsman can be 'revived' or woken up, which is what the

second structure of inverse parallelism is about.

II O.ll'oem 114 Khan (1969b:~) i'oints to the etymological link between salio
and salax; so the latter may well he suggested in the present context.

u The bridge has crura, is abo said to be 'standing', and mention is made of
reso.rection/rcsuscitation. Moreover, the grammatical gender of the bridge
is masculine
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The verbal parallels between 11.8-11(D) and 1123-6 (Dl) are quite evident from the

diagram. but there is development in 1)1 in that tbp avowed motive for the proposed

action is now revealed, viz. to help the stupid townsman gut as Catullus' intended

action shows, there is probably more anger than altruism in his mood After all, he

wants a good laugh irisus - I.7) at the old sluggard's expense.

Concerning Illl-Il (D), Khan (1969a:950 has argued at length that the words lacus,

1\ rago and putida palus are symbols of the pudenda muliebra. The townsman

should be subjected to an equally decrepit woman, which should cause him to

appreciate his beautiful young wife.

In 1112 (E) and 1l.21f(EI) the focus is on the stupidity of' the townsman Closely

linked to these lines are the comparisons to a two-year-old boy lying in the arms of

his father (l1.I2f) (f) and the alder-tree lying in a ditch {1l.18-20} (FI). The

townsman's stupidity lies in his unawareness of the attractions of his wife, his

unconcern about her movements and consequent sexual inactivity with regard to her,

which we shall see ill G and G1.

The image of the two-year-old boy (F) is therefore in retrospect quite appropriate to

describe the townsman A two-year-old boy i.i sexually immature. The townsman

who should be fathering children :s himself like a child in the arms of his father!

Similarly a tree in a ditch (Fl) could have sexual overtones, but this one is a 'listless

log' (Khan 1969a:91, cf.92), because he has heen 'hamstrung'.

The similes describing the townsman are matched by those cescribing his young wife

in 11.14-16(G). Two vegetative images surround an animal image. Khan (1969'1:94)

pointed out that whereas the more vigorous girl is compared to a goat, a masculine

ncun in the Latin, the townsman is ultimately compared to a sterile mule, a feminine

noun in the Latin, in 1.26.
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In ~:t'-i' ontrast to the delectability of the young wife, as portrayed by the three

Images, d in contrast to the consequent need to guard her, is the townsman's

neg'ect.: .oncern and unresponsiveness (1l.17f) (Gt). It is clear that she is allowed

sexual li. .uce tludere ham; sinit lit lubet - 117) by the townsman, and that he takes

'10 part in these frolics. Hence the need for desperate>measu: :; to wake him up from

this stupid sloth (124).

Khan (1969a:93) makes some tine observations about the simile in the last line of

the poem. He points out that.!errtus can be used to describe the man who does not

give heed to the power of love, whilst a solea was a characteristically feminine item,

usually worn only indoors by mel'. Coupled with the sterile mula these words

certainly constitute a final insult to the townsman, even as the poet protests his honest

intention to help him.
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Poem 63P

Poem (;' tell: the story of Artis, a devotee of Cybele. Attis travels from Greece to

Phrygia, emasculates himself in a state of frenzy and spurs on till} Gallae to

accompany him to Cybele's house on Mt. Ida. He undertakes the ascent and, once

there, is overtaken by tiredness and sleep. When he wakes up he realises what he has

done to himself, and descends from the mountain and retraces his steps to the sea,

where he expresses his regret for having forsaken his city and home for the house of

Cybele. Cybele overhears him and spurs 011 her lion to whip itself up into a state of

frenzy, in order that it may drive Attis back to her fold, which it then does The

poem ends as the poet cries out to Cybele not to make him a victim of frenzy too.

Even this synopsis suggests a structure of inverse parallelism, which has been

recognized by Schafer (196699) and Traill (l981a:211~14). Traill, who made a

significant addition to the work of Schafer, saw a structure of inverse parallelism

along the following lines

A Attis submits to Cybele's power; onset o(fUI'OI'

B Speech: Artis calls Oil comrades to worship Cybele

C Ascent of Ida; in sleep of cKhallstion.tilror abates

D Sun dispels darkness; sleep leaves Attis

Cl With.fimn gone, Artis sees what he has done and returns

to the shore

1~11

27~38

39-43

81 Speech: Attis regrets leaving home and becoming a

servant of'Cybele

Al Cybele brings Attis back under her control; renewal 0((/11"01'

50-73

74-90

P Because of the length of the poem (93 lines) the text and translation are
omitted.
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The valuable addition which Traill made to Schafer's analysis was his recognition

of the independence of'the central element (D), which is made clear by the fact that

it is framed by lines 38 and 44 (abit in quiete molli rabidusfuror (mimi - l..i 8; ita de

quicte mollt rapida sine rabie - 144). Traill points out that the central element of the

structure of Poem 6Sb is also framed in this manner, and that the centra! element of

the structure of Poem 64. like that of Poem 63, is also concerned with atmospheric

phenomena. 'Just as in poem 63 the Sun's beams dispel the darkness from land, sea,

and sky, and, by implication, from Artis' befuddled mens, so in 64 Jupiter's

thunderous nod (204) causes land, sea, and sky to shudder (205-6), and, by

implication, douds Theseus' hitherto unclouded mens (207-208), In both cases the

hero's mens changes in microcosmic sympathy with some natural phenomenon of the

macrocosmos. Both natural phenomena are orchestrated by .livine machinery' (Traill

1981a:213; see also Traill1988:366f)

It is, however. not only the central element that is framed in this manner I show in

the diagram below that many of the elements of the structure are framed by the

recurrence of words or ideas at the beginning and end of the sections,

Secondly, in the structure proposed by Schafer and Traill there are only two

'speeches', whereas the poem, in fact, contains three n Cybele also has a turn at direct

speech (l178·g3). r believe it can be shown that Cybele's speech corresponds to the

first part of Attis' first speech (!l12-19), whilst Attis' second speech (1149-73)

corresponds to the second half of his first speech (!120-6). Furthermore, Artis'

second speech can be ieatlv divided into two corresponding sections.



A Attis submits to Cybele's power

- movement from sea to forest (J M1)

- onset of furor

- Cybele addressed by poet

BAttis' speech: he urges on the Gallae

- The Gallae must go to the forests

- the role of endurance (J6f)

C Attis' speech <continued):

the domus of Cybele

- movement to the domus (20)

- anaphora of ubi (21-5)

- movement to the dOI11US (26)

D Ascent to Mt. Ida and Cybele's domus
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nemus (2)

citato ..pede (2)

furenti rabie (4)

vagus animis (4)

citata (8)

Cybebe (9)

agile ite... simul (12)

simul ite (13)

ad.cncmora (12)

simu! ite (19)

dOI1lUIIl (20)

uhi(x6)

simul....Attis (27)

abit ill qutete n.olli rahidusfuror animi (38)

E The sun dispels darkness, sleep leaves Attis

DI Descent from Mt Ida

ita de quiete molli rapida sine rabic (44)

simul.i.Attts (45)

cl Artis' second speech:

he regrets that he has abandoned

(i) his patria, and

(ii) his donuts

miseriter (49) miser (51)

1-11

12-19

20·6

27-38

39-43

44-8

49-75



(i) his patria (50-9)

famuli. ... Idae (52)

nivem (53)

wild animals (530

(ii) his domus (60-73)

- regret

- anaphora of e[.;oand mihi

famula (68)

hlae nive (70)

wild animals (72)

- regret

ill Cybele's speech: she urges on the lion

- Attis must be made to return

to the forests

- the role of endurance (81)

N Attis (and the lion) submits to

Cybele's power

- onset of/11mI' Oil lion

- movement to the sea, and from the

sea to the forest (87-9)

• onset oifuror on Attis (890

- Cybele addressed by poet

she must teseivefuror for others

82

patria .. genetrix (50)

ego (51), ad.i.nemora (52)

patria (55)

egone in nemora (58) (domo)

patria genitoribus (59)

abero (59,60)

miser a miser (61)

ctiam atque etiam (61)

ego (x7) (62-4)

mihi (x4) (65-7), domus (66)

ego (x6) (68-71)

iam jam dole! ...
iam iamquc paenitet (73)

agedum ...age.: i (78)

fac ... foe (7Sf)

in nemora (79)

76-83

age (81)

fao (82)

84-93

incitat animo (85)

pede vaga (86)

in nemora (89)

(:v/Jc/JI! (9 I )

furor (92)

incitatos ...rabidos (93)
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Other correspondences will be mentioned in the course of the discussion. Elder

(19Lt7 AO1-3) has also shown that many key-words in the poem. invariably occur in

the same metrical positions throughout the text, q creating interesting contrapuntal

effects in relation to the main structure. In Elder's opinion 'this sort of repetition is

not used ... for liturgical purposes, for the Attis is anything but a hymn, nor is the

repetition mere ornamentation. Rather, its function in this poem is to help convey

the picture of a unique and morbid state of mind, by returning the reader forcefully

and frequently to key themes' (Elder 1947:401).

The poem begins and ends with scenes depicting the onset of juror upon Attis (A and

N). Initially Attis is a most willing candidate for this experience and performs an

act of emasculation, which he later comes to regret. Consequently the onset oifuror

at the end of the poem is against his will and has to be mediated by means ofa lion,

which itself has to undergo the process of whipping itself into a frenzy before it can

carry out its task! As Sandy (\ 968:397) points out, the pastor of the beginning,

Attis, who acts as dux (1.15) to the Gallae, becomes the stray animal at the end," so

that Cybele takes over his role of pastor to bring him back into her fold by means of

the lion. There is a strong contrast between the seemingly ill-considered but very

dramatic action right at the beginning of the poem (Attis has emasculated himself by

1.5), especially Attis' enthusiasm fer the cause, and his forced reintegration into the

cult of Cybele at the end, against his will. The theme of the onset of /111'0r makes a

final appearance in the last two lines of the poem, when the poet prays that he might

be spared such an experience. The theme thus occurs three times at the end of the

'1 Simul...Attis (11.27and 45) and oculis (11.39and 48) can be taken as examples
of this phenomenon.

It is noticeable how the words citato ...pede (1.2) and vagus animis (1.4),
which are applied to Artis, reappear in the same or cognate forms in the
description of the lion, in tncitat animo (1.85) and pede vago (186).

Sandy (1968:389-99), who explores the animal imagery in the poem at
length, sees IJ3 as pivotal. The words veluti iuvenca vitans 01lW' indomita
iugi seem to anticipate Attis' attempt to break free from Cybele's yoke.
Cybele in response unyokes her lion (1. 76), paradoxically so, in order hI
reimpose her yoke Oil the errant Attis (Sandy 1968 396)
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poem, as opposed to the single occurrence at the beginning of the poem, indicating

the extent to which.lilfo/, holds sway at the eud of the poem.

The poet himself addresses Cybele twice in the poem, in I.9 and 11.91-3. In l9 he

creates a sense of immediacy by the apostrophe of Cybele, an effect aided by the

alliteration on t and c in 118-11 to recall the sound of the timbrel. By the end of the

poem the poet fears this very immediacy, when he calls on Cybele in far more

elaborate terms (compare 1.91with 19) to keep her.lz!mr at a distance and to reserve

it for others. The poet now has all the more reason to call on Cybele, having

described the truly tragic history of Attis.

Sandy (1968:397) draws attention to several correspondences between Attis' urging

011 of the Gallae (ll.12-19) (B) and Cybele's urging on of her lion (1176-83) (B'), e.g.

the use of pecus in 11.13 and 77, and especially the similar words of spirited

encouragement at the commencement of their commands Indeed, their commands

are framed oy these words of encouragement, as the diagram makes clear, Their

commands are also aimed at similar ends: Attis commands the Gallae to go to the

forests (ad ..nemora -1.12), and it is Cybele's intention that Attis should be made to

return to the forests (in nemora - 1.79) And in both cases the addressees' seif-

imposed snfferings are mentioned, those of the Gallae in ll.Iof and that of the lion

in 1g 1. The idea of excess also occurs In both speeches the Gallae emasculated

themselves, because of an excessive hatred of Venus U 'encris nimio odio - L17) and

the lion's mission is considered necessary because of Attis' too open desire (nimis=

1.80) to flee Cybele's sovereignty. It is part of the cruel irony of this tale that Attis'

words at the beginning of the poem should be echoed by another and applied to him.

Attis may have changed, but Cybele is decidedly and inexorably the same. Therefore

the same words are used slightly differently to achieve the same result Cybele is

served by frenzied followers ill her forests



The second part of Attis' first speech (11.20-6) (C) and the whole of his second

speech (11.49-75) (C1) are concerned with places: the domus of'." ~ (1.20) in C and

the former patria (11.50, 55, and 59) and domus (11.52 and 66) of A,~i5 in Cl.t A

correspondence not indicated in the diagram, which links C to c', consists of the

words Phrygiam ...Phrygia ...... PJIf:VX ...... Maenades (11.20-3) at the beginning ofC

and Maenas.: ...Phrygiae (II.69-71) at the end of C1, so that these references actually

serve to frame the two sections as a whole.

Section C itself is framed by the themes of movement to the domus (!I 20 and 26),

just as the t\VO sections of C1 are framed by references to Attis' regret (1149, 51, 61

and 73). The two sections of C1 are neatly divided by the elaborate chiasmus in

1l.59f The minor pattern of inverse parallelism in the first part of'C', in 11.50-2 and

5Sf., also contributes to the framing of that section, whilst forms of the word iam

fulfil the same role in the second patio And lastly, the words in bold in the diagram

serve to frame the whole of CL a snow-clad Mt. Ida is mentioned at the beginning

and end along with references to slaves and wild animals (see Wiseman 1974:67).

The fundamental contrast between C and C1 is indicated by the words chosen for

anaphora in each case. In C the word ubi, indicating location, s!tO\VS that the t()CUS

is on the place and the things that happen there. Lite in the donuts of Cybele is

impersonal and corporate: the emphasis is on the sounds produced there, to which

the Maenads merely add their own. One lives a corporate existence in the domus of

Cybele (see the word cohors in 1.25 and the plural forms when there is reference to

persons). In C1, in Attis' former damns, the anaphora on ego and mihi shows that a

very personal and individual existence was possible there. Part of such a personal

existence is to retlect on one's identity. In the first series of ego's and mihi's (11.62-

7) Attis recalls all the phases he has gone through and the roles he Ins played in the

lite of the city, with some fondness it seems. Even here there are already hints of the

sexual ambiguity which will trouble him so much in the second series of f!,l;o' s (l16g-

71). The sequence starts with a passing reference to his new sexual identity (ego

mulier in 163), but ends with the second series of ('go's in which he expresses a great

It seems as if Putnam (1962: 17) also saw the correspondence between the two
sections.



degree of discomfort with his new female identity (1l.68f.)u As a youngster he often

assumed 'feminine' roles, '"hen he was admired in the gymnasium and courted at
home, but this was part of a series of successive phases, from which he would

eventually have emerged as a vir capable of begetting children. But now he has
intervened in this natural progression through his act of self-emasculation and has to

consider the unappetising life of womanhood, which in this case is associated with

animal existence (L 72)

Rubino (1974152-75; esp. 157) considers the opposition male-female to be the

fundamental opposition in the poem He distinguishes d whole series of opposites,

amongst which culture-nature, master-slave, human-animal, sanity-madness, light-
darkness are perhaps the most illuminating." The first-mentioned in each case

represents a positive aspect of male existence whereas the latter is associated with

en" '.~::ulatedor female existence in the service of Cybele The female poles dominate

in this poem because they are associated with divinity. that of Cybele (Rubino

1974163). One could add the opposites personal-impersonal. As for Rubi-io's

thesis, the opposites male-female are certainly thrust into prominence by Attis' act

of emasculation right at the beginning of the poem. When he comes to his senses for

the first time inIL45f., he is acutely aware (liquidaque mente - lA6) of what he has
lost, i.e. his manhood. Further implications of this loss are drawn out in the first

series of ego's and the series ofmihi's: he has also lost civilized human existence as

an individual human being in his own patria and domus W In the second series of

ego's he foresees what he will become: a female servant, frenzied and living an

uncivilized animal existence.

u 'One of the poet's most interesting devices for showing us the tortured agony
of the awakened Attis is the variation in the gender of Attis after the
emasculation' (Elder 1947:399).

Rubino acknowledges his debt to Fordyce (1961:262).

The words/lor/dis corollis redimita donuts in 1.66 are reminiscent of silvis
redimita loca in 1.3,with redimita in the same metrical position in both cases
(Elder 1947403) This correspondence serves to contrast the domus of his
youth with his new locale the former is bedecked with products of
civilization, whereas the latter is crowned with natural forests.
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TIns first moment of insight, which occurs in the section I called' Descent from Mi.

Ida' (1l.44-8) (D') corresponds to the 'Ascent of Mr, Ida' (1l.27-38) (D), where no

such insight is in evidence I indicate in the diagram how both 1) and D! have the

words simul.i.Attis in metrically equivalent positions at the beginning of their

sections, and that there are verbal echoes (quiete molli in metrically equivalent

positions, and cognate forms it' rabidus and rabiey between the end of section D and

the beginning of section n', <:' :s also shown by Traill.

The central element E shows how' the change from blind fE'COZY to insight could

tab place. Attis and his companions fell asleep from exhaustion in darkness, but in

1.39 'light comes into the poem as the sun rises upon Attis and his band ...By 1.41"the

darkness of night" has been swept away, and the light of reason, sanity, and mental

equilibrium has taken over' (Rubino 1974:159f) It is indeed noticeable that Cybele

is associated with darkness in the poem (opa£'t7 .•. Ioca - 1.3, opaca nemora - 1.32).

TIlt:' light of reason does, however, shine only very briefly in the poem, for already

by I. : .. the sun's 'bright eyes' (radiantibus oculis - 1.39) have been replaced by

Artis' 'tearful eyes' (lc ... , imantibus oculist? Which very fact makes this poem such

a powerful cautionary tale

The inverse parallel structure reinforces the idea ofreversal in Attis' attitude, with

the turntng point in the centre, hut at the same time also the deadlock implied by

the content of the poem: Attis is in Cvbele's power at the end, as "t the beginning of

the poem, despite his reversal in :lh;;ude.

The key-words are in the same metrical position, as Elder (194'1403) points
out.



ti8

Poem 76

Siqua f't'( ordantt bcnefacta prioru voluptas

est homini; cum SL'cogitat eS\I' pium,

nee sanctum violassefidem, necfocderc Nullo

divum adfallcndos IIWlUllC abusum homilies,

inulta parata munent in lonna uctatc, Catulle,

ex hue ingrate gaudia amore tibi.

nam qnaecumque homines helle cuiquam aut dicere possunt

autfacere, haec II Ie dictaquefactaque sum.

omnia lJuac if/gratae pcrierunt crcditu 1/1('1111.

quare tam te ('/II' amplius excrucies?

quin tu animo offirmas atque istinc tcquc rcducis.

('1 dis invius desinis esse miser;'

difficile est longton subito deponere amorem,

diffici!« est, \,('/,/1111 hoc qna lubet cfficias:

una sa/us haec est, hoc est tibi pcrvmcendum,

hocfacias, .\'I\'C ill' 11011 pote .<;/1'Cpotc.

o di, .~ivestrum est miscrcri, aut si 'II/11m.\'umquam

cxtrcmam iam ipsa iI.' 1110;'/(' tll!I\II,\' tipI'm,

me nuserum aspicite rt, .\'1 vitam punter (,[;1,

cripite hauc pestem pcrniciemquc mihi,

quae mihi suhrcpens II1ms lit torpor ill anus

e.\1J11htex omui pectore lactitias.

11011 tam ii,ad quaere, contra me lit diligat ilia,

aut, quod 11011 potis est, esse pudica vclit:

IpSC valera opto ct taetrum 11/11/('dcponcrc 11/orhuIJI.

() tit, reddite mi hoc pm 1 'tate mea.

.5

10

15

2{)

25
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If there is any pleasure for a man in recalling

former benefactions, when he considers that he is loyal,

that he has not violated sacred trust, and that he has not abused

the majesty of the gods in any compact to deceive men,

then many joys await you all your life long,

Catullus, from this thankless love.

For whatever men can kindly say or do to

anyo J, these have been said and done by you.

All of which are lost, entrusted to a thankless heart.

Wherefore, why will you torture yourself further?

Why don't you stiffen in your mind mid withdraw from there,

and CEaseto be unhappy, since the gods don't wish it'?

It is difficult to put aside suddenly an old love,

it is difficult, but somehow you must do it.

This is the one deliverance, this must be achieved by you.

This you must do, whether it is possible or not pl,.,~;ibk

o gods, if you have pity, or if ever you have brought aid

at the last minute to anyone at the brink of death itself,

look at me in my unhappiness and, if I have led a pure lite,

rip out of me this plague and perdition,

which, creeping like paralysis into Illy inmost joints,

has expelled delights from the whole of my heart'

! no longer ask this, that she should love me in return,

or, which is not possible, that she should wish to be chaste:

I myself desire to be well and to put aside till" foul disease.

o gods, grant me this in return for my piety.

10

15

20

25

Since his own loyalty and faithfulness towards (presumably) Lesbia has been wasted

on her, Catullus realises that it is time tc extricate himselffrom this love-affair. He

knows that it wili be difficult, so III calls upon the gods to assist in the endeavour.
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The structure of the poem is as follows:

A Appeal to justice/his own merit 1-9

a all kinds of kindness benefacta (1) l-il

b have been done by Catullus Sf
c in vain, owing to unthankful love ingrato ..amort' ()

~I all kinds of kindness bene...dicere ..... .jacere 7"'c r.

bi have been done by Catullus dictac liefactaque o
0

c1 in vain, owing to an unthankful heart ingratae ..menti 9

1"3 What he should do 10-12

(1 is difficult difficil« est 13

C1 It is difficult, but necessary diffici!« est 14

Bl What he should do i5f

N Appeal to the gods 17-26

d Address to the gods () di 17

- imperative aspicite ... cripite 19[.

.. based on his piety vitam punter egt 19

e what he dol'S request 19-22

to be rid of his love (= disease)

f what he does not request: 23

that she should 10\,e him
1'1 what he does not request 24

that she should wish to be chaste

el what he does request 25

to be well and rid of his love (= disease)

dl address to the gods o di 26
- imperative rcddite

- based 011 his piety pro pietatc 'Ilea



The poem as a whole has an inverse parallel structure, while the first (1\) and last

(N) elements are constructed along parallel and inverse ,amilei lines respectively:"

The elements A and AI are linked in a number of ways: in both the word si occurs,

in 1.1 and 1117 (twice) and 19, introducing the grounds on which the poet expects

either voluptas (1.1) or multu .../...gaudia (ll.Sf) in A, and an answer to his prayer in

AI (see Bambino 1994:147). In both A and A the grounds on which he bases his

expectations are his piety and/or loyalty: see plum (1.2), vitam punter egi (119), and

pro pie tate mea (126). Bodoh (1974:342), however, points out that there is a

difference between these two conditions. In A the poet takes it for granted that his

pie.as is unquestioned and the condition, in fact, applies to the question of whether

such loyal persons can derive pleasure from recalling it, whereas in A' he allows the

gods to judge the issue, at least in L19, ifnot in 1.26.'

This reading of Bodoh ties in with his interesting thesis that the poet deliberately

presents himself in turn as a 'self-pitying, insincere pietist' (11.1-9), an 'ineffective

man of resolution' (11.10-16) and a 'sincere and humble wretch' (1117-26). He

resorts to the gods in humble submission, once he has realised the inadequacies of

his own pretensions and attempts (Bodoh 1974:337-42). I agree that there is a

progression from '1would have been happy if only my joy had 110t been spoilt by a

very particular ungrateful heart' to 'perhaps I myself should assume responsibility

for my own happiness' to 'I need the gods' assistance'.

y The structure set out here can be compared to the findings of Pietquin
(1986:351-66), who did a the .ough-going and most illuminating structuralist
analysis, set out in four diagrams, and who noticed most of the
correspondences observed by myself He divides the poem into two main
sections, 11.1-16and 17-26, on the basis of the distinctions he chooses to
make, so that his findings point more towards parallelism (see also Bambino
1994: 138-40)

In Pietquin's analysis (1986:3570 the poet's 'ressources' are his pi(.~ty,and,
in the second half of the poem, the gods.
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He has to turn to the gods in prayer in Al, because the expectations of A have not

been realised, because of ingrato ...amore (16) (c) and tngratae ...menu (L9) (c'). In

fact, the voluptas and multa ...... gaudia of A which should have been his due are said

in AI to haw been driven from his breast (122). Pietquin (19863S7f) sees the poet's

'objectif' in the first half of the poem as being voluptas and multa gaudia.

whereas in the second half he aims for salus and valere. The 'obstacle' perceived by

the poet in the first half the ingrate ...amorelingratae ...menti, is replaced by the

realisation that the real obstacle' to his happiness is his love.

As far as A is concerned, there is also development from abc to a' b' c'. In the

former it is only the word ingrato, coming rather late, in 1.6, which gives the first

indication that all is not well. In the much shorter a' b' c' the poet puts even more

emphasis OIl the fact thai he had done all possible things (compare a' and b' to a and

b), to no avail. He expresses the wasted effort in greater detail, in terms of a bad

investment (compare c' to c). Clearly, the use of parallelism is effective as it allows

the poet to intensify his statement the second time round. The (double) movement

from the positive to the negative is appropriate: he has to end this section on a

negative note.

To the extent that there is metaphorical language in A it is the language of a bad

investment. In Al he uses the metaphor of a disease (see Skinner 1987 230~3), a

situation even more serious than that of a bad investment, i e. there is intensification

again. His love is a disease (deponerc amorem ~1.13;deponere morbum ~1.25). The

word salus in 1.15 introduces the health/disease metaphor. In e the reievant words

are pcstem pemiciemque (1.20) and quae mihi subrepcns imos lit /OJ1)(;rill artus

(1.21),"" and in el valere and tactrum ... l11orhIl111 (1.25) In A' it is noteworthy how el

and d' ale expressed in more concise terms than d and e, t'_· same process we

observed with regard to abc and a' b' c', in A

na Vine (1993 292~ 7) demonstrates the Homeric background of the phrase lit
torpor ill artus, which in turn gives a heroic quality to the poet's suffering.
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In the central section, B C ('I ill, there is a development from the substance of

what has to be done, to the difficulty of doing it, to the neeesslty of doing it

In a structure of inverse parallelism the centre of the structure draws attention to

itself through the proximity of the dements that are repeated. Here that process is

further aided by anaphora, so that the difficulty of what must be done I~ stressed. But

it is not mere repetition; there is development over C in CI in that the idea of

necessity is added In 11.14-I6 this necessity is emphasized by the anaphoric use of

hoc.

The elements of correspondence in this poem are most often verbal, i.e the same

word is used to establish correspondence (bcnefacta and bene .. .facere, ingrato and

ingratae, dt{/ieil€! est and clt{fieile est, () tit and ()di), but there are cases where the

correspondence is on the level of ideas (ptum, vitam puriter egi, and pictate, pestem

perniciemque and morbunn. Instances ofa more remote correspondence would be

Band B\ as well as f'and f\ where a greater degree of interpretation is necessary to

lay bare the correspondence.

In this poem the correspondences in inverse parallel order afford one the

opportunity to measure the poet's agonizing pI ogress in extricating himself'from his

disappointing love affair. One can think here of the 'circle as II spiral', which ls

suggestive of both progression and non-progression: the poet ends lip in the same

place, but on a higher plane. The poet has grown in insight during the course of his

poem. He now knows that he is sick.
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3.3.3 Two poems in which structures of parallelism occur, Poems 46 and 72

Poem 46

lam ,'er egelidos refert tepores,

iam cadi furor aequinoctialis

iucundis Zephyri silescit arreis.

Itnquantur Phrygii, Catulle, campi

Nicaeaeque agel' uber aestuosae:

ad claras Asiae VO/CIlIIlS urbes.

tam menspraetrepidans avet vugari,

iam laeti studio pede" vigescunt.

() dukes COJ11ltUl11 valete coetus,

longe quos simul a domo profcctos

diversae varic viae reportant.

5

!O

Now spring brings back warm weather, no longer chill,

now the frenzy of the equinoctial sky

falls silent at the pleasant breezes of Zephyrus.

Let the Phrygian plains be left behind, Catullus,

and the fertile field of sultry Nicaca

let us fly to the famous cities 01 .sia.

Now my heart all-a-flutter longs to roam,

now rejoicing with eagerness my feet grow strong

Farewell, a dear crowds of companions,

who set out together far away from home and

whom different routes in various ways bring back.

5

10
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The poem as a whole is structured along lines of parallellsm (also noted by Elder

1951.103[)

A Changes in the seasons tam vel'

tam ..furor (2) 2f.

3-6

4f

6

7

B The consequences

- take leave of places

- go to others

Al Changes in the poet

linquantur (4)

iam mens

tam ...pedes

Bl 1nc consequences

- take leave of people who

set out far away from home together

and will go back in different ways

9-11

valete (C)

The change in the poet's outlook and the spring in his step (AI) are clearly in

tandem with the change in the seasons (A), and on a par with it As the weather

grows milder and quietens down (II 1-3) the poet's outlook grows more vigorous and

adventurous (l17f), quite a pointed contrast, to onset the formal similarn s (the

double usc of tam in both A and A I)

On ,I much smaller scale one may detect parallelism in A

a indication of seasonal change

- 1 .nning of spring

pleasant weather

vel"

b egelidos ... teporcs

a' indication of seasonal change caelifuror equinocttalts

- end of winter/beginning of spring

b' pleasant weather iucundis ...aureis

2

3
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Both a and a' contain indications of seasonal change: the word tam heralds a new

situation in both cases, the positive presence of spring (a), and the passing away of

the negative situation (juror - 1.2) which exists at the changeover from winter to

spring (a') So too the egelidos ... tepores (1.1) (b) correspond with the iucundis

Zephyri. ..aureis (1.3) (b'). In both clauses there is a reminder of what the previous

situation was like (egelidos -1.1, furor - L2).

In N there is a small structure of inverse parallelism, on the syntactical level, again

demonstrating the poet's skill at variation upon restatement:

mens (noun) praetrepidans (adjective) .. 1..1aeti studio (adjectival phrase) pedes

(noun).

In B Catullus encourages himself to leave places, and in B1 he takes leave of people.

Places (B) are related to changes in the seasons (A), both being geographical

phenomena, in the same way that people (Bl) are related to changes in the poet's

mental state (N), both having to do with persons. Thus the poem as a whole moves

from the general, the weather and places, to the personal, his own mental state and

his friends.

In 1.4Catullus addresses himself as if he is a migrant bird (volemus - 1.6) that has no

real attachment to the places he leaves behind, but when he takes leave of his friends

in 1l.9~11, there seems to be an element of wistfulness: he recalls their travels

together (1. 10) and seems to foresee a shared destination, albeit by diversae ... viae

(1.11). Again the par fl~1element, BI as opposed to E, brings intensification, a

deepening of'feelings.

In Poem 46, then, the forma! parallelism (the overall A B N B structure)

reinforces the content of the poem, the changes in human activity which run

parallel, even if'in contrast, to changes in the weather/seasons.
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Poem 72

Dice has quondam solum te nosse Catullun

l.csbia. lice prae me velle tenere lovem.

dilexi 1Il1ll u: non tantum ut vnlgus anucam.

sed pater lit gnatos diltgit et gel/eros.

nunc te cognovi: quare etsi impensius UfO;'.

multo mi (amen es vilior ct levior.

qui potis est. inquis? quod amantem injuria talis

cogit amare magis. sed bene velle minus.

5

You used to say that you knew Catullus only,

Lesbia, and that you did not wish to hold Jupiter instead of me

I loved you then not only as the ;;0111111011 crowd loves a girl-friend,

but as a father loves his SOilS and sons-ill-law

Now I know vou: therefore, though I burn more heavily,

you are, however, to me worth much less and lighter.

How can this be, do you ask? Because such a wrong

forces a lover to love more, but to feel less affectionate.

5

A structural analysis of the poem shows both inverse parallelism and parallelism

(Davis 1971a:196-201). There is inverse parallelism in the pattern in .i.ich the

subjects of the verbs are arranged:

Lesbia (dice bas in l. I )

(dilexi in 13)

tcognov! in L 5)

(inquis in l.7)

Catullus

Catullus

Lesbia

(Davis 1971a:199)
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This arrangement is in Itself not particularly significant; more significant is the

pattern of parallelism in which Catullus arranges his treatment of the topics of

physical desire and affection."

He starts offby mentioning Lesbia's former physical desire for him (II. If'), followed

by a reference to his former affection for her (1l.3t). In 1.5 the subject of physical

desin. returns (IImr), to be followed yet again by affection in 16 (a loss of esteem).

In 18 both subjects occur, physical desire first, followed by affection, or 'the

feelings of ordinary friendship' as Fordyce (1961363) puts it Thus, throughout the

poem the two subjects alterr. Le, along strictly parallel lines, discussed in ever-

increasing brevity, always in contrast to one another, until they both occur in contrast

in the final line (see Davis 1971a 198). The triple structure of parallelism is

effective in conveying the continued tension between physical desire and affection.

This ever-increasing brevity and concentration occurs as the poet moves from the

past (quondam in l.l ), which was relatively idyllic, to the present (mille in ; 5), in

which he is disillusioned. The concentration may therefore be an attempt to reflect

the heightened emotion and immediacy of his feelings. The heightened emotion may

also be reflected by the changes in the construction of the four couplets. Davis

shows that ll If and 3f both 'open with their main verbs (dicebas ...dilexi) followed

by two part subordinate clauses which break at the end of the hexameter and are

connected by a coordinate conjunction in the pentameter (nee ...sed, This typically

elegiac parallelism and arrangement of sentiments in the couplet help produce a

sense of calm reflecti. -n on the past.' In the second half of the poem, by contrast, the

hexameter lines start

into the pentame.,» \

",hruptopenings, and in the last couplet the hexameter runs

lla:197).

bb It is difficult to find a single term in English to cover the feeling described by
Catullus in lUL 6 and 8. It is clearly non-sexual love (ever. though he has
such feelings for Lesbia too), and there are elements of esteem and
friendship. See Copley's attempt (i949 ~!8f.) to distinguish between the
physical and spiritual aspects of love. However, the word 'spiritual' has
religious connotations which are not to be found in Catullus' poem.
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One 1'00!ld also see the increasing concentration as an effort to define the basic

opposition between mere physical desire and a wider conception of love. It is as if

the poet is struggling to find the words to express the opposition which at first he

feels intuitively only, until finally he hits upon a one-line formula that encapsulates

it all

A noteworthy point is that, whereas wi,i, regard to the past he attributes one attitude

(mere physical desire) to Lesbia and the other (a wider view of love) to himself, in

the present he applies both attitudes to himself He is also capable of lust, and

whatever other feelings he may have had are disappearing rapidly. Lesbia has

reduced him to her level.

In this poem the correspondences are not verbal, but rather on the level of ideas.

It had to be so, precisely because Catullus is trying to find new words to express the

same basic idea. In this respect the poem differs significantly from other poems we

have looked at, where the correspondences are often on a verbal level.
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The following conclusions about the use of'parallelism and inverse parallelism in the

structure of Catullus' poems can be drawn:

a) Catullus l.1SeS a wide varlety "I' uuctures Apart from common structures (i.e.

A B :\1 W) of'parnllelism (Poems 4, 21. 46, 92 and 11J) one finds tripl« structures

(i.e. A B AI BI A:' Be) ofplu':Jll!~!ism (Poems 33, 72 and 86) as well as a quadruple

structure (Poem 42). Apart Hom the S;ITn1~lcstructures of inverse parallelism (poems

5,6, H\ 25, 35, 3()"49,57. ()3, 64, 65, 68b, 74, 96, 9Q., 1O!, 109, 114, 115 and 116)

there are also poems with two structures of inverse parallelism following upon one

another (Poems 17, 29, and 6ga) Three structures of inverse parallelism follow

upon one another in PW!I11S 8 <il1tl.2.;. Poem 13 coni-ins a minor structure of'mverse

parallelism within a larger structure of inverse p,••allelism, as do=s Poem 7(1, which

also contains ;, miner structure of pam 1Mism. In Poem ·lS parallelism is followed

by inverse ;Jardlielislll.

Within the group of poems where structures of inverse parallelism can be detected

there is again a wide variety fincomplexity, rallgiu~~from the simple A B A' pattern

in Poem ,:9 til the much longer pattern in Poem 9() and the enormously extended

pattern III Poem 6gh.

h) Like Tihullus and Horace, Catullus does not always employ perfect patterns of

inverse parallelism. S,llilctimes ((,I lain elements, mainly 011the outer reaches of the

structure, are in parallel instead of inverse parallel order, l~g. the elements A Hand

N B1 ill Poem 25 and the clements B C and 131 ('1 ui Poem l)l)

c) A su .king feature of Catullus' structural patterns is the wide use of verbal

reperinons, with even whole lines being repeated. Poems 16, 3(1and S7 begin ami

end with the same words, so that the poems are fr:mu'd by these repetitions Poem.'

4::!ami 45 contain such repetitions ofwhole lines within themselves, whereas }'OI.'IfIS

gam! 9<) are also notable till' the high degree of verbal reminiscence between
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corresponding parts I argue with regard to Poem 63 that verbal correspondences are

used to a very large extent by the poet for the purpose of'framing certain sections

of the poem. This is also hue of Poem 17." Catullus is fond of using names to

frame complete poems (Pcems 15, 13 and l l S) Of sections of his poem" (Poem 17)

Sometimes these verbal correspondences congregate towards the centre of the poem,

very much so in the case of Poem 68. There are anaphoric centre-pieces in the

structures of POi.!JJ1S 25, 65 and 76. Sometimes, however. the verbal correspondences

or reminiscences occur towards the outer reaches of the structure. as in Poems 6. 13,

17 and especially 99

Akin to the above is Catullus' practice in Poem 63 of'placing key-words in the same

metrical positioa throughout the poem (see th ~discussion of Poem (3)

d) Catullus docs, hOWt;VCi'. also usc thematic links to establish correspondence

between sections of his poems In Poem 72 he uses thematic links exclusively, as Ill'

attempts to deflne his feelings fur Leshia, i.e. he seeks new ways of saying the same

thing, establishing COlI espondence in the process

e) The technique of restatement is especially evident in the epigrams, where

Catullus often states an idea and then restates it in a slightly different form, the
difference containing the necessary stinu, e.g. in Poems t~(l,(}2, 113. 11·1,and II:>.

Both verbal and thematic links feature ill the restatement of'the idea."

t) In some, if'uot all, of'Catullus' poems one may posit a confluene« behwcTIii the

form and content of the poems. A lew examples are given from the poems

discussed and from those dealt with in Append,

Elder (19511 ()4) 'Turning t,) the epigrums, OIlC Huns that their wry form ill

itself'encouragcd obvious structural putternu which arc immediately il~"·;lr(nt
The alternation of the hexameter ami the pentamci.r. tho po~fs Iubit of
closing the thought with the shorter line, the inherent use of antithesis and
till; .l":neral tendency to anticipate the fhl III "fllle last lint' in the upelling
one ~all these elements contribvted It, ';ivily inward ill. «hvious structure. '



102

In Poem 6 the structure of inverse paranelism reflects the situation of apparent

deadlock or non-progressien in the poem: the poet pretends that the situation is the

same at the end of the pOCJJ' as at the beginning. There is real non-progression in
Poem g and Poem 63, reflected by the structures of inverse parallelism, but in 'he

latter poem the non-progression occurs despite a reversal in the centre (If the

structure. In Poem 76 there is both non-progression and progression, so that one

may speak of a eircle as ~ spiral: at the end the poet is still where he was at the

beginning of the poem, but on a higher level.

In Poem 13 the inverse parallelism reflects the balance between what the guest and

the poet wiJI contribute to the party respectively.

In Poem 45 the inverse parallelism serves to underscore the idea of an enclosed,

self-ecntained world.

One may also detect a reversal reflected by the structure of inverse parallelism in

Poem 99, when the sweet kiss turns into a bitter oue, and the poet promises never to

steal kisses again (see Appendix A).

In Poem 101 the poet moves full-circle from arrival at his brother's tomb to

departure from it The structure reflects this movement (see Appendix A). Similarly

the sense of completion at the end of Poem 4 is iconically reflected by the poem's

st•• .ture of inverse parallelism (see Appendix A).
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4 TIBULl.U§

4.1 Previous structural studies done on Tlbullus

Several studies have been conducted on the structure of Tibullus' first book of

elegies (see below 4.4 (1)), i.e, on the pattern in the arrangement of the poems of the

book, which is a related but different concern from our present one. A number of

scholars have worked on the structure of individual poems and their findings will be
referred to in the course of the discussions. Others have gone on to cover the wider

field of the whole Tibullan corpus (Gilmartin 1(75), or sec-ion of it, such as the

first book (Rohrer 1974) or the second (Murgatroyd 1994).

Rohrer (1974) does not seek to establish the pattern of individual poems, but divides

each of the poems of the first book into sections and relates the parts to one another

in a systematic way. Our respective methc+s are bound to yield different results,

even though we do naturally notice the same correspondences on many occasions

Gilmartin (1975) discusses all the poems of the Tibullan corpus and focuses her

attention on how Tibullus effected appropriate transitions in his poems, as he glided

from theme to theme. She is concerned to show how he fashioned 'his complex

material into a coherent whole' (Gilmartin 1975 8) Again, like Rohrer, she notes

many correspondences which also draw my attention, but she does not attempt to

demonstrate patterns in the poems. Her introductory chapter on the now discredited

efforts of earlier scholars to rearrange the text is pertinent to this study too, in that it

demonstrates their failure to understand his structural principles (see below 4.4 (kj),

Cairns (1979) gives structural analyses of several poems in the Tibullan corpus, the

analyses invariably being along inverse parallel lines. His chapter on 'Ordering' in

Tibullus was intended to stimulate rurther research into Tibullus' structural practices.

I refer tn nis analyses in the ensuing discursions. We often differ in our findings,

because I Jive greater weight to verbal correspondences when establishing the related

sections
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Ball (1983) prefaces his discussions of'Tibullus' poems with brief, occasionally more

extended, structural diagrams. On the whole he sees fill' less intricacy in Tibullus'

structural patterns than I do, but Oil occasion we have come to very similar

conclusions.

Murgatroyd (1994) proposes perfect structures of inverse parallelism for all the

poems in Book 2. of the Elegies. He adduces impressive evidence, mostly consisting

of verbal correspondences, to substantiate his analyses. I briefly refer to his findings

011 each occasion during the discussion of the individual poems, indicating where T

differ (our results are never quite in agreement, although Ihave benefited from his

observations). Unlike Murgatroyd I do not always argue for perfect structures of

inverse parallelism: sometimes the combination of verbal and thematic

correspondences suggests a less than perfect, yet still recognizable, structure of

inverse parallelism.

Although all of Tibullus' poems yield interesting structures of inverse parallelism

and parallelism, I have chosen to discuss, because of limited space, only Elegies 1.3,

1.4, 1.5, 1.7, 1.10,2.2, 2.3, :~4 and 2.6. The structures of'the other poems an; given

in Appendix B. Sometimes I enter into the debate about the interpretation of a poem

on the basis of my structural analysis, and sometimes I confine myself to drawing a

few conclusions from the structure.

As Tibullus' poems are very long I have included neither the Latin texts nor

translations of the poems.
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Elegy 1.3

In Elegy 1.3 the poet regrets his going away on a military campaign, from which he
now fears he will not return, owing co illrv=s. HI~foresees death in a strange land,

tar away from his loved ones, especially Delia, who had opposed his departure He
prays to Isis for a safe return, laments the introduction of'warfare into the world, and
has visions of the afterlife, alternately good and bad, before he finally foresees his
own almost epiphanic reunion with Delia

Apart from the exhaustive discussion of this POl'Fl by Wimmel (1968 175-240), it has

been wel! analysed by Hanslik (1970:138-45) and Campbell (1973:147-57).

Campbell objected strongly to Hanslik s analysis, accusing him of an extremist

insistence on imposing at all costs a 'Chinese-box structure' on the material. Hanslik

saw a pattern of inverse parallelism in the structure, hence the accusation. There

are. however, valuable and valid points in Hanslil.'s analysis, which will be taken up

in my own proposal, leading again to a 'Chinese-box structure'.

Campbell's analysis is highly illuminating, being based to a large extent 011till' time

framework of Tibullus' poem. It is, after all, it feature of Tibullus' poetry that he

shifts his focus all the time between the present, past and future (see Musurillo

1967:253-68; WimhlelI968.197; Cilliers 1972.67). Within the outer framework of

a gIOOhA:V' IU'CSI?!1t (111-10), in which the poet faces death ill a ill reign land, far

removed from his beloved Delia, and a bright future (1183-94), ill which he foresees

a reunion wiih Delia, lie two cyeles in which the poet moves from past to present

to future twice (11.11-34and lUS-r,2) 1'h0 second cycle represents a deepening as

compared with the first, and provides a solution to the question which the first failed

to answer, of how the poet L; to thee tip to the possibility of dying flu' away from

Delia (and his family).
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In the "A'S! eye' the poet moves about in his thoughts in what Campbell calls the
'elegiac world', the world of Delia and himself (cf illa - 1, ipse ego .. l.l S,
mea ...Delia ~ 129, and at mihi - 133). He moves from the JllI~,t;~01.11·22) in which

he regrets hill fateful decision to depart on the expedition, to the present (1I23-23),

in which he seeks Isis' assistance to undo the harmful effects of his decision, and
finally to the future (1129-34), in which he fi), esees a restoration of the condition
before his departure. This first cycle can be seen as the poet's attempt to 'encompass
this problem in the familiar terms of the elegiac world' (Campbell 1973.152.).

The second cycle (Ii.35-82) 'commences with an attempt to brenk that circle by a

retreat to an even more distant past, the Saturnian .Ag.

not possible' (1135-56) iCamphell1973 153) The eic.'

., when journeys V\ierc
Jd before the journey

is compared to the Golden Age before any journey (cf ante - L10 and prtusquam -
1.35., and vias -n. 14 and 36). The realisation that the present is no longer the Age
of Saturn but of Jupiter (1149-56) leads to an acceptance of death, albeit reluctantly
As Campbell (I97:U 54) puts it 'Immiti morte (I %) is now seen <If' the result of

immiti arte (148), a fundamental .spect 0'1' the present era Following Messalla has
become, 110t an error of choice, but an act of inevitable necessity. 111m!'marc (150)

and nusri (156), I suspect Campbell means that whilst Tihullus does not wisl: to live
in the Age of'Jupiter, he nevertheless 11'1:;to and ill this age it is almost inevitable that
nne should go on SC2. voyages and long campaigns. SIll' overstates her case slightly
by stating it b :uch absolute terms. After all, Tibullus oncll argues that it is possible
to swim upstream, agains: the prevailing culture of making money in foreign wars

Next the poet's thoughts move again to the r'ntm'e, the future of the afterlife (lISI-

82). For the poet the afterlife will be in the Elysian Fields, which turn out It) be;
reminiscent of the Saturnian Age Death now becomes, instead of H menace
threatening to remove the poet from the elegiac world of love, the very gateway to
an ideal elegiac world, so that Venus can even replace Hennes as the psychopompos

Whereas death now proves to be a dreamworld and wonderland for the Inver, the
anti-lover is met with a nightmarish existence ill Tartarus.
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One could schematize Campbell's analysis ill terms of an A B HI />.,.1 pattern, with

both B elements consisting of a - b - c constituent parts. I consider it to be a valid

ana highly elucidating analysis. But there are other features of the poem which can

be highlighted by the following structure:

A The poet' s disastrous departure 1-10

- prayer that black death precor (5)

may be absent (1-5)
- several women (5-10)

B Predictions concerning the poet's fate 11-22

- positive (11-13) omiua certa' (12)

- negative (13-22) omina dim (17)

tristia ...... signa (19f.)

C Prayer to Isis, based on Delia's piety pie (25) 23-8

- tribute to the god if the prayer 29-3<1-

is answered
D Saturn's reign (Golden Age) 35-48
DI Jupiter's reign (Iron Age) 49f.

C1 Prayer to Jupiter, based on the poet's piety non ... impia (52) SIf.

- tribute to the poet if the 53-6

prayer is not answered

81 Predictions concerning the fates 57-32

of the poet and hi" enemy
- positive (poet) (57-66)

- negative (enemy) (67-82)
AI - several women (83-8) 33-94

The poet's joyful return (89-92)

- prayer that bright Aurora may precor (93)

bring the shining Morning Star (930

I follow Murgatroyd (1980:305) who prefers the reading (Imina ccrta to
omnia ccrta of the (>(T
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The beginning (A) and end (AI) of the poem are connected by the obvious contrast

between a disastrous departure and separation from Delia, and the prospect of a

sudden. joyful return. The poem's inverse ramliel structure echoes this reversal

in the poet's fortune He comes full circle back to Delia. or so he foresees it.

The beginning and end of the poem are not the only pans where prayers occur -

there are also prayers in C and Cl - but here they are connected in a special way, by

recurring motifs, such as the word pre COl' (11.5and 93) and the play on darkness and

light (see Cilliers 1972:66f).

Strangely, three of tile four prayer sections are related to references to women with
loose hair. In 11.4ff (A) the poet bases his prayer on, amongst other things, the fact

that it would be inappropriate to die when his sister is not there to weep beside his

grave with streaming hair teffusis ...comis - 1.8). In the prayer to Isis (C) he

substantiates his request with the prospect of Delia s thankfulness, when she will sing

Isis' praises resoluta comas (1.31). And at the end (AI) the vision of Delia running

out longos turbata capillos (I.91) at the poet's unexpected return inspires his final

prayer. In the other C element (CI) there can be no loose hair. neither for sorrow nor

for joy, because the poet foresees his death in a strange land, the very thing he teared

at the beginning of the poem. There is no one to weep, and he has said so already.

The references to hair and coiffure are instead transposed to the afterlife, where ill

the Elysian Fields a lover who met with an untimely death, such as the poet, will

wear a garland of myrtle on insigm ...coma (1.66), whereas the impious crowd who

desecrated love it. life will have to contend with the Fury Tisiphone with her unusual

hairdo of wild snakes (1.69), impexa indeed." Th.is one finds four references to
unkempt hair, alternately in negative and positive contexts, the final being positive,

h Murgatroyd (1980: 122-4) shows that all the mythological characters
mentioned as being punished in 1l.73-80 had violations of love on their
records, although some scholars consider Tantalus' abduction of Ganymede
as not sufficiently serious to v....arrant his punishment in Tartarus (see Cilliers
1972:60) Bright (19712030 says that by not specifying the nature of
Tantalus' guilt the poet allows him to be associated with the love crimes of
the others
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in keeping with the positive conclusion of the poem. Such sustained motifs serve,

in a small way, to bind the poem together (see Cilliers 1972:66).

The beginning and end of the poem are further connected by the dutiful actions of

several women in each. At the beginning (A) we find the funeral observances the

women would want to but could not perform, were he to die in a strange land, and

at the end (AI) the observances of faithful love which he prays they will perform in

anticipation of his return. In A the mention of Delia forms the climax of the list of
WOmen- of the others it is said that they are non hie, but she is lion usquam (Wimmel
1961U 81) - so that it is not surprising that she should head the list and be the
addressee in A' (U.83ff).

From 11.1Iff. (B) the predictions are concerned with Tibullus' chances of a safe

journey, with the negative expectation predominating: a well-founded premonition,

as it turns out.

Because his prayers (C and C!) move from a positive expectation of healing (C) to
a negative expectation CCI) that Jupiter will be powerless to grant his request against

the dictate'; of Fate, the predictions (BI) following upon the latter are necessarily

couched terms of an afterlife. Ironically, his predictions are now positive 011 the

whole.no that he has made his peace With death. Even the negative prediction in

!1.67"·[;2does not cause the poet concern, for it is, after ail, intended for his rival.

In the RW~lJ·CTI·ti to Isis and Jupiter (C and CI) W~ find a structural feature common

in Tibull..s' poetry, in the balancing of the female aspect of an issue by the male (in

Elegies 2,1 and 2.5 the sante balance can be found). In 11.23-34 (C) a goddess is

addressed on the basis of'a woman's piety, and if the prayer is answered, the goddess

\ iii !l,' honoured by the same -voman. III 1I.51~6(C1) a god is appealed to, on the

basis of a man's piety, and beCUlIS(~there is doubt whether the prayer will be heard,

tlw man ~:);; to be honoured for his faithful service to another man, Messalla, in a

,;CUe .·llf'.Iy self ..pitying epitaph.
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III the centre of the poem Saturn's benevolent reign in ~he past (D) i,contrasted

to .Iupiter's grim sway in the present (01) Hanslik observed that Saturn's Age

foreshadows the pleasant age to be experienced by the poet ill the Elysian Fields, so

that in his proposed structure 1135-48 are balanced by 11.57-66(Hanslik 1970: 144f;
Wimmel 1968:207)." There is indeed a close correspondence between the two

sections: in each the earth spontaneously yields pleasant produce (!lASf and 1l.61f.),

and the absence of war and battles (IL47f) is matched by the innocuous battles of

Jove (proelia miscet amor - 1.64). It is striking that the poet, so soon after he has
despaired at the passing of the Age of Saturn, should find a similar situation, even

though he has to imagine it and place it in the afterlife.

Be that as it may, the Saturn section's natural counterpart is still the Jupiter section.

Campbell (1973:133f) Ii·' d that in Saturn's reign there were as yet no long journeys

(vias -1.36) - tor commerce and war, one supposes - whereas in Jupiter's ..le there

are a thousand ways (viae - 1.50), snortcuts, so to speak, to sudden death! Both

sections also deal with navigation (11.37-40, 50). One can even detect a structure of

inverse parallelism in D and DL

a no viae

b no seafaring

c no warfare

c1 warfare

bl seafaring

a' viae leti

3C
37-40

47f.

49

50

50

(Geiger 1978:8f)

Cilliers (1972:6~) sees the following interesting pattern

A The era of'Saturn (35-48) 14lines
B The era of Jupiter (49f -+ 51-6): 8 lines
AI Elysium (59-61)) 8 lines
B' Tartarus (67-80) l-l lines
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The missing element from the Age of Saturn, that of agriculture and food production

(1I.41-6), is picked up in the Age of Saturn's other .ounterpart, the Elysian Fields, as

has been shown.

Even in the Saturn section the poet alternates between statements expressed in

negative terms inondum.: nee...... non.: non.: non - li.37-43) and statements

expressed in positive terms (1l.45f.) and yet again negative terms (non...non...1l01l. .•

nee - 1.47), thus creating further inverse parallelism.

It is the beauty of this poem that whereas all seems to b~·lost for the poet by 156,

with hi", health and the Age of Saturn gone and the A.~e of Jupiter so bleak ia

outlook, he can still find a way out and return, in a way, to tle Golden Age of Saturn,

albeit by imagining himself in the Elysian Fie!ds By the end of the poem Tibullus

can even foresee his reunion with Delia, and he prays for a bright Hew dawn The

darkness of death has been dispelled.



Elegy 1.4

In Elegy 1.4 the poet asks Priapus for advice on how to win over beautiful boys In

the main section of the poem Priapus gives the advice asked for, as well as warnings,

not only to the poet, but also to the boys who value gifts more than the immortal

honour which the love of a poet can bestow on them. The poet then surprises the

reader by saying .hat he was asking the advice on behalf of a certain Titius. While

Titius cannot follow the advice, because his wife forbids him to do so, the poet at

least has the consolation that he has established himself as a magister amoris. The

final surprise comes when the poet reveals in despair that it was really for himself

that he had asked the advic , to win over Marathus, and that his knowledge as a

magister am oris was to no avail in this particular case. He can only beg for mercy

from Marathus, so as not to be made a fool.

The poem has a structure of inverse parallelism. Ball's analysis (1983 66) points

to the same, but except fur the beginning and end our findings arc different. My

analysis is as follows:

A A request to he taught how

to win over bo-s

B Warning about boys;

the attractiveness of'boys

C The role of time (positive)

- a gradual process

D Advice: use (false) oaths

E The hair of a goddess

1-6

tenerae (9) 7-14

colla (16) 15-20

crines (26)
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F The passage of time (negative)

.> il swift process

a

b

bl

b2

b3

al

EI The hair of two gods

Dl Advice: comply with boy's whims

C1 The role of time (positive)

- a gradual process

Bl Warnings to boys;

the attractiveness of the poet

AI The poet is taught, to no avail

27-38

transiet aetas (27)

dies (28)

quam cito (28)

quam cito (29)

quam cito (30)

quam iacet (31)

aetas (33)

praeteriisse aies (3.A)

crinis (38) 37f

39-52

53-6collo (56)

tener (58) 57-72

The poem statts with a request to Priapus that the poet be taught the necessary

skills to win the love of beautiful boys (II 1~6) (A). At the end of the poem the poet

claims to have been taught those very skills, so much so that he is now a magister

amort s himself (II 73-84) (AI). However, he finally confesses that this knowledge is

useless in the ease of Mara thus.

The poem's structure of inverse parallelism can thus be seen as reflecting the

apparent deadlock in the content of the poem. After the long excursion in which he

is taught by Priapus the poet finallv finds himself back at square one.
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Priapus' response, which covers 11.7-72,starts with an exelama ' II!1 of warning to

the poet not to entrust himself to the tender troop of boys, followed by a catalogue

of their different attraetions (117-14) (B), whether it be athletic prowess, winsome

ways or beauty. The poet uses anaphora (hie ... hie ... hie - 1111-13) to list their

various attributes

In the corresponding section at the end of Priapus' response the attractiveness of the

poet for the boys is discussed, by way of contrast (1157-72) (B1). The Muses, i.e. the

poet's poetic talent, can bestow immortality on them. There is an exclamation of

dismay by Priapus about the tendency of boys to prefer material gifts to the gift of

the poet (1157£) and a warning in the form of r.. curse on those boys who behave so

unsatisfactorily (1l.59f, 67-70).

Ll. 15-20 (C) contain further introductory commer. ", before the advice proper is

given. Priapus stresses that the whole endeavour requires patience, that it is a matter

of time The boy must be won over gradually (paulatim - 1.16). This idea is

developed by remarks about such gradual processes in nature, with anaphora (longa

dies.: longi: dics.,.. annus.., annus - II 17-20) contributing to the idea of progress

by repeated effort

The same thought occurs in 11.53-·6(C1), but now it is applied specifically to progress

in the matter of kissing. Again repetition trapias ...... rapta dabit. rapta dabit -

11,53-5) and anaphora (post... post - IL55f) emphasize that it is a step by step

approach that is required. Progress is gradual

In 1121-6 (D) Priapus give; specific advice on how to win over boys. He mentions

only one method, swearing, and gives the assurance that it is in order to swear

falsely.
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After the central section, in which Priapus speaks about the passage of time and the
need to use it while one may, he reverts to the giving of advice in 11.39-56 (D1)d
This time th : emphasis is on Hllildu!geneeand compliance with every whim of the
boy Some of the whims the lover may have to assent to are quite exacting, such as
going on harrowing journeys, sea voyages and hunting expeditions in the mountains.
The central section is neatly surrounded by references to the hair of the gods In
11.26(E) the hair of a female deity features, and in 1l.37f (El) the hair of two male

gods.

The central section (1127-38) (F) is notable for the anaphoric use of quam (IL28-31)
. notice the minor structure of inverse parallelism, as indicated in the diagram. As
often in Tibullus the central section is impersonal, i.e. a general statement is made,
not related to the immediate personal concerns of the poet. C

As stated above, the central section is concerned with the passage of time and the

need to make full use of it. Now time is a negative factor, whereas in C and C! it
was a positive factor. It takes time to win over boys, therefore one has to use fully
whatever time one has, according to Priapus. The pederast is therefore pressed by
time on all sides: the time it takes to achieve his goal, his own advancing years, and
the fact that the object of his quest does not remain tenet (cf 11.9,14 and 58) in the
long run. The essentially temporary nature of such relationships stands in contrast
to the poet's ideal of enduring love (cf Elegies 1.6.36, 1.10.39f,2.2.19f)

d Gunther (1997:502~9) sees 11.15-20 as dealing with 'The TItledfor patience'
(C in my diagram) and 11.39-56as dealing with 'The services ofa lover and
a patient lover's reward' (DI and (i in my diagram). He rightly sees the
connection between the two passages, but, because he fails to observe the
poem's structure of inverse parallelism, he argues for the transposition of
11.39-56 to a position following 120. Gunther's proposal leads to a logical,
linear argument on the part of Priapus, but also to the removal of the typically
Tibullan anaphoric centre-piece (1" in my diagram) from its prominent
position. A structure of inverse parallelism has a logic of its own, even at the
cost sometimes as in this poem, of some abrupt transitions.

Cf. especially E'feb'Y 1.8, where the same sentiment as in this poem occurs,
again in the centre of the poem, and Elegies 1.2 (F) and 1.'1~D), where the
central elements at first sight look like digressions.
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Time is also a facto! in the warning given by Priapus to the boys, in the concept of
the immortal fame bestowed on the beloved by the ~/Iuses (cf vivet, dum ...

dum ...dum - Il.65f)

The poet foresees a time (tempus erit - 1.79) when he will be old, but honoured, in
contrast to the middle-aged man iulU:>£:who is full of regrets. However, he cannot
enjoy this thought for long, for suddenly he is overwhelmed by the slow torture of
being in love with Marathus (Marathus lento me torque! amore -1.81)! As predicted
in C and C1 itwas only a question of time before love would wear one down, in this
case the lover rather than the beloved.

The words lento ...amore could also be taken to mean that progress in this
Jove affair is slow: Marathus is hard to get.
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Elegy 1l.5

The poet discovers that separation from Delia is hurtful after all, and, outside her

"losed door, he tries to re-establish their love, bv reminding her of his service to her

when she was ill. He recollects his past dreams for the two of them and how they

were shattered, and reveals that her love for a rich rival's gifts is the root of the

problem. In the end he appears to give up on her and, instead, warns his rival that he

too may be dumped for another.

Cairns (1979:213) proposes the following structure for Elegy 1.5:

AI Tibullus' pangs of unrequited love 1-8

HI Tibullus' past unsuccessful services to Delia 9-13

Cl Tibullus' past unfulfilled wishes about life 19-36

with Delia

D Delia's beauty makes a substitute impossible 37-46

C2 Tibullus' future, and to-be-fulfilled, wishes 47-58

for the lena
H2 Thepauper's (i.e Tibullus') future services 59u66

to Delia, which Tibullus hopes will be successful
A2 Tibullus is excluded, while his rival is admitted; 67-76

but there is hope

Kriel (1977: 1-7) gives an analysis which is very much in agreement with the abr -ve,

but also shows an awareness of similar images in the first and last elements, the

spinning top at the beginning and the wheel of fortune at the end. He also draws

attention to the role of transitional couplets in the poem."

r, On which also see Vretska (1963: 128). His structural analysis has much in
common with the analyses given here.
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There are, however, structural markers, i.e. verbal echoes, that suggest a modification

of the above, to the following

A The poet was taught a lesson celer...,versa! (4) 1-8

when he lost his love /'lIrtivi...!ecti (7)

- image of spinning top quaeso (8)

B The noet used witchcraft witn ne...nocere (13) 9-16

success to save Delia; Trivial! (16)

interlude: in vain - other lover 17-20

- a god says no renuente deo (20)

at mtht.i.fingebam (l9f)

C Past fantasy: Delia would assist 21-34

him on the farm;

interlude: in vain haec mihifingebam (35) 35£

D The poet tried wine and women to 37-46

save himself, in vain, because

Delia's beauty has bewitched him;

interlude: the rich lover and the Iena nocuere (47) 47£

B1 The poet uses witchcraft with e triviis (56) 49-56

success to curse the lena;

interlude: success - a god says yes dat signa deus (57) 57f

Cl Present fantasy: he would assist 59-66

Delia in the city;

- reference to the rich

lover and the lena (59f.)

interlude: in vain - riches 67f.
AI The rich lover will be taught versatur celeri (70) 69-76

a lesson when he loses his love furtivus amor (75)

- image of swift wheel offate quaeso (75)
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Instead of employing perfect inverse parallelism Tibulhs has arranged the B and

C dements along parallel lines, the same phenomenon that occurs in Elegies J 8,

2.2,2.3,2.4 and 2.6. The present poem requires this arrangement: he first has tc fend

off'problems and fiends by means of'witehcraft before he can indulge his fantasies.

Apart from the verbal correspondences which connect 11.1-8(A) and 1l.69-76 (N)

(see the diagram) - A and N are also connected by the experience of disillusionment

shared lly the poet and the rich lover: both think that a particular situation will last,

only to be proved wrong. The poet thought he could bear separation from Delia, but

he finds that he cannot. The rich lover may think that his position as Delia's current

favourite is safe, only to be warned by the poet that there is already another aspirant,

possibly the poet himself again (Kriel 1977:2, 7; cf Musurillo 1970:396).h

Kriel draws attention to a verbal echo, viz the words versatur celeri in 1.70 which

fecal: celer....versat in 14. By means of this echo the image of the poet heing driven

like a spinning top is connected to the image of the swift wheel of fate. As Krie1

puts it: ' .. the idea of a spinning top or wheel is used to warn the rival that the

spinning wheel of fate will bring him the same lata that befell the poet, viz. to be

spun like a top by Delia' (Kriel 1977:2). Once that happens the character who spoke

ofhis/urtiVifoedera lecti (1.7). the poet himself, may get his second chance (nescio

quid furtivus WlIO]" par,"! .. I.75)

The image of the wheel offate can perhaps be seen as being reflected by the structure

of inverse parallelism: when the wheel, like the poem, has come full circie, the

poet's fortunes may be restored. In the meantime, however, he experiences

frustration and a lack of success (U.67f), so that the idea of non-progression also

appears to be reflected by the structure of the poem.

11 The verbal and thematic correspondences between A and AI militate against
the transposition oft! 71-6 to a position after 1.6.32, as argued tor by GUnther
(1997:5010.
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In 11.7fthe poet begs for mercy from Delia 011 the basis of their love in the past He

then proceeds to recall his beneficial service to her, when he used witchcraft with

~Cl"SS to save a very sick Delia (1l9-16) (B). He describes in detail the magical

acnor»: which he -md the old witch performed. At the end of this performance a god

determines the eventual outcome, when the now healthy Delia does not become

his. Despite the success of the magic, u'umate success evaded the poet.

Similarly, in 1l.49-56 (Bl) the pcet curses the lena, whom he now regards as the

source of all his trouble I The curses, i.e. a form of witchcraft, are now used for the

downfall of a person, as opposed to the benefit of an individual in B. He describes

the desired effects in great detail. Again a god determines the outcome, when signs

are given that the curses are successful.

C (11.21-34) and Cl (11.59-66)are notable for the splendid variatio: past - present;

Delia assists him ~he assists Delia; on the farm - in the city As in Elegy I. 1, and
implicitly in Elegy 2.1, there are two possible settings for love, the country and the

city. The poet's most optimistic dream is for love in the country (C),i but in the end

he settles for a fantasy about himself as a poor attendant on Delia in the crowds of

the city (C1
).

I'he central element (11.37-46)(D) of the structure could also have been conceived

of as a B element, because of the presence of real (1.43) and metaphorical witchcraft

(lL43f) At any rate, the presence of metaphorical witchcraft in the central element

lends depth to this dement in the poem, and is in pointed contrast to the poet's own

e.forts. It is silent and subtle, whereas his is loud and crude.

For an illuminating discussion of the role of the lena in the Tibullan corpus
and elegy in general, see Myers (1996: 1-21, esp. 6-10).

Gaisser (1983:68[.) points out that amor takes on a more traditional, non-
elegiac sense in IL251' The domina is now not the poet's mistress, but
mistress of the household, i.e. his wife. 'Such a transformation is presented
as both desirable and unattainable, its impossibility demonstrated by its
appearance in a fantasy which is in ironic contrast to the rest of the elegy'
(I' 69).
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With regard to the interludes, it is striking how the poet steps bade every time to

assess his situation, as to the success or failure of an action. There is some

development in these interludes. At first (1.17) we are told simply that there is

'another man', with just a hint that he may be prosperous (felix - L18). In the second

interlude (1l.35f) there is another hint that the poet's lack of success may be due to

his rival's wealth: odoratos ...Armenios may allude to the costly perfumes the rival

can offer, apart from its reference to 'faraway places'. In the third interlude (1J.47f)

the 'other' is properly identified as a dives amator, and his agent, the lena, is

unmasked too. 1.1 the fourth interlude (II.S7[) the poet meets with some success, at

last, and there is nope, for the moment, only for it to be smashed in the last interlude.

The interludes are our only glimpses of present reality, in between Tibullus' flights

of memory and fantasy (see Cairns 1979:212; Musn.illo i967:262) Immediately

after this last return to reality in ILfj7f, the poet reverts to fantasy and hopes for

success, as we have seen.



Elegy 1.7
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On the occasion of Messalla's birthday, Tibullus sings of Messalla's military

triumph, by describing the triumph briefly and listing the regions where Messana

operated. He moves from West (Gaul) to East (Asia Minor), and then down to

E!:''YPt,where the river Nile is equated with Osiris, whom the poet proceeds to extol

as the pioneer agriculturalist. Once Osiris is associated with wine and merriment, he

;s invited to the birthday party. The poem is concluded with birthday wishes, in

which, amongst other things, the hope is expressed that Messalla's road-building

project will be appreciated.

The structure set ferrh below is similar to that proposed by Ball (1983: 107), but there

are important differences. I also give different headings to most of the sections.

A The poet reaches back in time to the

day of Mess alla's birth when he was

destined for a future triumph

B The honos of Mess alIa, on the

occasion of the triumph

C The Nile addressed

- lamentation for Osiris

D Osiris as benefactor or

pioneer agriculturalist

C1 Osiris addressed

- joy associated with Osiris

BI Honores bestowed on Messallas

Birthday Spirit and on himself

on the occasion of his birthday
AI The poet reaches forward in time

to future birthdays of Mess alla

1-4

gerentem (7)

nitidis (8)

honos (9)

occuluisse (24) 23-8

29-42

occultis (48) 43-8

nittdo (5 I)

gerat (52)

honores (53)

49-62

63f
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Two problem'; with regard to the poem will receive attention in ., <> discussion of the

structure. The first concern. ~ poet's attitude towards the military triumph, given

his strong objections to wan an; elsewhere. The second is the question whether the

lines on Osiris are well integrated with the rest of the poem or not.

Inn.l-4 (A) the poet reaches back in time to the day on which Messana was bl>l'n,

to recall the singing of'the Fates which told of a future rout of'the ~ouitanians." The

emphasis is clearly meant to be on Messalla's victory and triump there is little

reason to suspect that a birthday celebration will feature later in the poem.

In 1l.63f (AI) the poet reaches forward in time to future birthdays of Messalla and

the hope is expressed that his future will be ever brighter. The poet's wish is,

therefore, the equivalent of the Fates' prophetic song: both envisage a glorious future

for Messalla.

The inverse parallelism in the structure of the poem can be viewed as a suitable

vehicle to convey the idea of cyclical return inherent in the concept of :1 birthday:

the poem returns to Messalla's birthday, just as every year one revisits the date on

which one was born

LJ.S-22 (B) tell of the honos (19) accorded to Messalla at his triumph, following the

fulfilment of the Fates' prophetic song. Similarly, 11.49-62 (BI) tell of the honores

(1.53) accorded to Messalla's Birthday Spirit on the occasion of his birthday. As the

occasions differ, so do 'he /zU110l''.lS

In iI.7f it is said of the triumphator that he wore (gerentem - L7) the laurel wreath

of victory, and that he rode in a chariot drawn by shining (nitidis -1.8) steeds So too

for Messalla's Birthday Spirit t:lere must be shilling hair initido - L51) and he must

The notion that the Fates spin OUi. the thread of one's life at one's birth first
appears in Homer ;,'11.20127f, 24.209f, Od. 7.196-8). See also Ovid, Met.
8451-5.



wear (gerat - 152) soil: g:u·!amh. The triumph is a very public occasion portrayed

on a large canvas with a few broad strokes, whereas the birthday celebration is

private and portrayed in intimate terms, with an emphasis on merriment and things

luxuriant, soil and sweet

The triumph and the birthday celebration may be considered merely a" two aspects

of Messalia, the public and the private, presented in turn by the poet. If one bears in

mind, however, that there is a 'problem' with respect to Tibullus's attitude to

warfare,' it may be significant that he moves from the triumph to the birthday

celebration, and not the other way round.

A close inspection of the honos (II 5ff) and the honores (II 49fT) accorded on the

respective occasions reveals a similar move to de-emphasize the military aspect in

favour of other concerns.

In 11.9-12 geographical features in the West testify (testis ... testi ..' - ILIaf) to

Messalla's /U)J1os. with rivers being especially prominent Murgatroyd (1980:214)

points out that Roman poets often identified a region by its chief river, that they

portrayed military operations as taking place against the river, and that

representations of the conquered riven; featured in the triumphs One can imagine

such representations passing by in front of tile poet's eyes inll.'qZ. The mention

of rivers prepares us for the extended reference to the Nile (Bright 1975:33-5).

--_._--------
On the one hand Tibullus is opposed to warfare (F:legies 1.1.1-6; 1.2.65-70;
1.3.47-50; 1.l0.1A, 33; 2:; 71,1(5) and on the other he either says that
warfare is a suitable occupation tor Messalla (Elegy 1.1 53f) or he celebrates
the past triumph of Messalla (i'_'/egil!s 1.73-12; 2.1.31-4) or the future
triumph of Messalla's son, Messallinus (Elegy 2.5.115-20) Moore
(1()84:423-30) argues that Tibullus uses a juxtaposition of opposites in Elegy
1.7 to suggest that apparent incongruities can be resolved, that 'Mrssalla
belongs in the poet's pastoral world of lOW, poetry, and peace in spite of his
apparent opposition to that world' (p.425) This can happen because
Messalla is a benefactor of those who dwell in the world which Tibullus
idealizes Moore's thesis does not however, exclude the idea that Tibullus
may show his preference for unwarlil.e activities.
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The geographical features in the West are either merely mentioned or described in

rat" less detail than those of the East The description is confined to - hysical

appearance. No verbs are used The effect is to create the impression of'wihl ar: "S

inhabited by wild people, as yet incapable of any achievement

Althougn the triumph clearly concerned achievements in the West (cf ll.Jf ),

Tibullus also mentions regions in the East, presumably because Messalla travelled

in the East too (see Elegy 1J _1-3), where he dealt with gladiators who had sided with

Antony ant1Cleopatra." It is striking that the geographical features in the East are

described in muc' greater detail than those in the West, and the impression created

is one of civilization and cultivation."

Bright (197g:56f) accounts fi he difference in the description of tile West and the

East by saying that the poet wishes to show that the arC1Sin the West have been

rendered ready by Messalla's conquest lor the same processes of civilization which

the East had already undergone.

But perhaps there IS something mischievous in the poet's question, 'An te, Cydne,
canam ... ?' (1.13),as if'he is saying: 'Should I not sing of more interesting and exotic

places than the wild areas of the West?'. Although the areas in the East iollow upon

those in the West as if they too were testes to Messalla's achievements, the opposite

is true. They are engrossed in their own activities. They a." not testes to Messalla,

rather the poet and Messalla are testes to them and to their civilized existences. Ever

:;0 subtly the poet has shifted attention away nom things military to things civilized

In These gladiators eventually renounced this allegiance and retired to Daphne,
a suburb of Antioch (Dio 51.7.6-7). Perhaps Messalla encountered them in
Syria, which seems to have been part of his itinerary (Elegy 1.7.16-20) ..

n Certainly the description of tile areas in the East prepares the ground for the
section on the Nile, also ill the East and highly cultivated (see Klingner
1955:112)
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The honores bestowed on the Birthday Spirit of Messalla (11.49-54) consist of games

and dances, wine and perfume, incense and meal-cake sweetened with honey, i.e.

they are quite different from the honos mentioned earlier. As part of the honores, the

hope is expressed that Messalla's children will add to his achievements. However,

it is not specified what thesejl1Ct'i (1.55) will be, and one is left with the picture of

an old man surrounded by hi" remarkable children It is a Tibullan concern that one

should be surrounded by one's children in old age (cf Elegy l.10.39-44).

The public work for which Messalla now deserves honos is road-building (II ~7-62),

a peaceable work Tibullus introduces into the picture elements close to his heart by

making the first two road-users linger in the country (Tuscula tellus -1.57) and in a

place with connotations of traditional piety (antiquo ...Alba Lare -1.58), while the

road-user ofll.61ff is an agricola, who is - significantly -Ieaving Rome for (lis farm.

Thus, although Tibullus is speaking of Messalla's achievements and those of his

children, he does it in such a way that his own concerns are brought to the fore.

The last item in the list of geographical features, the Nile, is addressed in 1l.23-8 (C).

The Nile is identified with Osiris, who is also addressed in a long six-line sentence

in 1143-8 (C1). Rohrer (1974: 191f) pointed out that in 1.28Osiris is associated with

lamentation, whereas the joyful aspect of Osiris is shown in 1l.43ff, and he is

expressly removed from grief ill 1.43. Because Osiris was a god of fertility, whose

death and resurrection corresponded to the annual 'death' (the dropping of the level

cf the Nile) and 'resurrection' (the rise in the level of the Nile) in Nature, sorrow

(plangcre - 1.28) and joy (1l.43f) always alternated in his worship. Here the two

aspects are placed in neat balance on either side of tile central section.

It is, admittedly, not immediately apparent that the merriment and joy oflL43ff are

connected to Osiris' resurrection, because the figures of Osiris and Bacchus are

conflated by the poet and the result is an Osiris that looks very much like Bacchus

(cf. frons redimita corymbis - lA5) However, the word cista in 1.48 could be a
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reference to the winnowing basket in which Isis collected the scattered limbs of the

dead Osiris, The collection of Osiris' limbs precedes his coming to life, which is, of

course, cause for joy, This basket was carried in processions of Isis (Baring &

Cashford 1991 238), Occuluisse (124) and occultis (1.48) also contribute to linking

the two sections.

It comes as a surprise to the reader that the Nile becomes the subject in a poem which

at first seemed to aim at the celebration of Mess alia's military triumph, But the Nile

functions as an intermediary subject so that the poet can arrive at agriculture and the

role of Osiris as pioneer agriculturalist. In Elegies 1.10 and 2,1 the poet also

considers the role of gods in making agriculture possible, Both 1121f and 1l.2Sf

highlight the benefits bestowed on agriculture by the Nile (cf arentes ...agro- - 121

and arida ...herba -1.26) Sirius in Roman poetry often indicates the he, of high

summer \rf. Elegies 1.1.27 and 1.4.6) and is therefore the cause of droug .t, but in

11.21f Sirii may have a more positive connotation, in that the rising of Sirius in the

East coincides with the inundation of the Nile, which also means the bringing to life

of Osiris. Sirius was also identified with Isis (as Sothis) and the rising waters of the

Nile were seen as her tears for Osiris (Baring & Cashford 1991 :233).

In the central section, 11.2942 (D), the poet sings as in Elegy 2, 1 of rum and rurisque

deos (Cairns 1979' 131f'), except that here it is a single god, Osiris. The question

arises whether the subject of this central section is well integrated with the rest of the

poem, whether there is a connection between Messalla the triumphator and Osiris the

teacher of agriculture. Scholars have shown that the poet establishes a link between

Messalla and Osiris in that both wear garlands (11.7and 45), both are admired by

pubes (11.5and 27), hoth are celebrated in song (1l.27 and 61) and like Osiris with

his benefits to mankind, Messalla benefits mankind by his wad-building project

(Gaisser 1971b:227),
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Bright sees Messalla as an Osiris-like figure, in that he performs the same civilising

function for the Western ':>rritories which those in the East had already undergone,

in the same way that Osiris had cultivated the soil Pursuing points raised by Putnam

he shows that even Osiris' cultivating activities involv. viclence of a sort (cf the use

of teneram in 11.30 and 33, and caederc in 1.34) Bright COl, 'udes hus the shift

from war to peace is at one level merely superficial. Th'O martial and the agricultural

are parallel activities, with different victims and In ;··~t:deffects ...Each

is carrying out his part of a simple task, the in '1)11 ..Osiris

bestowed his gifts upon man long ago; Rome has had tho ';J'e. ,~tion; and

Gaul, by being conquered and brought into the civilize. nllllln.... vpt of

long ago, at the brink of'a great advance' (Bright 1978:59f; see ,,1w. t' '\hl 1'://;~'36-

9).

Bright's interpretation is attractive and coherent, but there is another way of looking

at the problem. If one bears in mind that Osiris is essentially a fertility god, one car.

be on the lookout for sexual symbolism in lL29tf. Lee (1982: 127) pointed out that

sollicitavit (1.30) can have a sexual connotation, especially in conjunction with anura

(1.29) and teneram (1.30). Tener is usually employed by Tibullus to describe a lover

or parts of the beloved's body (although he does use the word in connection with

humus in Elegy 1.7.30 and withvitis in Elegy 111) L31 is obviously susceptible

to an interpretation along sexual lines, and one can also read 1.32 in this manner (cf

Song of Solomon 4: 16; 7:7f). Palus (cf pedis - 1.33) (see OLD s.v.l) and especially

falx (cf dura ...falce -1.34) (see OLD s.v.lc) can be associated with Priapus.

If'there is sexual symbolism in these lines, the earth is then presented as 'virgin soil',

as Lee (1982: 55) translates teneram ...humum in 1.30 (cf inexpertae ... ,.. !JOIl

notis.: ... viridem - 113J -4)
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If agriculture is then both 'violent' and -sexual'," is it not then a type of proelium

amoris-militia amoris, i.e, an alternative to real warfare? The question is, therefore,

whether the 'violence' of cultivation/deflowering is presented as parallel to that of

military conquest or as an alternative t.iereto. Is the emphasis on the similarity or

tile difference despite the similarity? I suggest that there is in this poem the

beginnings of'a 'militia cultoris' Cet an

as an alternative to real militia.

'\ in the same way that militia amoris acts

(l Van Nortwick (1990:118) too comments on the overtones of both sex and
violence in 1129-34.
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Elegy 1.10

In Elegy 1.10 a most unwilling soldier reveals his fear of death. The exceptional

vehemence with which Tibullus rejects war in this poem can be accounted for by the

tact that he presents himself as being dragged off to war and that he may die in that

war. He escapes from reality by ldicingrecourse to his idealized pastoral world. of

pietas, paupertas and amor. As in Elegies 1.1, 13, 2.S and 2.6 he develops a

contrast between real wars and the 'wars' of love. The structure of the poem is.as

follows:

A The poet inquires about the causes of war; mortis (4) 1··14

he prefers a simple pastoral life to this wa. bella (7)

which may lead to his untimely death dux (10)

B He calls on the Lares to save him 15·,24

- based on a consideration of the past
Bl He calls on the Lares to save him 25-9

- based on the offering he intends to bring
A 1 War leads to death; the poet prefers a simple duces (30) 29-44f-\

pastoral life which leads to a ripe old age hellis ..,MOl (em (33)

a dicere facta 31

b Mortem 33

:: non seges ...non vinea 35

aquae 36

e ustoque capillo 37

bi senecta 40

ci oves ...agnos 41

d1 aquam 42

e1 caput candescere canis 43

a' facta referre 44
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C The benefits of Peace in the past/present

D Love wars

45-50

51-8

f venens 53

g bella 53

scissosque capillos

flet ... fle!

verba ministrat

o! Love wars

h 53

5Sf

vcrberat

57

59-66

60
61frcscinderc vestem ...ornatus dissoluisse comae

lacrimas ..... .flere 63f

scutumque sudemquc

Venere

65

66

c' The wished-for benefits of Peace 6''''/+'
d,

There are two large structures of inverse parallelism in the poem (A B BI AI and C

D D! C1). TIle first concerns the poet's preoccupation with war and death (A and AI)

and his attempt to survive by appealing to the Lares (8 and 81) In the second the

poet extols the benefits of Peace (C and (1) and posits veneris ... he/fa (i e proclia

(l1110ns) as an alternative to real war (D and 1)1)

A is structured to some degree (see below), N to a high degree, as is also the

combination ofD and DI Both parallelism (N) and inverse parallellsm (D and DI)

occur in the smaller structures, In the latter there is, admittedly, not perfect inverse

parallelism, but it is certainly not uncommon for structures of inverse parallelism to

have some elements (h i and h' i') in parallel order, Conversely, in N the position

of a1 is suggestive of inverse parallelism rather than parallelism.
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The first section (A) can be analysed further along the following lines:

k the invention of the sword as the cause of

slaughter, war and untimely death

actually, greed for gold causes the wrong use

of the sword; when gold was not in use there

was no war, only carefree sleep

k' a specific concern with weapons and war as the

cause of the poet's own possible death

1-4

5-10

11-14

In the 11.1-4) (k) the poet indignantly asks who the inventor of the sword was, the

sword being the cause of slaughter, war and early death.

In 11.5-10 0), however, the inventor of the sword is exonerated and humanity in

general held accountable, because of its greed for gold. There was a time, before

gold came into use, when one could lead a peaceful pastoral existence. Then the dux
gregis (1.10) was able to 'attack' or 'march to' sleep in safety (see Murgatroyd

(1980:284) on the military use of petcrev; i.e. with no fear of that permanent sleep

called death. The dux :.;rregisstands in contrast to the duces of real warfare (1.30).

He is engaged in what we may call 'militia pastoris', r In 1I.49f we find an instance

of militia cultoris, the term I proposed in the discussion of Elegy 1.7: the farmer's

implements shine like weapons, while rust 'attacks' the soldier's arms.

In 1111-14 (k') the poet returns to the topic of weapons and shows why he is so

concerned about them: he is being dragged offto war where a weapon may pierce his

side.

The poet's concern about an untimely death in war plays a big part in the first half

of the poem, and is one aspect in which this poem differs significantly from Elegy

p The shepherd's 'attack' on sleep reminds us of the poor farmer in Elegy
1.1.48, who is in hot pursuit of the secure position of sleep, with the cosy fire
as his auxiliary
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1.1, with which it is often compared.'! In Elegy 1.10 death is a real possibility. So
in this poem his rejection of war takes on a greater urgency than usual because of his
existential involvement, his pounding heart. In the face of the threat to his life the

poet" s call on the Lares to save him makes perfect sense (1115-29), a subject to which
Ishall return after considering 11.29-44(N).

In 1l.29-44 the poet is again very much concerned with death. The basic contrast.
developed along parallel lines, is between an untimely death due to warfare (1.33)

(b) and a ripe old age due to the preference for a peaceful pastoral existence (11.39f.)

(b') Murgatroyd (1980 290) points out that words with military connotations are
used in 1l.39f., to underline the contrast with the preceding section. So even though
old age may seize (occupat - 1.40) the pastoral hero, it is a harmless occupation.

In death there is no agriculture (1.35) (c), but the old man and his son shepherd the
flocks (1.41) (c'). Murgatroyd (1980:290) also sees a contrast between Cerberus

(1.36) and the animals of!. 4 1.

In death the dead have to face the grim ferryman at the waters of the Styx (1.36) (d),
whereas the tired old man has warm water brought to him by his wife (1.42) (dl).

So too the dead are at best a pallid crowd with burnt hair (1.37) (e), whilst the old
man shines with his white hail' (143) (e')

This set of contrasts is 51' "1unded by the contrasting pictures of the soldier

recounting his exploits (11 .' ,1.:) (a, and the old man recounting deeds done long
ago (1.44) (a'). Muro~ ••oyd (1980:288) shows that the sketch of the soldier telling
of his glorious deeds is mock-heroic. One IS reminded of the boastful soldiers of
New Comedy.

q In Elegy 1.1 the possibilityof death is mentioned too, but it is tied up with the
poet's relationship with Delia (see Boyd 1984:277f.), and it is used for
rxanipulative purposes.



134

To return to 1l.15-29, a comparison of'Il. 15-24 (B) with 1125-9 (B1) is hampered by

the fact that there are obviously lines missing after 1.25. But on .he whole 11.15-24

are concerned with the past, both that of the poet and days gone by when people

served the Lares with pauperc cultu (1.19), simple, pious and yet sufficient, whilst II

25-9 are concerned "lith the poet's intention to bring sacrifices himself: in the future.

In this way the poet associates himself with the idealized pastoral past, a subject

introduced on purpose in 11.17ff.' He will be wearing a garland of myrtle (1.28),

just as the Lares wore a garland consisting of spikes of corn (1.22). (Details from

11.15-24also resurface later, in 1139-44: the small shrine of the Lares iexigua...aede-
1.20) is echoed by the small house of the old man (parva ...casa -1.40), and the old

man and his daughter (l1.23£) are matched by the man and his son (l.41) )

The sections on Peace, lIA5-50 (C) and 11.67f (Cl), tie in ns.urally with the

flashbacks to the pastoral past (11.9f.,18-24) and the dreamworld ofi1.39-44, in that

the pioneering role of Peace with respect to agriculture is considered Peace can

ensure the kind of world the poet wishes to live in, because it was responsible for the

development of that world (lI.45-50). Primum in lAS recalls primus in 11, marking

off two very different innovations (see Putnam 1973:151).

On the other hand Peace is strongly contrasted witl, war: whereas war leads to death,

peace is life-giving (cf. aluit - 1.47, alma - 1.67), and whereas the weapons of war

sei, i one to the obscures ...lacus (138), those weapons themselves are ill tenebris

(15(,), in time of peace.

Whitaker (1983: 77) comes to a similar conclusion about these two sections:
'Clearly, the poet has here shaped the details of the myth and of his own
situation so that they dovetail perfectly. By associating rustic simplicity of
a very similar kind with the mythic past and with his own circumstances, he
shows that his spiritual home lies in that past' He also notes the
correspondence between the two sections: 'And then, because he has
included the words hie (i.e. the god) placatus em! (21) in his depiction of
offerings in the mythic past, he is now able, after describing the humble
offering he will make, to say to the Lat es, sic placeam vobis (29).'
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Apart from the word pax, the words candida (iASj and cant/it/lis (1.68), and aluit

(L47_l and alma (1.67) serve to connect liAS-50 (C) and lL67f (C1) (Murgatroyd

1980:291).

Witnin the embrace of Peace, so to speak, the 'wars' of love (veneris ...bella - 1.53),

instead of real wars, take place, inlLSl-66 (D and Dl) (Gaisser 1983:70-2). The

'wars' of love sometimes get out of'hand (1I.53f) (fand g), so that soldiers of love

can just about be equated with real soldiers 01.65£) ts' and f). L1.53·6 (h and i)

show the results oflove wars that are too violent: torn hair, broken doors and bruised
cheeks, but 1l.61-4 (h' and i') show the limits of permissible violence: to rip off thin

dresses and undo hairdos, and to move to tears. In 1.56 the violent lover weeps at his

violence and the tears he caused, be in 1.63 he rejoices in his ability to draw tears by

his anger.

There seems to be sound play between verba ministrat (1.57) (j) and verberat (1.60)

(j'), The former is the contribution of the god of love to the wars of love, and

appears to be a relatively harmless addition to the situation, but the latter is

unacceptable behaviour, amounting to sacrilege Ferrum in 1.59 picks upferreus in

1.2: the same mentality that produces swords for war can also occur in the lover and

cause hurt (Gaisser 1983:71).

Therefore the poet not only posits love (and peace) as the alternative to war and

vro.ence,but also, within the realm of lov« teaches the use of psychological pressure
rather than physical abuse for the achievement of amatory ends. The range of

alternative forms of warfare is thus quite broad in this poem: militia pastoris, militia

cultoris as well as militia am oris veneris bella.

Both structures of inverse parallelism can be said to suggest enclosure: the poet's

prayers to the Lares (.,; and BI) come from the midst of n situation where he is

pressed upon by war tA and N), and the 'wars' oflove (D -"d Dl) are to take place

within the enabling embrace of peace (C and C').
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Elegy 2.2

This pleasant little birthday poem" for Cornutus has been analysed by Cairns
(1979:~,04) along the following lines I

A A well-omened and honorific reception for Natalis 1-4

B Invocation of the C nius 5-g

C May he grant Cornutus' birthday wish 9f
D The actual wish: the faithful love of Cornutus' wife for him 11-16

CI Cornutus' birthday wish will be fulfllled 17
HI Invocation of Amor 17-20
Al Prayer to Natalis 21f

I wish, however, to discuss the poem Oil the basis of the following structural analysis,
in which the opposition between love and wealth is brought to the fixe

A The reception for Natalia 1-4

B The presence and appearance of the Genius COf/leIS «)) 5-8

C May he grant Comutus' birthday wish 9f

D Likely wish a faithful wife fidos ...amores (11) nr
E Prediction: Cornutus will not ask for estates nee tibt (13) 13f
El Prediction: Cornutus ",..'II 1I0t m;l;:for jewels nee tibi ( 15) 15f

CI The wish is grunted 17
1)1 Amor will secure taithful love Amor (1U) 17f
BI The continuation of Love and C:O/JI({S (20) 19f

appearance of'the aged couple
Al A prayer to Natalis 2lf

For a discussion of Roman birthday poems, see Argetsinger (1992: 175~9.l)

Murgatroyd's analysis (ILJ94 2114f) is essentially the same as Cairns', despite
modifications.
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The rejection of excessive wealth in favour of love is clearly a key idea in this poem.

Tibullus often rejects or attacks wealth in his poems, sometimes the wealth

associated with war, praeda, and sometimes the 11, ;y involved in winning love,

dona. In both cases the situation is that wealth is preferred to love, the soldier going

off'to war in search of wealth rather than staying at home in pursuit of love, and the

beloved preferring the gifts of the dives amator to the love C·1 .ered by the poet Ir

Elegies 1.1, 1.2, 1.10 and 2.3 Tibullus disapproves of praeda, whilst in Elegies 1.4,

1.5, 1.9, 2.3 and 2.4 he expresses his dismay at the role of dona. In Elegies 2.3 and

2.4 he succumbs to the demands of the situation and expresses his willingness to

employ dona himselfin his pursuit of love, even though he finds the idea of buying

love offensive In Flegv 2.3, then, bothpraea'tl and dona occur.

In the present poem the opposition between love and wealth is dealt with afresh ami

in a novel way. Not only is Cornutus portrayed as choosing long-lasting love above

great wealth, but wealth is put in the service of love in a different way from the

discredited practice of giving dona, which actually did i( -ve a disservice.

It happens in the following way Natalis/the Genius" is duly honoured with costly

gifts (ll.l~8) and is then asked to assent to the birthday wish tor long-lasting love,

which he then proceeds to do.

In A and B, then, Natalis/the Genius is honoured on the occasion of Cornutus'

birthday, i.e. the emphasis is Oil what people do to honour the spirit, but in N where

Natalis is explicitly named agai», the emphasis is on what Natalis can do for people,

for Cornutus and his wife, viz. give them grandchildren

II Natalis, the Birthday Spirit, was probably identical with the Genius, which
was a man's guardian spirit and which was often identified with the Lar (Lee
1982 1270 Argetsinger (1992 185f), after surveying the evidence,
concludes with regard to the Genius that it is 'his essential nature to be both
part of a man as well as an external deity; he is neither entirely a "self' nor
a "patron", but a bit of both at once'
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. and 7 have an exotic flavour similar to ll.l Sf The perfumes in 11.3f are said to

ha- come e terra divite, which must be Arabia felix, as Arabs (lA) indicates (Cairns

I ( ):96). The allusion to Arabiafelix in turn rbreshadows.fi.'licibus Indis with its

p. Is (11. ISf). Although incense, perfumes and spikenard du not fall into quite the

same price range as pearls,' they do nevertheless represent products of the fabulously

wealthy East, which are now (IUt in the service of Iove, as explained above, even as

the more costly products of the East are not preferred to love. For once, or rather

twice, love is more important than wealth.

The pearls of the East (El) represent one example of wealth in the central section, in

which the poet predicts that Cornutus will not choose wealth above love The other

thing which Cornutus will nut prefer to love is the ownership of numberless fields

for cultivation (E)."

The central section on what the poet expects Cornutus not to ask for in his birthday

wish is surrounded by sections in which Cornutus' likely wish is discussed, as well

as the likelihood of that wish being granted (C and D, and C: and Dl - yet another

case of minor parallelism within the larger structure of inverse parallelism).

The prediction that Cornutus will wish for faithful love on his wife's part ,IS his

birthday wish, is made in 11.l lf (D), to which 1117f correspond (01). The request

iotftdos ...amores is met by the approach of Amor with his golden chains to effect

v According to Pliny (nat. 37.16) pearls were second only to diamonds ill
value.

w U 13f (E) are noteworthy in that they may appear at first sight to contain a
negative statement about rustic life, usually a very positive concept in
Tibullus, when coupled with paupenas. In fact 1. 14 is not negative at all, it
is only the association with L 13 which creates the negative picture of a rich
land-grabber striving to acquire the countless individual plots of land
cultivated by what may well be Tibullus' usual poor but self-sufficient
rusticus. In l~'!l}gy 1.1.1-6 this acquisitiveness with regard to land is
disapproved of, even as the life of the rustic us is praised.
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that very faithfulness. Cairns (1979:95) suspects that there is an etymological

wordplay on vincula (II 18i'.), which can be connected to Venus (= Amor) by means

of v 'cere. It would suggest the triumph of love

One may -lso consider whether the etymological root of the word auguror (I 11) is

not activated by the words strepitantibus advolet alis (I.17). Amor is viewed as a bird

whose flight the augur observes in order to make his prediction. The role of augur

which the poet assumes for the moment is in keeping with that of quasi- priest. which

is especially evident in II.1-8.'

That it should be a golden link (flavaque ... vincula - 1.18) that Amor is carrying in its

mouth/beak, like a bird about to build a nest, is perhaps not accidental. Apart from

being a comment on the value of long-lasting love, it could be yet another instance

of wealth in the service of'Iove. In Elegy 1.1O.7 gold was seen as the root of all evil.

Here it serves to cement love, and possibly bring back for a moment the Golden Age,

when love was still held in honour (cf Elegies 2.3.29f, 69-74; 2.5 35-8)

Sections Band 81 are linked in an oblique but interesting way. In 11.5-8(B) the

figurine of Cornutus' Genius is decorated and regaled, to cut the fine figure of a

party-goer. The appearance of his bah' receives particular atten ..ion in I1,6f II!

1l.19f (Bl) the appearance of the aged couple's hair is envisaged, by way of

contrast. The Genius represents Cornutus, being his guardian spirit, 80 that, in a way,

Cornutus is present in both sections. The discoloration of the hair brought on by old

age is not seen in a negative light, but as a sign of the very triumph of love In the

poet's wish both Cornutus and his wife will have wrinkles and whitt. hair and they

will still be together.

On the poet as quasi-priest here see Smith (1913:4110, Putnam (1973: 1630,
Bali (l983:164f).
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In Elegies 1.6.86 and 1.IO.39f there are similar visions of growing old gracefully ill

simplicity of life and long-lasting love. Those who are faithful in love need not fear

the onset of whitening hair, unlike the woman in Elegy 1.8.4 1-6 who has to resort to

desperate cosmetic measures to try and keep up appearances. Clearly Tibullus'

vision of elegiac love includes the aspect of faithfulness and continuity.

Although the picture of the aged couple is not negative, the poet still felt the Deed to

soften it by the addition of a playfirl troop of little ones. Part of the birthday wish,

put to the Birthday Spirit, is the wish for the birth of others, presumably

grandchildren, again as a sign of the triumph of love and as an expression of it. It

also completes the ideal set inElegy 1.10.39£, where proles is part of the picture (cf

also Elegy 2.5.91-4) Faithful love does not necessarily end in old age and death, but

may be prolonged beyond death."

The structure of inverse parallelism in the poem em' he seen as reinforcing the idea

of completion inherent in the poem: the likely wish .5 expressed (D) and fulfllled

(Di), and the couple is envisaged as remaining faithful to one another from the time

of writing to the end of their lives. They end where they have started off

y In Elef:.,_'V 2.4.47-50 love also reaches beyond death, when an old man returns
to the tomb of his beloved every year and places on it a garland of flowers
(see esp. 1.47: vetcrcs veneratus amoresy
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Elegy ~;.3

The poet's mistress has followed his rich rival to a country estate and so he imagines

himself going there as a literal slave of love, in the manner of Apollo, The poet

deplo. .,, the role of money in love affairs, and considers succumbing to this harsh

reality, before realising that he cannot cormete against the rich rival. So he curses

the soil and fondly recalls former times when love was freely available, Finally he

grimly renews his resolve to become a literal slave of love,

There is agreement amongst scholars tha: this poem has a structure of inverse

parallelism, although the various scholars at first sight seem to detect various levels

of complexity, A careful reading of the different analyses, however, leads one to

believe that few would object to the structure set out by Cairns (1979:210f):

A Tibullus will go oft' and work ill the country 1-10

since Nemesis is there

B Apollo became a rustic fix love 11-28

C Golden Age/Iron Age 29,·32

D Attack on praeda 33·48

E Girls are won by wealth ~ 49f

Tibullus will become wealthy
DI and give Nemesis luxurious goods 51-60
BI Rejection of countryside! 61-7

Invocation of Bacchus

CI Golden Age/Iron Age 68-76
Al But Tibullus must go to u.nd labour 77~80

and slavery in the country

since his mistress is there

My own analysis is largely in agreement with the above. with some additional details

which are, I believe, significant
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A The poet will go to the country

for the sake of love

a he will plough (5-8)

b he will not complain

about bodily suffering (9-10)

B Apollo accepted country life

for the sake oflove

hell hell (2)

agro« (3)

£10m i1/(/11/ (5)

ne« quererer (9)

formosus (11)

c cattle (11)

d song (12)

e hair (12)

f love (14)

c' cattle (14a-18)

(P song (19-22)

e' hair (23-6)

f' Jmc(28f)

(,I gods (30)

C Love in former times Amor (28)

!'cncri.: aperte (29)

D Love and wealth

h the man for whom love is all

wish/warning 1'01 rival (?)

attack on praeda

Dl Love and wealth

hi the man for whom wealth is all

11 wish for self ('1)

jl acceptance ofpmeda

B j Curses on agriculture

('1 LOVl~ in former times

cui ... curet... est (31)

at til (33)

venerem ...praedam (35)

cui ... curae est (43)

at mihi (47)

praedac .. , f C/lIlS (50)

formosus (bS)

Amor ...aperte (71)

Venus (72)

heu (78)

agros (79)

dominae (79)

Al The poet will go to the country

for the sake oflove

a' he will plough

b' he will not refrain

from bodily suffering

1I0ll ego ...ncgo (gO)

1-10

11-28

29f.

31-42-

31f

33f

35-42

43·58

43-6

47f

49-58

61··7

77-80
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See also Murgatroyd (1994:285f), who produces a perfect ABC D C' B1 PI.
structure. He acknowledges the parallelismbetween 1131 and 43 (p.l Ofi), but it is not

reflected in his structural analysis (D and D1 in the structure set out above). He

connects Venus and Amor (liJf) with Amor and J"eilllS in lL71f, but the latter

corresponds better with Amor and Vcneri in lL2Sf (ill both instances aperte features,

and thematically the two sections are related, both containing wistful recollections

oflove in former times). I am nevertheless indebted to Murgatroyd for pointing out

several correspondences.

It has been said that TibuJlus displays a very different attitude to the countryside

(rum) in this poem, as compared to Elegies 1.1 and 2.1 (Bright 1978:'[ 92ff.). In this

regard his realistic awareness of the hardships involved in farm labour has been

noted, whereas the curses heaped on the produce of the fields and the vines are in

striking contrast to his positive attitude towards the same phenomena in Elegies 1.1

and 2.1. The realistic picture drawn of the hardships involved in farm labour serves

to underscore the depth of'tne poet's devotion to Nemesis: the harder the work in the

service of love, the greater his love.

These changes occur because the countryside is now not associated with paupertas,

as in Elegy 1 1, but with wealth, as is shown by the fact that it contains villae (1.1),

and secondly because the countryside is now not the retreat for true lovers (as the

poet imagines himself and Delia to be in /';legy 1.I), but has become hostile to love,

by keeping Nemesis in those very villae (cf tencnt in 11, abducts in 1(1). Tibullus

is not negative towards the country as such, as is shown by his belief even in this

poem that in former times love was possible there, but only towards a countryside

that is hostile to his love. The curses heaped on dura seges (161) and the wine vats

of Bacchus (1.64) are uttered only because the country has aligned itself with his

wealthy rival and has hidden Nemesis Hom him, her real lover. Or to pat it in

another way, wealth or the wealthy rival has not been content to occupy the city

(IL43f), but has invaded the country too (cf HAlO, which used to be a sate haven

for love (Neumeister 1986:54) Hence it is possible to say that the fundamental
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opposition is still between (the pursuit of) love and (the pursuit of) wealth, the same

basic set of opposites that operated in Ele,C:" 1 I

In Elegy 1.I love had the country as its ally, so to speak, along with paupertas, but

now the country has switched sides to align itself with wealth against love, that is,

the poet's love It leads to disenchantment with the country, which is now removed

from one sphere of the romantic to another, from the blissful ideal haven for love to

the scene of love's servitude - hence the poet's awareness of the hardships involved

in his proposed labour. Both notions are ultimately unrealistic dreams.

Of course, the country's corruption and allegiance to wealth are merely a reflection

of the fact that love itself has been corrupted, to desire wealth (Venus optat opes -

1.50). If love is true to itself and not influenced by monetary concerns, the country

coupled withpaupertc:s still forms the ideal haven for lovers (cf 1l.68~74,esp. 1.74:

si fas est, mos precor, ille redi), but once love is corrupted, the rum coupled with

opes become a threat to the real lover and hence inimical.

This fundamental opposition between love and wealth occurs in the very centre of

tile poem, in 11.31-58 (D and DI) In this centre two contrasting figures are set

against each other, the man for wlwm love is dear (11.310 (11),whom we may call

the amator (in this case Apollo), as opposed to the man for whom wealth is deal'

(11";1-6) (hi), the praedator (1.41) ~ to be specific the man for whom lapis ex/emus

is dear (1.43) (Gilmartin 1975 296). The poet presents quite a contrast in preferences,

a warm human being and a cold stone. I shall return to this centra! section (D and

DI) in the discussion of the structure.

The problem is stated in the first line: the country holds the poet's girlfriend, and

keeps her away from him, the traditional role attributed to the ianua, the door, ill the

city. In olden times the countryside was hosnitable to love (11.68-74) and nul/us erat

custos, nul/a exclusura dolentesr ianua (11.73£). Although the ianua usually refers

to a situation in the streets of the city, Tihullus now relates it to a situation in the
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country. Notice too that the seges in 1.61 is called dura, the conventional epithet of
the ianua (cf Elegy 1.2.6).

Therefore, now that his girlfriend is no longer detained in the city by a door, but by

the rum, he must leave the city, and instead of making a fool of himself in front of

the door, in the customary posture of the elegiac lover, he must now make a fool of

himself in the country, for the sake oflove

Whereas Venus in 1.3would appear to refer to Nemesis' move to the country, Amor

in 1.4 must be a personification of the poet's love." There is quite a marked

development from 13 to 1.4, an intensification, as it becomes clear that Amor is in for

a much tougher time than Venus.

The normal labour of the exclusus amator may involve crowbars and such

implements to break down the stubborn door;" here it involves the plough.

Normally too the CXciUSlIS amator's labour oflove involves weathering cold nights

outside the obdurate door, in the wind and the rain. Now it involves exposure to the

other extreme, heat. The typical lover would complain outside the door, to evoke

pity. Although the poet denies that he will complain, he recounts his prospective

sufferings in such detail that it does amount to a virtual complaint.

In the corresponding section at the end of the poem (ll 79f), plougbing and suffering
are envisaged yet again, but now with an air of resignation (Whitaker 1979: 140)
New it is not only flat the sun will beat down upon him, although that may be
implied by the admission that he may just as well get rid of his laxam ... togam (1.78)

'Venus steht dabei, wie auch sonst, in engerer Beziehung zur Geliebten,
Amor zum Liebhaber' (Neumeister 1986:36).

OJ Copley (195640-2, 71-3) points out that the exclusus amator at times tries
to persuade the door to open, and at times attempts to break it down. Tibullus
mentions the latter possibility in Elegies 1.1 73 and UO.54. See Horace,
Odes 3.26.6-&, Propertius 2.5.22,3.25.10 and Ovid, Amores 19.20.
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and presumably exchange it for the scanty outfit of the labourer, but also that the

chains will chafe him and the blows of the overseer. The sound play in the last line

is remarkable, a typi.ally Tibullan resounding conclusion. Notice too how
exclamations (hell heu - 1.2,hell - 1.78)herald his decision to forsake the city for the

country. In each case ag7'OS appears in the following line, in the final position.

The feature of the searching sun, explicit in l.l.9f. and perhaps implicit in 1.78,

reappears in 11.55£ Nemesis, it seems, cannot but be attended by sunburnt servants,

whether in the city or in the country, the only difference being that the Indians are

naturally swarthy tfusci -1.55) or at least tanned ever since the dawn of time, whereas
for the graciles ...artus and teneras ...manus (11.9f.)of the poet it is an altogether

strange experience to be out in the midday sun, and quite harrowing. These lines are

gently self-mocking, as Putnam (1973: 168) suggests.

Tibullus envisages this labour as servitium amoris (cf dominam - 1.5,dominae - 1.79,

and servire - 1.30), that particular propensity of the elegiac poets to glory in the

apparently not-so-glorious (Copley 1947:292, Whitaker 1979: 134f). If the pursuit

oflove is of much greater importance than the pursuit of wealth, one can understand

that the elegiac poet would not shrink from assuming a posture that entails a

complete 10.,,, of status and wealth But, of course, the poet does net embrace slavery

to make an anti-wealth statement; it is a pro-love stance, so as to emphasize his

devotion and subservience to Nemesis.

In A and N, therefore, the poet employs the servitium amoris thorne, but by allusions

to the exclusus amator theme he invites us to compare his slavery for the sake oflove

with the hardships normally endured by the excluded lover

Apollo too embraced servitium amoris. in his infatuation for Admetus (1111-28) (!3).

From a structural point ofview it is noticeable how Tibullus introduces at least five

themes in 11.11-14a, and then proceeds to elaborate on each in ll. l4a-3C (Gilmartin

1975 :287f), not a unique occurrence of this compositional technique in Tibullus'

poetry (cf the structure of Elegy 2.1 in Appendix B).
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With regard to the references to cattle (c and c'), Tibullus first merely mentions the

fact that Apollo fed Adrnetus' cattle (1.1 1), but from 1114a he elaborates by

mentioning various aspects of cattle farming, such as herding (114a), cbeesernaking

(I1.14b-16) and herding again (1l.17f) In ali these activities Apollo cuts a rather

incongruous figure (see Bright's perceptive and entertaining comments in this regard

(1978: 195ff»bb On the one hand this description may be seen as casting doubt on

the poets own plans to vs-. c the fields, and on the other it may be intended to show,

in Apollo's willingness to appear utterly ridiculous for the sake of love, how deep

a commitment to another person in servitium amoris can be. To the world the slave

of love may appear to be a fool, but he is aware of the paradoxical method in his

madness, and is consequently not ashamed (noli pudutsse - 1.30) (see Copley

1947:295).

The reference to Apollo's cithara n 12) (d) is picked up in 11.19-22(d'), In 1.12 it

turned out that Apollo's sin.:>.;'g was not effective ill his quest for Admetus," but in

11. J 9f the situation worsens when even the cattle prove to be unappreciative. Jd

Coupted with Apollo' .failure at poetry is the failure of his oracles (l12lf)

With regard to Apollo's hair (JL 12 and 23-6) (e and e') the same intensification in

the second treatment of the subject occurs. In 112 his beautiful long hair

(intonsae ... comaei failed to win the heart of Admetus, but now in 1l.23-6 his hair is

said to bristle (horrere - 123), and to be unadorned (inornc '11iiI - 1.25) and loose

(solutes - 1.25), quite a marked deterioration. Even if Admetus were to lc k upon

bb Admittedly, Apollo is also portrayed positively U3 a pioneer fanner in 11.17-
20, putting him on a par with Osiris (1.7.29-36), Peace (1.1 0.45-50) and the
country gods (2.1.37-46) (Gilmartin 1975:282; Schiebe 1981: 118).

'In prosecuting a low affair, it is service (cf . sequium - 1.4.40) which
avails; hence the god's intrinsic attractive qualu .Jiis luxuriant leeks, or
skills as a musician and physician count for naught' (Giimartin 1975 '1.79).

dd Bright (1978: 196) observes that this failure of Apollo's poetry may reflect the
failure of'Tibullus' own poetry with regard to Nemesis In .;legy 24 the poet
is quite explicit about the failure of his poetry
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Admetus is not even in the picture, only Apollo's mother and an unidentified

'aI1Y0:l0'. III fact, whereas Admetus was still in the picture ill II I If (c, d, e), he is

totally absent in 1114a·2() (c' til, d) and Apollo is seen by everyone but the nne

whom he wishes to impress by his labours! Which does not augur well fix Tibull-is'

proposed 'field servi.

Finally, in 1l.14f (f and gl and IL28··30 (ti and gl) the effect of'Iove tamar) 011a god

(deus) is dealt with twice, with love being very much in the driving seat in both.

Again there is intensification In II13f Anollo the divine healer could not find a cure

for love, hut in 1l.29ff his position is no longer that of an ineffective doctor but of a

slaw (servirc - 1.30). But, us argued already, slaves of love can paradoxically be

felices (1.29), even in abject failure.

Whereas the poet sees himself and Apollo as embracing the countryside for the sake

of love in 1l.1~28 (A and B) and as participating in the activities Oil the farm, he

rejects and curses the produce of the film] ill 11.61-7 (BI), presumably because these

provide the rival lover with the necessary wealth to build the v.itae of l. 1, and so to

abduct Nemesis from her real 10wI' Even in neg\' 1.1.43 s'ibullus has "dId that

I'lli'm se~es satis est; anything beyond a sufficient harvest affords wealth an

opportunity to innude upon love. Helice the curses heaped on the crops and the wine

vats. His rejection of the countryside is therefore determined by particular

circumstances, and is not absolute.

In the diagram I have also isolated 1I.29f as a separate element (C), because it is

echoed by 11.68-74(C1) Both sections deal with love in former times In lL29f we

have seen that Tili!,llnt; ultimately interprets Apollo's unsuccessful endeavours in a

favourable light, not h' dISC failure is desirable, but because of what his attempts

stood fbr, the willingness to endure all for love. A god openly topetu: .. 129) served

Venus/love:



In 1168-74 human beings of former days, as opposed to a god, enter the picture and
experience success in love (passim semper amarunt ~1(9) Now it was the turn of

'Venus openly (apcrtc .. 171) to oiler them joys in the shady valleys, a pleasant
reversal of'fortune and roles The only constant factor is the sad fact that tbi:. too was
in the distant past In the most dist:ml( Venus openly offered love (C1), whereas
in mythical timer; a god openly served love (C). The mythical time "vas better than
till' present, but there was a more distant past which was even more favourable for
Jove, although it had other drawbacks, such as primitive food and clothing. The most

distant past was a pre-cultural time, as opposed to the time of incipient culture when
Apollo operated (Schiebe 1981 116-18; Neumeister 191J6:56)

In the centre of tile poem (113I-58) paratlelism occurs, as the diagram shows. On
one Ievel Il.J If should 110t be separated fromll.29f, as Apollo is still ill the picture
(cf devs -132), but on the other level a generic figure emerges icui sua cura puella

est -l.3!) who can be compared with another '~eneric type found inlL43fI (cui lapis

extcrnus curae est - 1.43)

The man for whom foreign stone, presumably marble, is all-important (Il.4Zff.)
provides an interesting contrast to Apollo and the poet for whom love is more
important. His interest in the countryside and stock-farming lies in the numbers
involved therein (cf immensos -1.41, and multa and innuntcra - 1.42), unlike the poet
and Apollo whose interest in farm life, in this situation at any rate. is determined by

their need to be dose to their respective beloveds. The poet foresees putting the cattle
to work in I.8, and so does the praedator in 1.44, but for a quite different reason.

L1.45f might simply be read as a conventional description of the unnatural and
superfluous projects of the wealthy (Smith 1913 :423), but it is also suggestive of the
motive behind the praedator's interest in numbers and building projects. He mty

imagine that it is necessary to fortify himself against the threatening storms of life
(cf hibernas ...minas ··IAb), not realising that he, like a fish in water, should be quite

at home on earth, and that .he earth can provide for his needs (cf 1167-70). Tne
unnatural life of the fish in the piscina may be an image of the unnatural life of the
wealthy man, who wishes to insure himself against all eventualities by hoarding.
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is th;; rich rival lover, who is occupying territory that should rightfully belong to the

poet (see Whitaker 1979 13(>;Neumeister 1986:43). The use of a militarv metaphor

prepares the ground for the attack on pracda in 11.35-42. One may assume that the

poet was not wishing his rival well. He may have made a reference to the rival's

wealth 01' luxurious lifestyle, if it is indeed true that IL47f form the complement in

the structure.

On 147 I agree with the school of thought that prefers the reading mihi to ttbi'"

Tibullus would have preferredpaupel'tas, but the needs of women (l1.49f) force him

to make his peace with wealth. Ideally love should not desire wealth- the lower side

of love, or Nemesis' conception of love, ignores this principle - but seeing that it

does, the higher side of Jove, i.e. the poet's conception thereof, can allow a tactical

concession to wealth, fix the sake of love. Having been abandoned by his tme allies,

love itself and the countryside, he makes his opponent, i.e. wealth, his ally to win

back love {LSO)(see :1150 Neumeister 1986:53f.) In Elegy 2.4 the poet draws the

same conclusion, that he must use his enemy, wealth, to win lcve.

Once the poet has admitted, albeit reluctantly, the need tor gifts to win back Nemesis,

he nevertheless uses words which may be read as containing a number of stings. He

deliberately stresses the fact that Venus' need for opus will require pracda (150)

people will have to shed blood and even die (IJ8) so that Nemesis' fancies may be

fulfilled The picture of Nemesis floating in or dripping/overflowing ifluat - 1.51)

with luxuria is not entirely flattering. In 1.56 it is foreseen that she will be donis

conspicienda meis. In Elegy 1.2.70 Tibullus uses the word conspiciendus of the man

who preferred the spoils and glOIYof war to love It is perhaps not without intention

that the same word is used of Nemesis, because ill a sense, this is precisely what she

l:~' Sec Gaisser (1977. ;40f) 'Most of the manuscripts read tibi, but mihi is also
found, and has been defended with some eloquence by Schuster .. As Schuster
observes, Tibullus is fond of contrasting his own experience with those of
others ill this way. '
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is guilty of now _.of the foolish soldier in Elegy 1.2 it is specifically said that he

abandoned love praedas.i.sequi (1.66) and he, like Nemesis. has a splendid outfit to

show as a result, totus et argenta contectus, totus ct auro (1.69). Nemesis is the

perfect match for this man. She too wears gold (anratas ... vias - 1.54). Bright

(1CJ7S202) has seen in the golden stripes on Nemesis' dress the streets of tile city,

as a symbol of the poet's surrender to the lure of the city (see also Putnam 1973: 173).

But viae in Tibullus is also used of the long campaign trails of soldiers (cf Elegies

1 1.26. 52 and 2 (13). And in Fleg.l' !.lO.7 gold is mentioned as the goal of all

warfare, so that the auratue vial' woven Oil to Nemesis' dress can be seen as a

reninder of the very campaigns necessitated by her needs. The word dispono too (cf

disposuit - 1.54) has a very strong military connotation, so that one may translate:

'(the clothes on which) she stationed trails of gold.'

Apart from the military undertones in l1.53L this couplet and the next two (all part

ofj') are also anaphoric, as are their counterpart, 11.35-42 (j): praedam ... praeda ...

praeda .., praeda.: praedator. and illa.: tilt.., illi. All three couplets in 11.53-8

contain references to exotic places and colours, with the first and the last referring

to clothes, enveloping. as it were, the central couplet, where appropriately the

emphasis is on the swarthy skins of the Indian attendants, the complement to the

clothes.

Having visualised Nemesis in the company of exotic servants, the poet undercuts the

fine figure she strikes by mentioning inll.59f that her present companion is himself

a former slave of barbarian stock' This slave was often sold (saepe - 1.59), i.e. he

was a rather disappointing servant. The poet thus creates a contrast between the real

but dishonourablc former slave, and himself: the metaphorical but honourable

slave of'Iove. There is nothing in the hexameter line (159) that prepares one for the

casual dropping of the bombshell in the pentameter line (l.ou) (see Bright's

perceptive comments (1978203» The poet's disappointment at his failure is

matched only by his disgust over Nemesis' choice of a substitute.



152

That the realisation of defeat should be followed by curses (1161-7) is

understandable. I have argued that the rum take the place of the tanua in this poem,

therefore dura seges (1.61)for dura ianua (Elegy 1.2.6). In Elegy 1.2 the realisation

of defeat in front of the dum ianua (11.1-6) is also followed by curses raining upon

the door (1l.7f).

The suspicion that 'the door' is at the back of the poet's mind is corroborated by the

mention of custos and ianua ill 1l.73f, when he contrasts the situation of freely

available love in the countryside with the situation of frustrated love ill the city. By

a strange twist frustrated love has now moved from the city to the country, so that

even in the country Nemesis can be said to be clausa (I.77), i.e shut in, as ifby a

door (cf Elegy 1.2.6: clauditur et dura ianuafirma sera). It is as if the country has

become the city. The present poem cannot be called a paraclausithyron proper, but

the poet uses terminology from that complex of ideas to suggest that he is an eXc/IISIiS

amator in the count.v."

In such a situation where the outlook in both country and city is bleak, what else can

the poet do but head tor the country, simply because Nemesis is there, even without

any hope of SUCCt:ss? This deadlock b reflected by the structure of inverse

parallelism in the poem.

II The country is certainly not the normal setting for paraclausithyra (see
Propertius 2.19.3-6), but occasionally such variations on the theme do occur
(Theocritus, Idylls. 3.1-6; Aelian, ~'ariaHistoria, 13. I - see Copley 1956: 16,
24).
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Elegy 2.4

The poet sees himself as a slave oflove in the service of Nemesis, as in the previoi

elegy. He bemoans the failure of his poetry 10 win her favour, and decides on
desperate measures to achieve success. He also curses those who corrupted women
by making them aware of luxury items and elipresses his dismay that a god has

bestowed beauty OIl them.

For Elegy 2.4 I propose an overall structure of inverse parallelism which

nevertheless contains several deviations from a strict inverse parallel order It must

be compared to the structures suggested by Cairns (1979:209~I2) and Murgatroyd
(1994:286). Murgatroyd proposes a perfect structure of inverse parallelism, whereas

for Cairns the Band C elements are in parallel order - otherwise they are in more or

less complete agreement. Murgatroyd connects lL45~50 to 11.21~6on the basis ofa

striking verbal echo iflebilis ante . 1.22, flebitur ante - 146) and some contrasts

between the two couples, the poet and Nemesis, and the old man and the kind girl.

However, 1l.45~50first and foremost answer 1139-44 (E and E' in the structure set

out below),

A Subjection to Nemesis

and slavery

- desire to escape

B Failure of poetry

video dominam (1)

Amor (4)

1-12

prosuut (13)

prodcstis (15)

valent (20)

13-20

itc prowl. Musae (15)

ite procul, Musae (20)

at mihi (21) 21-6C Get money: plunder temple
Venus (24)

D Collectors of luxury

dat mihi (26)

o.i.quicumque legit (27) 27-34

items cursed avaritiac (29)

- eXc/IISlIS amator motif (31A) haec ...hinc (31)
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Dl Giver of beauty blamed heu quicumque dedit (35) 35-8

amrae (35)

- proelium amoris mOi:if(37) hinc ... haec (37)

E Greedy woman's downfall and death

a fire

b young men

c gladness

no sorrow

d no gift

at tibi (39) 39-44

ignis incendia .flammae (40-2)

iuvenes (41)

laeti (41)

nee lugcat (43)

uec manus (44)

ttbi(43)

EI Good/not greedy woman's death

a' fire

c' sorrow

b' old man

d' gift

at bona (45) 45-50

ardentem ...rogum (46)

flebitur (46)

senior (47)

annua ...serta (48)

et 'bene' (49)

BI Failure of truth proslfllt(5I) 51

Cl Get money: sell home amor (52) 51-4

ite (54)

N Subjection to Nemesis indomitis (57) 55-60

- acceptance of whatever Venus (57)

is necessary videat (59)

A novel feature in the stn: ,,,e of this poem is the frequent repetition of the same or

similar words ncar the beginning and end of the different elements (the words on the

extreme right ill the diagram). This happens at least four times in the poem. Its

function may be to mark offthe sections, i.e. to frame them.

The poem begins with a description of the poet's servitium amoris (see Cilliers

1972:70-3) and his response to that condition (lLl-12) (A) He is the slave and

Nemesis is the domina, and this relationship is due to the powerful influence of

Amor Initially the poet's wish is to escape from this situation (117-12).
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At the end of the poem (1155-60) (AI) the poet finally accepts the inevitability of his

subjection to Nemesis, by way of contrast. It is the acceptance of a desperately

frustrated man. He expresses this by saying that he would be willing to drink any

potion she might care to mix This foul potion (1155-60) is prefigured in 11.1 If.

(Murgatroyd 1994:287). Perhaps he now contemplates the ultimate form of escape,

or of manipulation, i.e. suicide by drinking poison"

The structure of inverse parallelism can here be thought of as repesenting a

spiral/vortex, where the poet reaches the same point at the end as at the bejinr.ing,

J ••t at a higher/lower level: the poet is still in subjection at the end of the poem, even

as he was at the beginning, but now he accepts it, i.e. his feelings of desperation have

intensified to the extent that he will do anything that is required to achieve his goal

One may also consider whether the feeling of enclosure, of being a slave in chains

(1.3), is echoed by the structure of inverse parallelism. In a powerful way, thus, the

structure of inverse parallelism reinforces the content of the poem.

A possible verbal echo of dominamtque) in 1.1 is the word indomitis in indomitis

gregibus (1.57). The horses may be untamed by men, but soon Venus, at least, will

subdue them so as to desire one another, and so to share the fate of the poet. Another

possible echo lies in video (11) being recalled by videat (159).

In II.13-20 (B) the poet complains about the failure of poetry to win him access to

Nemesis, as a result of which he has to resort to desperate measures to get the

"toney needed to buy gifts (1121-6) (C), including crime, bloodshed and sacrilege.

For it is gifts that Nemesis wants above all else - see 11.l4 and 21. The words

Cllva... manu in 1.14 are answered by sacrileges ...manus in 1.26, the first situation

being the cause of the second

&'. Venenum (\.55) is suitably ambiguous, since it can refer to both poison and
a love-potion
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A parallel sequence of events occurs at the end of the poem. when the poet

complains about the failure of his warnings, i.e, his poetry (1.51) (B'),ilh and

expresses his willingness to sell his ancestral home (lL53f) (CI), presumably 1:0 get

money to buy gifts for Nemesis. By now it has become clear what those gins would

have to consist of (see 11.27-34 (D).

The poet curses collectors of cos tRy gifts in 11.27-34 (D),ii just after his 'decision' to

plunder the temple. Similarly he blames the god who gave beauty to grasping

women (l1.35~8) CDI) As the diagram shows, there is u high degree of parallelism

between D and DJ. In D typical features of the exclusus amator motif surface, viz.

the closed door, the guard and the dog-' and in Dl typical features of the proelium

amoris motif, viz. weeping and quarrels, even though the concept of proclium amoris

is not made explicit

The parallelism l-,etween D and DI is balanced by the parallelisnr" between E and

E'. DJ is the complement of'D, but between E and EI there is the highest degree of

contrast.

The greedy woman's downfall and death is described in 1139-44 (E) the burning

down of her property (a), the young men (b) who experience gladness (c), the

absence O{§OI'Ii'OW (c) at her funeral, and the absence of a funeral gift (d).

Ill! The correspondence between Band BI is also noted by Cilliers (1972:94).

ii Cilliers (1972:83) points out that there is inverse parallelism in the
enumeration of the luxury items precious stones (1.27), precious fabric (1.28),
precious fabnc (11.29f) and precious pearl (1.30)

.li Apart from these Veremans (1985: 179-86) argues for further allusions to the
exclusus amator motif in teneorque catenis (1.3), amara dies et noctis
amarior umbra est (1.11), ad dominant faciles aditus per carmina quaero
(119), and in the threats of incendiary violence towards the woman who
excludes lovers because of money (11.40-2). See also Cilliers (i 972 84f)

Double parallelism (0 and n', and E and El) in the centre of the poem also
occurs in Elegy 2.5 (see Appendix B).

IJ;
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For the greedy woman death is the end, there is no mention of anything beyond that.

But tor the woman who is not greedy, not only tr.e sorrow (c') at her funeral pyre

(a') is described, but also the cont cd commemoration of her by an old man (b')

Every year he brings a gift of flowers (d') to her tomb, and kind words (lIAS-50)

(E1).

We find here a continuation of the sentiments expressed in Elegy 2.2, that love can

be lasting (cf veteres veneratus amores -1.47), and should ideally be so. But seeing

that Nemesis is so unlike this ideal woman, the poet has to play according to her

rules, hence the swift descent into desperate thoughts (II.51-60).
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megy2.6

The poet briefly considers joining Macer on a military campaign, abandoning love

in the process," only to realise tIEl: he cannot. He vents his frustration on Amor,

considers the role of Spes in keeping him alive, makes an appeal to Nemesis on the

basis of her dead sister, and finally blames the lena for his Jack of success with

Nemesis.

The poem has a modified tructure of inverse parallelism:

A Appeal to Amor not to spare Macer Castra ...Amort (l) 1-10

- the consequences if the appeal parces (7)

goes unheeded (7-10) casita ... Venus (9)

B The poet abandons his line of speech loquor.... locuto (11 ) 11-18

and blames Amor for his troubles

- frustration at Nemesis' door (11-16) ad Iimina (13)

- he Cllr"es himself(l7f) dim precari (17)

nefanda loqui (18)

C The rol '.):.~(1I!S 19-28

Al Appeal to Nemesis to spare the poet parce (29} 29-40

- the consequences if the appeal

goes urheeded (37-40)
BI The poe ndons his line of speech Ioquaces (43) 41·-54

and r.l~.. 1(1 for his troubles

- frustration ... Nemesis' door (47-50) a limine (47)

- he curses the lena (530 precor dims (53)

11 Or perhaps writing epic poetry rather than love poetry (see Bright
1978:217ff.)
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Veremans (1987:72), on the basi') of formal considerations, proposes a numerically
symmetrical ABC D C' B' N pattern, which agrees partially with my proposal as

far as Band .131 are concerned (he has 'Tibulle se voit oblige de moderer le ton' [vr
1l.11-14 and 1141-4). He does not, however, demonstrate thematic corre.pondence

for the other elements in his structure.

Murgatroyd (1994:290f) posits an ABC Bl Al structure for the poem, on the basis
of several verbal correspondences. From a thematic point of view he does not, in my
opinion, succeed in establishing convincing correspondence, and the verbal
correspondences he adduces are not the most striking, e.g. he posits correspondence
between precari (1 J 7) and precor (i.29), whereas the same dira precari (117) more
strikingly corresponds with precor dims (1.53). Her e my somewhat different

analysis. We do, however, agree on the centre of'the structure.

The poem starts on "1 light-hemred note, as the poet points out in a humorous way the
incompatibility of war and love. Amor cannot accompany Macer on his campaign,
being tener (II) and used to otia (1.5), and must therefore rather recall Haeer back
to his standards. Macer must become a soldier of love again, not a real soldier. If
not, the poet will become a real soldier and abandon love. There is thus an appeal

not to have pity (si parces - 1.7) on the deserter, and a warning as to the
consequences (1l.7-10) if the appeal goes unheeded (A): the poet will become a
deserter from Cupid's camp, and ironically, in becoming a deserter he will become

a soldier, a real soldier!

Tibullus makes it clear that real soldiering is the softer option. In Elegy' 1 he created
the impression that to be a soldier of love was the softer option (the vita inersv; let
others (e.g: Messalla) undertake real warfare, while he will be satisfied with the
alternative form of warfare, Now, in Elegy 2.6, the alternative form of warfare has
proved to be so exacting that real warfare can be seen as an escape: to be a real
soldier is to be spared by Amor (1.7), which is the relief the , t longs for. The otium

of Amor (tua ...otia ~L5) (the vita iners of Elegy 1. I?) was not so pleasant after all

Castra...Amort (I. 1) and castra... Venus (I.9) frame the first section (A), and magna
loquor (I. IJ) and nefanda loqui (lIS) the second (B).
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(magll!4I(]quor ...magnifice ...magna locuto - 1.11\ is to 'think that one can choose real

warfare in the lace of the claims of love (excutiunt clausae tortia vcrbaforcs - L11).

The closed door of the beloved banishes the thought of the dosed gates of cities-to-

be-cc uered, it seems. Real warfare is an exacting choice in that it involves real

bravery, and yet at the san., time the s, ifter option, the escape from the even sterner

command of love.

Love's effect is so strong that the poet's response to it is entirely involuntary: despite

his oaths not to return to th;~doorstep, his feet involuntarily return (11.13f). It is not

a question of resolve, but of spontaneous obedience. He is the helpless target of

Love's arrows (cf 1.15). Amor is in fact aeer (115), Got merely tenes (11). He has

weapons of his own (II. 15f'), he does i1{I' .ced the anna of 1.2 Love is not just

another soldier (cf comes ~12), but is in command (cf' II/a signa ..16)

Although the poet complains about the torture experienced at the hands of Amor, he

stops short of cursing Ainor. Instead, he curses himself, a,1(1thinks desperate

thoughts of death, which is, however, averted by Hopel."llt's (Ill (1-28) (C).

This central section (C) is highly anaphorie, as is often the case in these central

sections in Tibullus (cf },'/egll!S 1 '!. ! .7, ~J) As often it is also impersonal; only in

11271' is the subject, spes, applied to the pod'S immediate concerns, although, as

Bright (1978 :).21)observes, the P(K~tis fond of thinking of himself as a farmer

(11.21f) and a 'slave' (112St') Even as the poet sings about Hope and how it keeps

various people going, he shows an awareness that .n the case of Nemesis reality is

different fiom the promise of Hope IJ2T)

Li.29·;10 (N) are structurally the equivalent of ll.Ll« iA) in that these lin- 0,)

contain an appeal, th.s time for pity tparc« D 12() (in A there was an appeal not to

show pity). And the poet warns too of the eonsequences should the appeal not be

heeded (1137·,Hl), the same phenomenon WI;) saw illIL7~1(l.
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As before the excursion on Hope, the poet's thoughts are still rather morbid at II.29tf

One may wonder whether the 'dead sister' is not perhaps a projection of the poet's

fantasies for himself and whether he is not again (cf L19) considering the ultimate

form of manipulation: 'I will die and you will be sorry' (cf Elegy 1.1.59-70). As in

Elegy 1.6 there is a great deal of intimidation present in this pcem, as is also evident

in the warning contained in 1137-40.

As ..t the beginning of section E, the P0E,t dismisses his train of thought at the

beginning of1141-54 (B1), and proceeds to find someone to blame. This time it is

the leila (II.4 ,1. ff.) , as opposed to Amor in B. As in B (11.130 the frustration

experienced at tli€.' doorstep of Nemesis features (11A7·50). And again the poet is

driven to distraction, cf 11.17-19 and 1151 f But this time he curses the lena (11.53f.),

not himself (II 17f) In the person of the lena he finds the lightning rod to turn his

destructive thoughts away from Nemesii and himself (see Cairns 1979: 186) But the

poet probably does not expect us to believe him when he says in 144: lena nocet

nobis, ipsa [melfa bona est. Rather he portrays how an infatuation can make one

believe such an unlikely idea, that Nemesis is 110t to blame.

The structure of inverse parnllellsm iconically reinforces the deadlock in the

situation of the poet 11';;remains frustrated despite the momentary promise of n

reversal offered by Hope.
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The following observations can be made about Tibullus' use of parallelism and

inverse parallelism:

a) There is an even greater prevalence of structures of parallelism and Inverse

parallelism in Tibullus than in Catullus and Horace. Not all poems of the latter two

poets can be said til contain such structures, but all sixteen 1- oems ofTibullus appear

to have such structures.

b) All Tibullus' poems haw structures of inverse parallelism for the poems as a

whole (the major structures), while some also have structures of parallelism and

inverse parallelism for sections of the poems (the minor structures). In the other

poets the majority of the structured poems have structures of inverse parallelism, but

some have structures of parallelism

C) Tibullus' elegies display a great variety of structures, even though all the

major structures ere structures of inverse parallelism In this regard the most striking

feature is the occurrence \)1' double and even tl'iple structures of inverse

pamlMism. Elegy 1.1 contains three more or less identical structures of inverse

par':lllelism, in parallel order, and Elegies 1.6, 1.9 and 1.10 have double structures

of RDVeI'Se parallelism. In Elegy 1.9 there is a high degree 0);' similarity and

interrelatedness between the two structures, while ill Elegies 1.6 and 1. 10 the two

structures are not interrelated, although there arc points of contact.

All the other poems have single structures of inverse parallelism as their major

structure, with yet again great variety in these structures.
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d) Of those poems with single structures Elegies 1.2, 1 3, 1.4, 1.5, 1.7,2.2,24,

2.5 and 7..6have simple structures, in that the elements (i.e. A or B Of C etc.) do not

contain extensive minor structures of parallelism or inverse parallelism. Conversely

Elegies 18, 2.1 and 2.3 have elements which contain extensive minor structures of

inverse parallelism (Elegies 1.8 and 2.1) or parallelism (Elegy 2 3)

e) Of those with double structures of inverse parallelism, Elegy 1.6 has a minor

structure of inverse parallelism in its first ma.or structure, and Elegy 1. 10 has minor

structures of both parallelism (in the first major structure) and inverse parallelism (in

the second major structure). There is often a remari. .ble degree of intricacy in minor

structures such as these.

f) Many of Tibullus' poems do not contain pea-fed structures of inverse

parallelism. Often some elements at the beginning are in parallel order to elements

at the end, e.g. in Elegy 1.5 the elements BI and Cl are in parallel order to Band C.

The same phenomenon can be found in Elegies 1.2, 18,2.2,2.3,2.4 and 2.6.

Similarly two poems contain double parallelism in the central elements, Elegies 2.,l

and 2 5, which have the elements D D' E Ei in the centre of their structures.

g) Another phenomenon related to the centre of the structures is the fact that the

central clements may be highly anaphoric; sec e.g. the usc of haec (hanc), iam, cum

libet and so/a in G in Elt!~{v1.2, the prevalence of quam in E in Ele1;Y 1.4, the use of

primus, hie, ille (illi) and Bacchus in D illElegy 1.7, the use ofuec tihi in E and EI

in Elegy 2.2, the frequent use ofpraeda in D (and DI) ill Elegy 23, and the high

frequency of.\jJt!v ill C ill Elegy 2.0 Amphora does not occur only in these c-ntrai

elements, but often the centre of a poem of Tibullus can be detected by the

pan ;l~l.llarlyintensive prevalence of anaphora
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general terms about a topic, not about his most immediate feelings.

In Elegy 1.2 the central element (G) in 11.43·52about the capabilities of the witch in

general seems almost like a digression from the immediate concern that the witch

should help him (HAlf and 53f)

So too in E'le&.'}1 1.4 the central clement (F) in1L27~J8 about the swift passage of time

is somewhat removed from the subject of more immediate concern, the advice given

by Priapus. Elegy 1.8 has a very similar impersonal central element (0) in 1l.39-48

on the swift passage of time and the need to enjoy youth while one may.

In the central element (D) of Elegy 1.7 Osiris and the origins of agriculture become

the subject instead of the immediate addressee, Messalla

Elegy 2.6 is again an excellent example, where the central element (C) in 11.19-28is

occupied by thoughts on the role of Hope (.'pes) in general in human affairs.

In several other poems there is a tendency for the centre to be devoted to thoughts of

a less personal nature, c.g. Elegies 1.3 (D DI), 2.3 (D n'), 2A (D DI EEl), 2.5 (C D

D'EE1C')

i) Like Horace?" and others Tibullus frequently uses the opposition between war

and love, and real wars and the 'wars of love' in his poems. The opposition

be,'ween war and love occurs in Elegy 1.1, at the beginning and end of the third

section (A4 and AS), but it is only at the end (Jr) that \. e find the proelium militia

amoris theme.

mm See the section on Horace, Odes, 1 6 and 2.12.
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The (":'position between love and war plays an even greater structural role in Elegy

1.2, where the exploits of the lover (D) can be compared to the exploits of the

military hero (D!) I say 'can be compared' because the poet does not make the

comparison explicit, although it is implicit in the structure

In Elegy 1.10 the opposition function, rgain, in A and AI, and D and Dl, with the

latter pair containing the concept oi proeltum amoris,made explicit in veneris ...bella

(1.53).

j) Tihullus often balances the male aspr'ct of an issue with the female aspect, and

he uses this balance in the structure of his poems In Elegr 1.2 the element C is

devoted mainly to how Venus teaches yom« girls to deceive their husbands, whereas

in CI it is the old men who make displays of their love, again under the influence of

Venus

So too in I~1ef!Y 1.3 the elements C and Cl represent the male and female aspects of

the religious interaction between humans and gods. In C there is a prayer to a

goddess based on a woman's piety, and ill ('1 0 prayer to a male god based on a

man's p~ety

In Eleg_v 1.6 the catalogue of Delia's trieks to deceive her husband (e in B) is
followed by a catalogue of the poet's tricks (e' in H). In the same poem the
mention of 'female 011 mnle violence (F) is immediately answered by thoughts on

the possibility of 'male OlInHemaDe' violence (FI)

In Elegy 1.8 observations 011 Marathus" hair and make-up (b and c in A\ are
balanced by observations on }DTIwllIW'S make-up aud hair (I.;! and b' in A), and so too

C and ('1 give the female and male aspects of an issue both a woman (C) and a man
«('I) can conduct secret love affain;



In Elegy: .1 the goth;' role in the origin of male ~m)k) (g in Ei) is balanced by the

country's role in the origin of female tasks (gl in B), d the "lffl:'d 0]' Cl!lIlJlliIJ{linn

women (m and m' in W) and men respectively (11and n' in HI) is considered

One may perhaps regard Band Bl in Fl T 2.5 as an instance of the phenomenon

under discussion, where Apollo and Nemcsls respectively serve as sources orr
inspiration, but certainly the contrast is not as apparent as those in Elepy 2.1, for

example. The same applies to B and ill inl::legy 26, where Amor and the lena arc

seen as sources of trouble.

k) The patterns observed in the structure of ry " poems constitute a strong

argument in favour of the integrity of the transmitted text. In his critical SUlTCY

of the scholarly work done on 'l'ibullus Ball (1983; 1976: 192) often refers to

proposals to transpose parts of the text. Gunther (jl)f)7 :Hll-9) proposes some

transpositions, but his arguments do not take into account the logic of structures of

inverse parallelism, whereby parts of a l'oeil. can correspond at a distance My

findings corroborate Ball's general scepticism about such attempt» at transposition.

I) Several scholars" have pai-! attention to thl.' structure of Tibullus' fi'n,'Ht b«)oR;.

of poems, and in this regard the kind of symmetry uoted in individual poems seems

to occur 1)11 a larger scale ill the collection of poems as a whole. Hall suggests that

Tibullus may he 'converting organizational devices used to compose elegies into

organizational devices which connect elegies' (Ball 1970 S) Cer .nnly Ball's

structural diagram for the hook of l'oeil's as a whole shows a resemblance :0 the

typical patterns c.f individual poems established by my own investigations (see Ball

1979:6)

I1t1 See Ball (l977-197lU13-17; 1'.J79 1-6), Littlewood (l9'70{J(J!.('j, Leach
(107iP9·105: 1980 79.(6), Powell (1974: 107-12)
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m) Despite my finding that all sixteen elegies of'Tibullus are structured along lines

of inverse parallelism, it need not follow that there is a meanlngful relatton between

the form and content of the poems on every occasion. Rather, it would appear that

the term of inverse parallelism was going to he used whether the content suggested

it or not. Nevertheless, in most cases I do posit such a relation between form and

content.

In Elegy 1.2 (see Appendix B) the static situation of the frustrated lover is reflected

by the structure of inverse parallelism: at the end the lover is still where he was at

the beginning of the poem, in front of'the closed door. So too the structure of inverse

parallelism inElegy 1.4 can be seen I.\S related to the static situation or deadlock in

the content of the poem: despite the fact that the poet is taught by Priapus how to

capture handsome boys, as he requests at the beginning of the poem, he has to

confess at the end that it is to no avail in the case of Marathus, In Elegy 1.5 the poet

again €;xperiences frustration or non-progression/deadlock in his quest for Delia,

which is reflected by the structure of inverse parallelism. And yet again, in Elegy 2.3

and also in Elegy 2 (, the lack of any real progress by the poet in his pursuit ,,!'

Nemesis, i.e. deadlock, is echoed by the structure of inverse parallelism. The same

is true in the case of Elegy 2.4, except that I argue that one should view the circle as

spiral 01' vortex in this case, because at the end the poet arrives at the same point ,'S

at the beginning of the 11\)l.)In,but at a higher/lower level His desperation has

increased dramatically, to the point of his being willing to drink poison

In Ele&'v 1.5 the image of the swift wheel of Fate (I.70) can also be seen as reflected

by the structure of inverse parallelism: the respective fortunes of the rival and the

poet may be reversed, once the wheel of Fate has come fu!~circle. So too the

structure of inverse parallelism in ":legy 1.3 echoes the reversal in the poet's fortune

and outlook: he moves Hom his sickness and disastrous departure from Delia at the

beginning of'the poem to an envisaged reunion with her at the end ofthe poem. Om;

can also :l1"I;\11e that the structure ofinverse parallelism inl~l:.',f.,ry l,g (,;,,'e Appendix B)

is related to the content of tho poem: tin; poet conducts the hOI. h'llui. circle limn an
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acknowledgement of his love for Pholoe to a virtual renunciation of it, in the hope

that he, the poet, may benefit (see Bulloch 1973 71-89; Booth 1996:232-40). Again

one can see a reversal in both form and content. In Elegy 1.9 (see Appendix B) the

reversal inherent in the concept of'ti,e uncovering of and freedom from deceit (see

the A and B elements) as well as the reversal implied by the idea of punishment ,:.ice

the C elements) can be seen as reflected by the two structures of inverse parallelism.

In Elegy 1.7 the idea of cyclical return, implicit in the concept of a birthday

celebration, can be seen as related to the structure of inverse parallelism in the

poem

A structure of inverse parallelism can also suggest enclosure: in Elegy 1.10 the

poet's prayers to the Lares to save him (B and B1) come from within a situation

where he is concerned about the dangers of war (A and N), and thoughts on the

'wars' of love (D and Dl) are entertained within the embrace of calls for the advent

of peace (C and C1). I also mention the possibility that the enclosure inherent in the

idea of being chained as a slave may be reflected by the structure of inverse

parallelism in Elegy 2.4.

In Elegy 2.1 (see Appendix B) the structure of inverse parallelism is related to the

idea of completion found in the content of the poem: the beginning or the poem

represents the beginning of the lustration ceremony, whereas the end of the poem

represents the end of the feast day. The day has come full circle. I .ugue for the same

in my discussion of Elegl' 2.2, that the structure of inverse parallelism iconically

reinforces the idea of completion 01' fulfilment that is found ill the poem.
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:5 HORACE

5.1 Previous structural studies done on Horace

A number of scholars have seen parallelism and inverse parallelism in the sequential

arrangement of Horace's Odes. Santirocco (1986:3) mentions the work of Von

Christ and Kiessling, done a century ago. Since then Ludwig (1957), Collinge

(1961), Dettmer (1976), Santirocco (1986) himself and Porter (1987) have done

studies along the same lines To give but two examples, Santirocco (1986: 150f)

proposes that Odes 1-7 of Book I are balanced by Odes 24-30 of Book 3 in inverse

parallel order, and Ludwig (1957336-45) suggests a structure of inverse parallelism

for the first twelve odes of Book 2.

Collinge (1961 :43-6), while not quite unappreciative of Ludwig's proposal, is

nonetheless sceptical, considenng it more likely that s~ .,'.patterns would operate

inside individual poems, rather than among g!'OUpS of poems. Collinge (1961: 36)

sees in Horace a compositional technique of 'balance and contrast at the levels of

phrase. stanza, and the whole poem', which he calls 'responsion'. Be divides the

Odes into those that show responsion and those that do not. Those that do show

fL. onsion are further divided into the categories of strophic, patterned, symmetncal

and interwoven (pp.70-82). It is in the category of symmetrical responsion (pp.80-2,

I !2-14) that he finds a number of poems where the thought pattern is arranged in

inverse parallel order. He detects mostly simple A B B! Al patterns.

Cordray ( 1956.1 13-16) writes about simpleA f; structures, where the first !)art states

the situation or a general observation, and the second expresses a contrasting aspect

of the same thought (ice 5 :> 2)., nne!also about A B AI 81 patterns, wherein 'N and

H! always develop the same aspect of the main thought which is in A and B'

(Cn'dray 19561 !:,),i.e. SIll' sees patterns ofparallelism.
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Both Blangez (1964:262-72) and Moritz (1968: I i6-31) stress the important role

played by the numerical centre in Horace's poems, but Moritz (p.117) warns against

the hope of finding a universal recipe which can be applied to every ode. Sometimes

the numerical centre is also the structural centre (e.g. in Ode 1.4 - see Blangez

1964:269), but 110talways, in my view. Blangez (1964:271f.) also makes valuable

observations about the relation between the beginning, centre and end of some of

Horace's odes.

A major contribution to the study of'parallelism and inverse parallelism in Horace's

Odes was made by Nadeau. In a series of articles (see bibliography), Nadeau

investigated all the odes of Book 2 and most of the odes of Book 3. Nadeau's

method is similar to my own, except that he is on the whole somewhat readier to

posit a correspou ace than I tend to be - some of his correspondences are too subtle

or tenuous to warrant credence. Also, he does not confine himself •. ~(raightforward

structures of parallelism and inverse parallelism, but is often concerned only to list

all the correspondences in a poem, or those between the first and second halves of

the poem in general He sees structures of parallelism and inverse parallelism in

several poems, but occasionally fails to make the structure of inverse parallelism

explicit, even though the correspondences which he notes point to it. He often argues

for parallelism between the fi 3t and third parts of the poem, grouped round a central

stanza or two. On a numb r of occasions our findings are almost identical, on other

occasions his analyses are plausible but different from my own, and sometimes we

differ substantially. Occasionally my own analyses are informed by his findings, i.e.

he provides the clues without which I would have been .• f1: in the dark.

Syndikus (1995 :28-31), in an illuminating article dealing with several features of

Horace's structural strategies, draws attention to his use of 'ring-composition', i.e

A B A' patterns, in at least ten odes, seven of which fall within the scope of this

study. I will refer to his findings in the course of this chapter In his two

commentaries on the Odes (1972 and 1973) Syndikus anticipates 501l1~ of the

findings of his later study.
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Similarly Tarrant (1995 32-49) argues for A B .A} structures in <ZL least twelve odes

Three odes falling within the scope of 111>,study, Odes 2.7, 2.10 and 3.9, are

discussed in full. I often argue for more complex patterns than those suggested by

Syndikus and Tarrant, but this does not necessarily invalidate their resul " in that it

merely represents a refinement of their findings

One can, it seems, speak of a growing awareness of Horace's use of inverse

parallelism. I will argue that Horace's handling of parallelism and inverse

parallelism yields patterns as intricate as any produced by Catullus or Tibullus.

5.2 Procedure

Seeing that Nadeau has covered so many of the poems from Books 2 and 3 of the

Odes, I have taken most of my examples from Book 1,whilst using poems from the

other Books for comparative purposes. Only once have Itaken a poer from Book

4. :t will be noticed that I proceed from Ode 1.3 up to Ode 1.7 (53.l). As all these

poems yield structures of inverse parallelism, I have added a section on poems

structured along parallel lines (5.3.2), as well as a section containing poems in which

both structural devices occur (5.3.3). Some cf the more intricately structured poems

2.1e not discussed, but they do ~eature in Appendix C, resulting in the complete

coverage of the poems in Ode.', 1-3 which display structures of parallelism and

inverse parallelis:n.



5.3.1 Poems in which struetures of inverse parallelism occur

Ode 1.3 and another propempticon, Oele 3.27

Ode 1.3

Sic te diva patens Cypri,

sicfratres Heleuae, lucida sid.era,

ventorumque regal pater

obstrictts aliis praetor Iapyga,

navis, quai! tibi creditum

debes Vergilium, finibus Atticis

reddas incolumem precor,

et se.'·ves animae dimidium mcae.

5

illi robur et aes triplex

circa pectus erat, qui fragilem truci

commisit pelago ratem

primus, nee timuit praecipnem .tVi'icUI11

decertantem Aquilonibus

nee tristis Hyadas nee rabiem Nott,

quo non arbiter Hadriae

maior, tollere sell ponere vult freta.

quem mortis timuit gradum,

qui siccis oculis monstra natanua,

qui vidit mare turbidum et

infamis scopulos Acroceraunia?

nequiquam deus abscidit

pntdens Oceano dissoctabtlt

1()

15

20



173

tetras, si tamen impiae

non tangcnda rates transiliunt vada.

audax omnia perpeti

gens humana mit per vetitum nefas.

audax Iapeti genus

ignemfraude mala gentibus tntulit.

post ignem aetheria do.no

subductum macies et novafebrium

ten is incubuit cohors,

semotique prius tan/a necessitas

Ieti corripuit gradum.

expertus vacuum Daedalus aera

pennis non homini datis:

perm pit Acheronta Herculeus labor.

nil mortalibus ardui est:

caelum ipsum petimus stultitia neque

ner nostrum patimur scelus

iracunda Iovem ponere fulmina.

25

30

35

-10

So may the goddess ruling Cyprus,

so may the brothers of Helen, the gleaming stars,

and the father of the winds guille you,

with all except the Iapyx confined,

o ship, who owe to us Vergil

entrusted to you; to Attic borders

deliver him safely, I pray,

and preserve him who is half of my soul.

P ~ had oak and triple bronze

around his heart, who first committed

his frail boat to the grim sea,

and did 110t fear the Africus hurtling down,

5

10
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as it struggles with the Aquilones

nor the gloomy Hyades nor the rage of Notus,

than whom there is no greater 1U1erof the Adriatic,

whether he chooses to swell or calm the waves.

What approach of death did he fear,

who with dry eyes looked on monsters swimming,

who looked on the troubled sea and

the infamous cliffs of Acroceraunia?

In vain did the far-seeing god cut off

the earth from the incompatible

Ocean, if impious boats nevertheless leap across

the shallows not to be touched.

Daring to endure all things,

the human race rushes through forbidden wrong.

The daring offspring of Iapetus

by wicked deceit brought fire to the tribes.

After fire was taken down from its heavenly

home, wasting disease and a new throng

of fevers threw itself upon the earth

and the previously slow inevitability of

distant death hastened its approach

Daedalus tried out the empty air

on wings denied to man;

Herculean toil burst through Acheron.

Nothing is too steep for mortals;

heaven itself we strive for iJ1 our folly, and

through our sin we do not allow Jupiter

to lay down his angry bolts.

15

20

25

30

35

40



175

Both Ddt! 1.3 and Ode 3.27 have puzzled scholars, especia!1y the question whether
the poems display unity or structural cohesion. With regard to Ode 1.3 it has been
considered odd that a prayer for a safe voyage for Vergil (11.1-8)should be followed
by such stron , words about the first seafarer and other pioneers (11.9-40). It has even
been suggested that the two parts represent two poems (Prodinger 1907:165-72).
And with regard to Ode 3.27 scholars have expressed doubts whether the story of
Europa (1125-76) is well integrated with the introductory 1l.1··24 (see the text and
discussion of Ode 3.27 below)

I believe it can be shown that Ode 1.3 contains a single structure of inverse
parallelism, which would certainly strengthen the case for the unity of the poem,
whilst Ode 3.27 contains two structures of inverse parallelism, with the dividing
line being exactly where the introductory twenty four lines meet the start of the
mythological story. Yet I will argue for the unity of the latter poem too.

The main point to be made in the ensuing discussion will be that the sea voyages in
both poems are ofa metaphorical nature. The metaphorical nature of both voyages
has been argued fer separately by scholars, more so in the case of Ode 1.3, but to my

knowledge the two poems have not been considered together It is appropriate that
they be considered in conjunction, occurring as they do close to the beginning and
end of the collection of three books of poetry that was published as a unit. Ode 1.3

is, in my view, a poem about "daring to write', and Ode 3.27 a poem about 'daring
to publish', the latter being the natural corollary of the first.

Apart from Prodinger's approach to Ode 1.3, mentioned above, attempts have been
made to explain the relation between the introductory prayer in 11.1-8and tIle ensuing
discussion on the pioneer seafarer. pyrotechnic, aviator and visitor to the
Underworld. Hendrickson (1908:100-4) argued that the second part (1l.9ff) is
expressed in such strong terms because the poet's love for his departing fliend Vergil
is so strong (cf. serves animac dimidium nteae - 18), an argument towards which I

am quite sympathetic. It has also been argued that the second half is a study in man's
tragic heroism, an indirect way of expressing admiration towards Vergil for
undertaking such a dangerous journey (Elder 1952: 140-58, esp. 144, 1,18-52).
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Another way of tackling the problem is to see it as a metaphorical sea voyage upon

which Vergil embarks, his taking up of epic as a genre, i.e. the writing of the Aeneid.'

Such an approach can account for the epic touches in the poem (Basto 1982:30-3)

and the poem can be seen, "e counterpart of Ode 3.27, where a case for a

metaphorical journey can also be made.

The question could be settled if we knew whether Vergil undertook such a journey.

If he did not - and there is no knowledge of such a journey during the period when

Books 1 to 3 of the Odes were written - it would be a natural conclusion to draw that

this is a metaphorical journey. It could, of course, be both.

Be that as itmay, Basto made a long and impressive list of possible literary allusions

to the Aeneid in this poem, which would mean that Ode 1.3 was a late poem in the

collection and that HI·· "acehad knowledge of Vergil's work as it progressed (Baste

1982:34-7; see also Zumwalt 1970:32-5). Baste himself does not discount a literal

reading of the poem, but is more inclined to the view that it is a metaphorical

journey, that Vergil's 'voyage to Greece symbolizes his progress at writing the

Aeneid, an effort to cross the high seas of epic poetry' (Basto 1982:38). Horace's

poem is meant to encourage Vergil to complete his 'voyage'.

Basto points out that the use of sailing as a metaphor for the composition of poetry

extends back as far as Pindar (e.g. Pythian IO.5If) and that the metaphor had

become almost a cliche among Augustan writers (Basta 1982:38).

In Ode 4.15.3f Horace says that Apollo forbade him to spread Ius tiny sails on the

Tuscan Sea. He was not meant to attempt epic accounts of fights and conquered

cities. So we see that Horace does make use of this metaphor on another occasion.

And his addressee in this poem certainly used the metaphor too.

See Commager (1962120), Lockyear (1967:42-5), Zumwalt (1970:22-108),
Basto (1982 38-40). Lyne (1995 79[)
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The first possible use of this metaphor in Vergil occurs at Georgics 1.40 where the

poet asks Caesar for an easy course tdafacilem CIII'SlIm). At Georgics 2.39 Vergil

asks Maecenas to traverse with him the toilsome task he has undertaken a.id in L41

he uses the seafaring image to describe the poetic enterprise, when he tells Maecenas

-pread his sails to speed over an open sea, and yet, despite the reference to the

open sea, Vergil indicates in 1I.44f. that he will stay close to shore in writing the

Georgie.'). The 'open sea' is a symbol for the writing of epic, as we shall see. At

Georgics 4, 116f the image of writing as a sea voyage occurs again. Here the words

extrema ..fine Iaborum and terris indicate that he is near the end of his poetic task

The words.fillibus Atticis in Horace Odes 1.3,6 may in the light of the above be taken

as a reference to the end of the poetic task. Atticis may allude to the fact that epic

was originally a Greek literary form."

Propertius also has instructive examples of the use of this image. In Propertius

3.3.22-4 Apollo likens the writing of epic to venturing into the open sea where it is

roughest. Propertius had better stay close to shore (like Vergil in the Gcorgu:s) In

Propertius 3,9.3f., 35f., the same equivalence between epic poetry and voyages on

the open sea is made. Again Propertius prefers to stay close to shore."

In Ode 1.3 Horace says that Vergil is voyaging on the open sea, and it seems justified

in the light of the above to consider it as a possible metaphor for the writing of epic.

h Zumwalt (197049), after a lengthy discussion of fin/bus Atticis. concludes:
'Vergil's destination isfines A ttici, the center of classical Greek culture; the
exemplar Graecum of epic was Homer. Fines Attici may also symbolize
Atticism, the rhetorical counterpart of Callimachean literary values.'

Cody also surveys the poems in question and comes to the same conclusion:
'The ship of poetry, as it appears in Propertius Elegies 3.3, thus denotes the
Callimachean stylistic distinction between the genus tenue and the genus
grande of epic. Various conventional elements appear such as the vast and
stormy sea, the large ship, and the large, billowing S1i1S, all of which
represent the epic genre and are opposed, respectively, by the coastline (or
shallow waters), the small ship, and small or furled sails, all of which
represent the genus tenue' (Cody 1976:85). See also Zumwalt (1970:76-8)
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Cody argues that the wordsfmgilem ratem in 1l.IOf of Ode 1.3 possibly refer to
the Callimachean poetic ideal of the genus tenue. 'If Horae> exploits the ship of
poetry in C.1.3, his characterization of the ratem (1 I) (1, fragilem (l0) may signify
that Vergil's poetic ship. hitherto tenuis, is now launc'iing into the higher stylistic
realms of the truci...pelago (10-11) and mare turbidt ?'! •«hose dangerous waters were
conventionally braved only by grand epic ships ...The impiae rates (2~-24) which
'leap over' (24) 11011 tangenda vada (24) may symbolize the boldness of poets who
exchange tenue themes for formally grande themes of epic. By employing the
Callimachean ship of poetry, Horace praises Vergil's fearless audacity (25-26) in

undertaking the elevated Aeneid' (Cody 1976:89).

The 'audacity' mentioned by Cody may be yet another clue that Horace has a literary
undertaking in mind in Ode 1.3. The word audax (11.25, 27) occurs in the very centre
of the poem's structure, as we shall see, and is stressed by repetition. Although it ;s
applied here to tile human race in general and to Prometheus, the word was used by
Vergil himself in the Georgics to describe his pioneering literary labours in writing
the Georgics' and the Eclogues' Catullus also uses the word audeo to describe
Cornelius Nepos' pioneering literary work, in his first poem.' Ennius too appears to
be using the word audeo in the context of breaking new ground for Latin literature."
It thus appears to be used often when a Latin writer attempts to follow in the literary
footsteps of his Greek predecessors (see Buchheit 1972:22f). Horace may be

alluding to this use of the word in this poem, for as Jones (1963 :86-90) has shown
Horace most often (13 out of 24 occurrences) uses the word am/eo in his works to
describe those who 'dare' to write, an act sometimes approved by him and sometimes
not. At least twice (epist. 2.1.166 and sat. 2.162f.) the word refers to those who
attempt to emulate Greek models in Latin.

d georg. 1.40: atque audacibus adnue coeptis.
georg. 2. 175: sanctos ausus recluderefontis.

georg. 4.565f.: audaxque iuventa, "ityre, te...cecini.

Catullus 1.5-7: ausus es unus Italorum omne acvum trihus explicarc canis
doctis, Iuppiter, et laboriosis.

c Ennius, fr.210: nos ausi reserare. See Skutsch (1968: 1190
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As far as the structure vf the poem is concerned, the contribution of Carrubba
(1984: 166-73) needs to be mentioned. He saw in the poem three main sections (11.1-

8, 9-24, and 25-40) which are primarily linked to one another by the four basic
elements, earth, fire, air and water. In the first section the elements occur as follows:

Cypri '= earth
lucida sidera = fire 2

ventorum '" air 3

navis = water 5

He observes that each of the divinities (Venus, Castor and Pollux, Aeolus) are
referred to by the introduction of one of the four basic elements. And he proceeds
to point out that these four basic elements also feature in the second and third
sections, in the following pattern:

Earth Fire Air Water I Water I Fire Air Earth
Section 1 Section 2 Section 3

Although Section 2 is primarily concerned with water, the other elements also occur:

Africum ...Aquilonibus .....Noti

Hyades

scopulos, Acroceraunia

= air
0= fire (and water)
== earth (and fire)"

In Section 3 the elements are linked to the following individuals

Prometheus . fire
Daedalus : air
Hercules : earth

27f

34£
36

It Hyades has an etymological link with rain, and AC1"f)Cemlmia with fire
(Carrubba 1984:169).



180

However. Carrubba (I984: 173) himself sees in the iracunda ...fulmina of Jupiter
(l.40) a correspondence to the fire of Prometheus, when he demonstrates the high
degree of parallelism between the beginning (11.25-8) and end (1137-40) of Section

see also Jones (1963: I28f), who points out that water (Acheronta - 1.36) is

actually the ele, ent in question in Hercules' case. Thus. whereas the poet may well
have played with the elements as suggested by Carrubba, the pattern proposed by him
breaks down in the light of the above objections.

I propose the following structure for the poem:

A The gods' help requested - Venus (J'

- Dk scuri (2)
- Aeolus (3)

B The pioneer sailor
C Dangers the sailor did not fear,

including the approach of death
D The sea was forbidden territory
E aud.ax omnia perpeti gens
EI audax Iapeti genus ...gentibus
DI Fire was forbidden
Cl New dangers introduced owing to

the theft of fire, including the
more rapid approach of death

BI The pioneer air traveller
and the pioneer Underworld traveller

A' A god's anger provoked - Jupiter (40)

1-8

9-12
13-20

mortis ...gradum ( 17)
terras (23) 21-4

25£

27£
28

29-33ferris (31)

leti...gradum (13)
34-6

37-40

It is ironic, in the light ofllJ7-40 (AI), and also ofll.21-4 (D), that the gods' help
can be invoked at all in II.1-8 (A). The gods are asked to aid a project in which they
can take little delight, as the rest of the poem makes clear.

In 11.21-4 (D) it is specifically stated that the ships are impiae (1.23) in crossing the
sea and that the god (deus -1.21) would have wanted to have it otherwise. And the
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attempted journey to heaven of 1137-40 (N), the ultimate frontier, is met with

Jupiter's iracunda ...fulmina (1.40), most unfavourable atmospheric phenomena as

opposed to the favourable ones requested in II 1-8. Jones has dealt at length with the

apparent inconsistency of the poet's admiration and prayers for an undertaking which

is forbidden. She writes that 'what is impious daring, severely condemned, for most

men, is, for the poet, not only permitted but divinely sanctioned In this, poets are

like gods or heroes who not only can, but must do what the ordinary man cannot and

should not do' (Jones 1963:74f, cf 118f)

Although Horace says in IU8f that it is stultitia to seek heaven, that is precisely

what he, as poet, strives for in Ode 1.1.36, and what is ItlSO permissible for other

exceptional people (cf Odes 3.2.21-4, 3.3.9f).

One may consider the possibility that this distinction between ordinary mortals and

heroes is made in the very centre of the structure (E and El): the audax.: gens
humana merely rushes on through forbidden wrong (to their ruin"), whereas the

audax Iapeti genus actually achieves something for the gentes, albeit by deceit, and

with all kinds of consequences.

The mention of the pioneer sailor in 11.9-1::'(B) is balanced by that of tile pioneer air

and Underworld travellers in 11.34-6(Bl). Band C actually belong together, but are

separated in the analysis to show the correspondence between C and c', where I have

highlighted the repetitious references to the approach of death.

The striking thing about the sailor is his fearlessness (nee timuit - L12, timuit -1.17):

he does not fear the winds, the sea monsters, the sea itself: nor the rocks, and he does

not fear the approach of death : onically it is precisely the sort of fearless and

audacious transgression of . ;i the sailor (1l.21-6) (D and E) is guilty, and

especially Prometheus (1l.27f) (Dl and E ), which increases the likelihood of an

untimely death or hastens that very approach of death (1l32f ).i

Paschalis (1995: 188-90), with reference to Georgics 1.328-33, highlights the
connection between Acroceraunia ('the Mountains of Thunder') (1.20) and
iracunda /OWI1I ponerefulmina (1.40): the sailor's impietas (cf 1.23) exposes
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The reF A'S to death are rather frequent towards the end of the poem: macies and

novafebrium .,.collors (II.3Of) could br' 19 it on, the above-mentioned 1l32f are all

about death, Daedalus lost his son Icarus in his experimental flignt,' Hercules visited

the world of the dead (1.35) and inl.37 we are reminded that we are mortales. And

yet the pioneers overcame death by achieving immortal fame or immortality itself,

of which Hercules' bursting through Acheron can be seen as a symbol.

Concerning Daedalus, in Ode 2.20, which is entirely devoted to Horace's immortal

fame as a poet, Horace uses Icarus as an example of a person who achieved renown

(1. 13), which may well be the conno.ation Daedalus has in Ode 1.3, apart from his

transgression. In Ode 2.20 the poet predicts his own soaring aloft, upborne by wings

of literary fame· it is clear that his flight of fame is compared to Icarus' flight.

Vergil would have understood the desire for fame (cf gem-g. 3.284-93) and the

image oftlying to express that desire (cf georg. 2.475-7; 3 Sf). Icarus' fate reminds

us that a safe arrival is not guaranteed, hence the poet's prayer at the beginning of

this poem.

him to the same risk as that of tne man who attempts to storm heaven.

Jones (l963:12Sf) says: 'It is particularly significant that in most of
Horace's references to this myth, Icarus has the more important role, yet in
"SI;; te diva", where Icarus would seem to offer the best possible example of
the destruction which awaits the impious daring, the poet has chosen instead
Daedalus whose flightwas successful. Such a choice seems to imply that the
artificer can devise the means which enable him to escape the labyrinth, but
the accomplishment cannot be given to, or shared with, <"'y one else. Each
ma.; mus, create his own escape from his earthbound condition, and of all
men it is the artist who is best able to do so.' Zumwalt (1970: 86) sees both
Daedalus and Icarus as possible models for Vergil. 'If Vergil is to be like
Daedalus, he will be able...to venture into an alien realm, epic, and will
succeed in reaching his poetic destination. But ifVergil is to be like Icarus,
he will be impervious to the dangers of his undertaking, and through
excessive boldness, will bring poetic ruin upon himself 1he difference
between poetic success and poetic failure for Vergil may be discretion. Go
out of your element, if you must, Horace implies, but proceed with caution;
exercise judgment and artistic restraint.' See also Bonfante (1992 36f).



Impios parrae recinentis omen
ducat et praegnas canis aut ab agro
rava decurrens lupa Lanuvtno

fetaque vulpes:

rumpat et serpens iter institutum

sf per obliqU1I11Isimilis sagittae

terruit mannos: ego cui timebo

providus auspex,
antequam stantis repetat paludcs
imbrium divina avis imminemum,
oscinem corvum pr-ice suscitabo

salts ab ortu.

sis licetfelix ubicumqnemavis,
e! memor nostri, Galatea. Vivas,

teque nee laevus vetet ire pie us

nee vaga comix.
sed vides quanto trepidet tumultu
pronus Orion. ego quid sit ater
Hadriae novi sinus et quid alb us

peccet Iapyx.
hostium uxores puerique caecos

sentiant motus orientis Austri et

aequoris nigri fremitum et iremeniis

verbere ripas.
sic et Europe niveum doloso
credidit tauro latus et scatentem
beluispontum mediasquefraudes

palluit audax.
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nuper ill pratis studiosaflonun et

dehitae Nymphis opifex coronae,

nocte sublustri nihil astra procter
vidit et undas.

quae simul centum tetigit potcntem
oppidis Creten, 'pater, (J relictum
ftliae nomen, pietasque ' dixit

'victafurore'
uncle quo vent? levis una mol'S est

virginum culpae. vigilansne ploro
turpe commissum, all vitiis carentem

ludit imago

vana, quae portafugiens eburna
somnium ducit? meliusne fluctus

ire per longosfuit, all recentis

carpcre flares?

si 'luis infamem mihi I1Ime iuvencum
dedat iratae, lacerareferro et

frangcrc enitar modo multum amati

COI'llUCl monstri .

.impudens liqui patrios Pcnatis,
impudens 0]'C1/11I moror. () deorum
si quis haec audis, utinam inter errcm

nuda leones'

antequam turpis macies decentis
occupct malas teneraeque St/CIIS

defluat pt. tcdae, speciosa quaere
pascere tigris.

"vilis Europe, "pailI' nrget absens:

"quid mort cessas? potes hac all orno
pendulum zona belle te sccuta

laedere collum.
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sive te rupes et acuta Ieto
saxa delectant, age te procellae
crede veloci, nisi aile mavis

carpere pensum

regius sanguis dominaeque tradi

barbarae paelex. ", adem! querenti
perfidum ridens Venus et remtsso

filius arcu.

mox, ubi lusit satis: 'abstineto'

dixit 'trarum calidaeque rixae,

65

70
cum tibi , .IS Iaceranda reddat

cornua taurur
IIX01' invicti lewis esse nescis:
mitte singultus, belle/are me lam

disce /0,.11IIIal11; tua sec/lis (If. c,,;

nomina ducet. '
75

May the omen of a hooting owl's refrain conduct
the wicked and a pregnant dog or a tawny wolf
running down from a Lanuvian field

or a newly delivered fox;
and may a snake interrupt the journey begun,
when lib: an arrow across the road it terrifies
the ponies: but for him for whom I shall fear.

as a prophetic augur,
before the bird that forebodes impending
rain revisits the stagnant swamps,
the omen-singing raven I shall rouse

with prayer from the rising sun,
May you be favourable, wherever you prefer,
and live mindful cf'us, Galatea;
And as for you, may neither a woodpecker on the len

nor a roving rook forbid you to go,
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But you see with what great tumult rages
tilting Orion. I know what the dark gulf
of tile Adriatic is and how the dear

Iapyx misbehaves
May the wives and children of our foes feel
the blind motions of tile rising Auster and
the roar of the dark sea and the shores trembling

LInder the crashing wave.
So too did Europa entrust her snowy side
to the treacherous bull and grew pale at the sea
teeming with beasts and deceptions in mid-ocean,

the daring one.
Shortly before among the meadows, absorbed in flowers
and weaving a garland due to the Nymphs,
in the glimmering night nothing except stars

she saw and the waves.
As soon as she touched Crete, ruling a hundred
towns, '0 father, 0 forsaken name
of daughter, and filial duty,' she said,

'I am overcome by frenzy.
Whence, whither have I come? A single death
is too light for maidens' fault. Am I awake, deploring
a hideous deed or am I free from fault

and does a phantom tease me,
which, fleeing idly from the ivory gate,
brings but a dream') Was it better
to go over the long waves or

to pluck fresh flowers?
If anyone now were to deliver that infamous bullock
to me in my anger, I would strive to mangle him
with iron and break the horns of the lately

much-loved monster.
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Impudently I forsook the paternal Penates,

impudently I delay Orcus 0 if any

of the gods hear these things, would that J wander

naked among lions!

Before hideous wasting disease seize my

comely cheeks and the sap drains

from the tender prey, while beautiful Iwish

to be fed to tigers.

"Worthless Europa," my absent father urges,

"why do you delay to die'? On this ash tree you

can hang yourself with the girdle which has

fortunately followed you.

Or if the cliffs and the rocks keen for death

delight you, .',1me entrust yourself to the

rushing gale, unless you wish to pluck

a mistress' wool,

though of royal blood, and to be handed over to

a barbarian mistress, a concubine." To the complaining one

approached Venus, smiling treacherously, and her son

with slackened bow.

Presently, when she had teased enough, she said,

'Abstain from angers and heated quarrel,

1. 'len the hated bull gives you his horns

to be mangled.

You do not know how to be the wife of invincible

Jupiter. Cease your sobbing, learn to bear well

your great destiny; a region of the earth

will take your name. '
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Quinn (1963:253-65) reviews the lh,rature on the poem and observes that scholars

have difficulty in relating hi..! first-twenty four lines to the mythological story (see

also Zehnacker 1995:69-71). Some see the poem as a:'·0!lb.lpticol1 for Galatea (111-

24) with the mythological story (1125-76) dragged ill as a caut.onary : Bm then

they are puzzled by the happy ending. Another approach is t) see the Europa story

as ,1 tale told for its own sake with the propempua . " {J111y 1.0 get the

poem going (Fraenkel 19571930

Quinn himself gives a most illuminating discussion of how -,two .·f'·L.. cell

as related, the Europa story having a backward-working informative i~ . til " with

regard to Galatea's situation. According to this view we must deduce from the

Europa myth that Galatea is also doping with another man (see also Zehnacker

1995 72) The cautionary tale, i.e. Europa's story, is meant to show that she will

come to regret her action, but unlike Europa she will not have the consolation that

a continent is named after her. Quinn also shows how the introductory twenty-four

lines can be read as an ironical statement, i.e. the poet warns the girl even as he

ostensibly reassures her. In Quinn's words, 'we can detect playful malice in

Horace's innocent-sounding valediction' (Quinn 1963 :259). Zehnacker (1995 :76-81)

s=es a more magnanimous attitude in the poet when he wishes Galatea well. He sees

the poet as taking leave of love and love poetry here near tho end of Odes 3.

This notion, that the poem is also about Horace's poetry, is expounded by Kilpatrick

(1975: 195-7), who points out that there is a problem with regard to the name Galatea.

He shows that the name Galatea sometimes occurs in propeniptica, in prayers that

the nymph with that name might accompany the voyager (e.g. Propertius 1.8.17-20
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and Ovid, Amores 2.11.33fT} Kilpatrick argues that Horace could hardly have used

the name in any other sense; therefore, he is addressing the nymph, not a girl.

Kilpatrick argues that the real voyager, the unspecified ego cui timeho of 1.7, is

Horace's book of poetry, the first three books of Odes, for which he fears a, he

publishes it. He adduces as support for his t' Epistles 1.20, in which a book of

Horace also goes on a hazardous journey, this time in the person of a faithless boy.

In the latter case it is made explicit that it is a book which is venturing out into the

world.

According to this theory the impii (l.I) and hastes (1.2I) are the poet's rivals and

detractors. 'The perils and rewards facing the poet in letting his dearest creation face

the world are suggested by the exemplum of Europe: her temerity, her fear, her self-

reproach, and her promise from Venus of immortal fame, divinely ordained'

(Kilpatrick 1975:203). In 128 Europa is specifically described as audax, the word

so often applied to pioneers and poets engaging in innovative poetic enterprises (see

the discussion of Ode 1.3 above) The fact that Europa crossed the sea (ll.2S-8)

lends support to the view that she is used as a symbol for the innovative poet, the

almost superhuman figure who may attempt what is forbidden for others, and who

can pull it off and gain immortal fame (1174-6)

Further corroboration for this theory may be found ill lL29f. and 11.43f, with the

references to the picking of'flowers for weaving a garland. Apart from the surface

level meaning in the myth itself, the words may well refer to the poetic activity of

writing verse. In Ode 17.7 deccrpo is used in a literary context (undiquc

decerptam ....olivomy;with regard to which Nisbet and Hubbard (1970:97[,) refer to
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Lucretius 1.928-30: tuvatque novos decerpereflores insignemque meo caput petere

inde coronam muleprius nnlli velarint tempera musae. It is possible that Horace's

recentis carpere flares (1l.43f) is meant to recall Lucretius' novas decerpere flores,

in which case 1l.42-4 would have the secondary sense: 'Should I publish my poems

with all the dangers attached to such an enterprise or should I just have continued

writing poetry?" Europa' s concern whether she has done the right thing in

entrusting herself to the bull may signifY the poet" s doubts as to the wisdom of

entrusting his book to the eye of'the public. The public, like the bull, can be said to

be dolosus 0.25), so one would not be surprised if the poet had ambivalent feelings

about it (cf 1I.47f:jl'tmgere enitar modo multum amati cornua monstriy.

I find a double structure of'Inverse parallelism in this poem. In the second structure

the elements D and Dl are loosely connected by a number of correspondences, not

in parallel or inverse parallel order.

1

A !II omens wished for the impious 1-7

B suspices oscinem C01'\'/l111 ( 11) 8-12

C licetfelix ubicumque mavis 13

C' et mentor nostri, Galatea. VivaS 14

31 Auspices picus .., cornix (ISf) ISf

A' A stormy voyage wished for enemies 17-24

In Ode 3.2.".7 the word rcCt'1IS is used by Horace in connection with the
subject-matter of his poetry, and in Ud« 330.8 he uses the word ofhimsel;'
as an ever-famous poet. In Od« 3.27 the word may refer to the newness of
his poetic enterprise (cf Ode 3.30.130, as in the case of the passage from
Lucretius.
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2
D Europa's story and self-address 25-44

a the name Europa Europe (25)

b she entrusted herself credidit (26)

c the treacherous bull and

deceptions in mid-ocean (25-7)

d she addresses her father pater (34)

e and her lost name relictum ...nomen (34f)

f talk of death mots (37)

g does a phantom tease her? ludit (40)

h she used to pluck flowers ca'1Jl!rl! (44)

E Self-address continued

she would mangle the bull si quis (45) 45-8

iratae, lacerare (46)

cornua (48)

F impudens liqui patrios Penatis 49

FI impudens Orcum motor 50

El She wants to be fed to lions si quis (51) 51-6

DI She imagines her father's address 57-76

and hears Venus' address

a' the name Europa Europe (57)

dl she imagines her father's address

f' talk of death mori (58), leto (61) 58-63

bl she must entrust herself crede (63)

hi she may pluck wool carpere (64)

cl Venus smiled treacherously (;)7)

gl Venus teased her Iusit (69), irarum (70)

laceranda .../ cornua (71 f)

e' Europa's name is not lost nomina (76)
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If we take the voyager as the poet's book of poetry, 11.1-7(A) and ILl6-24 (A')

already indicate who may be responsible for a rough passage or reception for the

book, viz. the impii (I. 1) and the poet's hastes (1.21), upon whose wives and children

the very things which he fears for his book must fall: bad omens and stormy weather.

If the poet is a vates and has a special relationship with the Muses, his detractors and

critics could indeed be seen as impii. For the impii it would be wrong to undertake

a journey; therefore such a journey has to be interrupted But there are those who

may (dare to) undertake voyages (l1.8tI).

In both 11 8-12 (B) and 1l.lSf CBI) the poet shows his belief in the need for

favourable auspices before the voyage can be undertaken. Kilpatrick (1975:202)

points out that Propertius assumes the mask of augur to prophesy his future

greatness, in Propertius 3.1.36.

Appropriately the centre of the introduction is occupied by an appeal or prayer to the

nymph Galatea to be kindly disposed towards (C) and mindful (Cl) of the poet, and,

I assume, of his book soon to be launched.

The myth of Europa, as presented here, is the story of anxious self-doubt which is

eventually assuaged. Europa addresses her father and herself in D, full of self-

reproach, and imagines her father addressing her in the same vein in DI, before
Venus finally reassures her I She fears that she is guilty of impietas in forsaking her

father's house (see 1.35), little realising that she is destined for fame There are

several interesting correspondences between D and D'. It is said that she entrusted

herself to the bull (b) (credidit -1.26), but her father is imagined as saying that she

should now entrust herself to the rushing gale (b') (crede -1.63), as a punishment

for her former credulity. To the treacherous bull and deceptions in mid-ocean (c)

(Il.2S-7) corresponds Venus smiling treacherously (c') (1.67), the one who had been

The elements ofDI clearly do 110t appear in paraliel or inverse parallel order
to those of D. Nevertheless D! corresponds with D on the basis of the
common elements
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leading her on all along. In Europa's world things turn out to be different from first

appearances, but nevertheless the outcome is favourable: her apparent mistake turns

out to bring her renown. She hoped that it was but a phantom tensing her with a bad

dream (g) iludit - 140), but the experience was real and Venus was the one doing the

teasing (g') (lusit - 1.69). There was no need to be concerned about her lost name

of daughter (e) (nomen -1.35), since half the world would be named after her (e')

(nomina - 1.76). She would not have to pluck wool (h') (carpere -1.64), she who

used to pluck flowers (h) (carpere -1.44), and all the talk of death (f) (mol's -1.37)

and suicide (f') (mori - 1.58, leto - 1.(1) was unnecessary.

Surrounding the central section are two conditional sentences, 11.45-8 (E) and 11.51f

(along with 1I.53-6) (El), both introduced by si quis. In 11.45-8(E) Europa expresses

" need to attack the bull, but in 11.51-6(El) she wishes to wander (errem - 1.5 I) naked

among lions and to be eaten by tigers. These needs may be a symbol of the poet's

ambivalent attitude towards the reading public. He is hostile towards them because

of their ability to undo him, but he also desires to be undone by them, because he

considers himself impudens (11.49f) in striving for literary immortality.

In Ode 3.4.7 he also wanders (errarei, and recalls (1l.16f.) how he slept safely among

snakes and bears as a child, because of the protection of the Muses. That poem is

certainly concerned with his status as a poet and the divine protection it Lrings In

Ode 1.22 9-16 it again emerges that certain people can wander unarmed among

wolves and lions. Europa may have found to her surprise that the lions and tigers

kept a respectful distance.

We saw how Europ. ... as very much concerned that she had been guilty of impietas

(1.35). She fears that she may have lost her name of daughter (0 relictum filiae
nomen ~11.34[.)when she was overcome by frenzy." She considers suicide to be an

appropriate response to her predicament. It is striking how the two major concerns

III The/ill'll}' can perhaps be seen as referring to the frenzy that inspires the poet,
as in Ode 3.25.



of Europa, her impietas towards her father and her thoughts of suicide also resurface

in the centre of the structure, in 1l.49f (F and F') (again anaphora c! tracterizes the

centre). In 1.49 (F) her impietas is the cause of her dismay (with Iiqui and patrios in

1.49 picking up relictum and pater in 1.34) and in L50 she is ashamed of her delay in

committing suicide. If one were to translate these two concerns into terms from the

world of the poet, one couid see them as referring to the poet's fears about whether

he has overreached himself in striving for greatness despite a lowly background (cf

Odes 2.20.5f; 3.30.12£). He fears that he may gain infamia, instead ofjam a, which
may account for the epithet infamem before iuvencum (1.45)n He may bring shame

on the family, instead CL honour. He wishes for literary immortality, but fears he

may be committing poetic suicide by publishing. hence the concern with death. He

realises he is impudcns in striving for literary immortality (Orcum mom!' in 1.50 is

the equivalent of vitabit Libitinam in Ode 3.30.7 and nee Stygia cohibebor linda in

Ode 2.20.8), but precisely because he is impudens he must strive. This impudence

is the same as the audacity in Ode 1.3 towards which the poet had such mixed

feelings of censure and admiration (cf. audax in 3.27.28). The words impudens and

audax occur in exactly the same structural positions in the respective poems, with

both being repeated.

Of course, it is not essential to interpret every detail of the myth as a symbol of

some hing else. Ihope to have shown that there is at least the possibiiity of seeing

in Europa a figure similar to the mythclogical heroes of Ode 1.3 who dare to essay

into unknown rea'ms and succeed.

n Cf the infames scopulos in Ode 1.3.20. Vergil could have destroyed his
reputation in writing the Aeneid (Zumwalt 1970:71). According to IIL
7.1339-41 infamis can mean sine bonafama, but also causa malaefamae,
The latter meaning suits infamem ... iuvencum in 1.45 c.,fthe present poem
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Ode 1.4 and another spring ode, Ode 4.7

Ode 1.4

Solvitur acris hiems grata vice verts et Favoni,

trahuntque siccas machinae carinas,

ac neque tam stabulis gaudet pecus aut arator igni,

nee prata canis albicant pruinis.

iam Cytherea choros ducit Venus imminente Luna,

iunctaeque Nymphis Gratiae decentes

alterno terram quatiunt pede, dum gravis Cyclopum

T'ulcanus ani ells visit officinas.

mille decet alit viridi nitidum caput impedire myrto

alit flore terrae quemferunt solutae;

nunc et ill umbrosis Fauno decet immolare lucis,

sell pascal agna sive malit haedo.

pallida A10l's aequo pulsat pede pauperum tabemas

regumque tunis. 0 beate Sesti

vitae s mma brevis spem !lOS vetat incohare lonzam.

tam te premet !lOX fabulaeque Manes

et domus exilis Plutonia; quo simul mearis,

nee rcgra vini sortiere talis,

nee tenerum Lycidan mirabere, quo calet inventus

nunc omnis et mox virgin-s tepebunt.
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Keen winter dissolves through the welcome change to spring and the

Zephyr, and the windlasses are hauling down dry hulls,
and now neither the nod. delights in stables nor the ploughman

in his tire, nor are the meadows white with hoary frost
Now Cytherean Venus leads the dances under [1 pendant moon,

and the comely Graces linked to the Nymphs
stamp the earth with alternate foot, while glowing Vulcan

visits the burdensome workshops of the Cyclopes.
Now 'tis fitting to entwine one's shiny head with green myrtle

or with flowers which the dissolved earth brings forth;
now 'tis fitting to sacrifice to Faunus in shady groves,

whether he demands a lamb or prefers a kid.
Pale Death with impartial foot thumps the hovels of the poor

and the towers of the rich. 0 blessed Sestius,
the brief span oflife forbids us to undertake a distant dream.

Soon night will press upon you and the Shades of fable
and the insubstantial house of Pluto; as soon as you go there

you will not obtain by lots the lordships of the wine,
nor will you admire tender Lycidar, towards whom all the youths

are now inflamed, and for whom soon the maidens will glow.

s
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It is customary to compare Ude 1.4 with Ode 4.7 because both PPV1l1S take the onset
of spring as a starting point for reflection 011 the topic of death. ,. -rv often scholars
not only compare the two poems, but also state their preference .. II the one or the
other. The purpose of the present exercise is to see whether there is also a similarity

in structure

Woodman, like Quinn preferring Ode 1.4 to Ode 4.7, considers the primary emit of
Ode 4.7 to be a lack of structure (Woodman 1972;760-(1). I will, however, propose
a structure of inverse parallelism t()J Ode 4.7, although it is certainly less noticeable
than the structure of inverse parallelism in Od« 1.4. In Ode 4.7 there arc almost no
verbal echoes to alert one's structural sensibilities, so that one has to rely 011 a high
degree of abstraction to detect correspondences.
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In (hie 1.4 the highly anaphoric central stanza immediately strikes the eye, and on

either side of it the references to a font: alterno ...pede (1.7) and aequo ...pede (1.13),

pointing to a structure of inverse parallelism "oetzee (1988: 66-70) comes to very

similar conclusions regarding the structure of the poem and I have found his

observations 1110st useful tor the present proposal:"

A Warmer weather If
B Things related to winter no longer done 3f

C The moon 5

D alterno ...quatiunt pede 7

E IIUIIC decet ...myrto autflore 9f.

El mmc ...decet... seu..agna sive...haedo IIf
Dl aequo pit/sat pede 13

Cl Night 16

W Things related to youth no longer done 1-19
Al Warm feelings for Lycidas 19£

The beginning (A) and end (AI) of the poem correspond in that a change in nature

from cold winter weather to warmer spring is matched by a change in Lycidas which

will inspire warm feelings (tepebunt - i20) towards him also on the part of maidens

(1.20), so that they will share the warm feelings «('~tlet- L19) which the young men

already have towards him (Babcock 1961: 19; Corbeill 1994 97). Of course, Lycidas

only moves from the stage of being the beloved of iuventus (1.19) to that of being the

heart-throb of virgines (L20), whereas Sestius will have moved from lite to death.

Lycidas is teller (I.! 9), i.IJ he is in the springtime of his lite (Coetzee 1988:70;

Babcock 1q61: 19), the same season announced at the start of the poem.

c Cf also Lee's observations (1969:65-70) on the 'sonic circle' in this poem,
in which he demonstrates a pattern that can be described as one of inverse
parallelism, and Corbeill's remarks (1994 9~..4) on ring-composition.
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{f'orbeill(1994:95-8) argues that the poem ends on an optimistic note, in that Lycidas

.d his male and female admirers represent a new generation, to be seen as the

·luivalentof the annual rejuvenation of nature. Lycidas would soon become a father

nd so continue the cycle of human generations. From Sestius' point of view,

however, the mention of the next generation and the role it would play to sideline

him in the quest for Lycidas' affections would probably first and foremost serve to

emphasize the march of time and his own mortality, and the consequent need to

enjoy his brief span of life to the full, in line with the general argument of the poem.

If he was magnanimous and capable of the larger view he could see the next

generation as a consoling factor in the equation, but he certainly could also see them

as the equivalent of the grasping heir of Ode 4.7, waiting in the wings to inherit that

which is still being enjoyed by the present generation.

Inl!.3f (B) it is said that certain activities related to winter arc no longer enjoyed

(13) and certain conditions no longer exist (1.4) One may notice the use of neque

(13) and nee (1.4), to which correspond III'C ••• nee (11.180 (HI) The words canis

albicant pruinis (1.4) may well be intended to call to mind images of old age, because

canus is so often used in that context, in which case spring is to be seen as a

rejuvenation, a movement from the old age of winter with its stiffness tsolvitur acris

hiems - 1.1) back to youth.

In 11.17-19 (BI), by contrast, certain activities related to youth/life (i.e the

springtime of life) are no longer pursued, because Sestius will be dead. The

movement is therefore in the opposite direction to that of'B. Coetzee (1988:70) sees

a further contrast between the wide open spaces ofllJf and the constriction of space

in the c/OI1lItS exilis Plutonia (117).

The general effect, therefore, of a comparison between A - Band N - 13' is the

awareness that in the former there is a movement from the unpleasant (cf acris hiems

- LI) to the pleasant (cf grata vice verts - I. I), whereas in the latter Sestius is being

reminded of the unpleasant fact that the likes of'Lycidas will soon be Ollt of his reach
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on two accounts: Lycidas will soon move from the stage of being a passive object of

a'fection to that of being an active lover, and Sestius himself will soon be dead.

Similarly there is a marked contrast between the moonlit merriment ofll.Sf (C) and

the night ofl.16 (Ci),where all is gloom and ghostly death. Ifimminente Luna (1.5)

is taken not merely as 'with the moon hanging overhead' but as 'with the moon

threatening' (Babcock 1961:14; Woodman 1972:770f), perhaps with reference to

its imminent waning, the night of 1.5 may be said to prepare us for the everlasting

night of! 16. The repetition ufiam 01.5 and 16) is noteworthy with its variation in

meaning, 'already/now' and 'soon'.

Death's beating the door with 'impartial foot' (aequo...pede -1.13) (Di) recalls the

treading of the earth with 'alternate foot' ialtemo ...pede -1.7) by the Graces and

Nymphs (D). The dancing of the Graces and Nymphs makes for a happy occasion

(although Woodman (1972:772) sees 'out of step' as a possible meaning), but the

kick at the door by Death is meant to inspire fear. A further contrast is between

Vulcan who is described as an/ens (1.8) and Death who is pallida (1.13) (Coetzee

1988:69). The heat of the forges would cause the face of Vulcan to glow, to be on

fire, so to speak. The ruddy glov of Ius face is an image of'Iife, but tire also points

to death, especially if one considers that the products being manufactured in the

forges are Jupiter's bolts of lightning (Page 1883: 146), for use in the summer. So,

on the one hand, Vulcan's resumption of work is like the windlasses' hauling the dry

hulls down to the beach (1.2), merely the resumption of work, but in both cases, on

the other hand, life-threatening activities are taken up anew. Thus even the

predominantly positive description of the onset of spring contains features which can

prepare the reader for the extended reference to death in 1l.13ff This ambiguity in the

nature of spring can also be seen in the contrasting actions of Venus and her husband

Vulcan: she leads the dance, but he who cannot dance because he is lame settles

down to his toilsome task (Woodman 1972:7720.
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Even after 11.1-8one i<; ready to agree with the course of action proposed in II. 9-12,

but this course of action is then given greater urgency by 11.13-20. LL9-12 (E and

El) differ from the lines preceding and following them by being prescriptive and not

descriptive. Thus the central injunction to make merry is buttressed by both positive

(the first half) and negative (the second half) considerations. It is the logical

conetusion and climax of the poem. Festivity is enjoined (1I.9f) and sacrifice

(11.11f), with alternatives offered in both couplets: either myrtle or flowers, and

either a lamb or a kid. In the sacrificeof the lamb or the kid two themes of the poem,

new life and death, are combined.

Finally, ifthere is an etymological connection between Favoni (1.1) and Fauna (1.11),

as Babcock (1961: 15) suggests, and if it is true that the merriment enjoined in 1l.9f

is picked up in 1.18 (Marcovich 1980:82), the central stanza can be said to be

connected to both the beginning and the end of the poem.

A structure of inverse parallelism can be used to reflect a balance or contrast in

ideas. In this poem the generally gloomy thoughts of the second half of the poem

stand in contrast to the more optimistic, if not unambiguous, picture painted in the

first half, and this contrast is then t eflected by the structure of inverse parallelism.

Furthermore, the cycle of the seasons as well as the cycle oflife may be reflected by

the structure of inverse parallelism.
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Otle 4.7

D!ffilgere nivcr, redeunt tam gramina campis

arboribusque comae;

mula! terra vices, et decrescentta ripas

flumina praetereunt;

Gratia cum Nymphis geminisque sororibus audet

ducere nuda choros.

tmmortalia Ill.' speres, monet annus et almum

quae rapit hom diem:

frigora mitescunt Zephyris, l'el'proterit aestas

interitura simul

pomifer Autumnusfruges effuderit, et 1II0X

bruma recurr If iners.

damna tamen celeres 1'L1J(mmtcaclestia lunae:

nos ubi decidimus

quo pater Aeneas, quo 1l111usdives et AllC((S,

pulvis et umbra sumus.

quis scit em adiciant hodiernae crastina summae

tempora di supcri?

cuncta manus avidasfugient heredis, amico

quae dederis animo.

cum semel occideris et de te splcndida Minos

fecerit arbitria,

non, Torquate, genus, 11011 te tacundia, 1I011 te

restituet pie/as;

infemis ncque enim tenebris Diana pudicum

liberal Hippolytum,

nee Lethaea valet Theseus abrumpere cam

vincula Perithoo.

5

10

15

20

25
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The snow has fled, already the grass returns to the fields

and to the trees their tresses;

Earth undergoes changes and the rivers, their levels lowering,

pass by their banks;

The Grace with the Nymphs and her twin sisters dares

to lead naked the dances.

Not to hope for immortality warns the year, and the hour

which tears away the lite-giving day.

Th0 frosts are softened by the Zephyrs, summer tramples upon

spring, about to perish itself as soon as

fruitful autumn has poured forth he: .iuits, and soon

liluggi.';h winter races bacl:

Yet the swift moons repair their celestial losses;

we, when we have sunk

to where father Aeneas is, and wealthy Tullus and Ancus,

are but dust and shadow.

Who knows whether they are adding to the sum of today

tomorrow's time, those gods above?

Everything will evade the avid hands of an heir, everything

which you bestow on your own dear soul.

When once you have died and on you Minos has made

his stately judgement,

neither descent, Torquatus, nor eloquence will restore you,

nor righteousness;

for neither does Diana from the darkness below

release chaste Hippolytus

nor has Theseus power to break for his dear

Pirithoos the Lethean chains.

5

10

is

20

25



Apart from the anaphoric use of quo in L15 there are no verbal echoes in Ode 4.7

to alert one to its structure. Because anaphora frequently occurs in the structural

centre of Horace's odes, I worked with the hypothesis that ILl4-16 formed the

structural centre of the poem. The resulting analysis may contribute to an

explanation of some of the puzzling transitions in the poem, to which Woodman

(1972:756ft) objects.

A Movement and change in Nature

- greenery
B No hope of immortality (2nd person address)

C The cycle of the seasons

D Nature can repair Its losses

E qllo pater Aeneas

El '1/10 lit/Ills dives et Anclis

D' Human beings cannot repair the ultimate loss

C1 The cycle of generations

BI No hope of life, once dead (2nd person address)

Al Human beings tied up in death; static condition

- darkness

1-6

7f
9-12

13

15

15

14-18

19f

21-4

25-8

A structure of inverse parallelism can suggest both continuation and

discontinuation. ic. the last element ill such a structure can be seen as a springboard

for another cycle (e.g of seasons) or as a full stop (e.g 1[')111 dust to dust as in human

life, a full circle) The present poem deals with this tension or contrast (see Rudd

1960:381-3).

The first six lines (A) of the ode describe the departure of winter and the arrival

of spring, and possibly even the movement from spring towards summer (11.30

(Quinn 1963: 17f). All the verbs in ll.l-a suggest movement and change, dij/llgere

and redeunt in 1.1,mutat and decrescentia in 1.3, and praetereunt in 1.4. The word

play on redeunt and praetereunt shows that these lines are not just about the arrival

of spring, but also about its passing.
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The fundamental contrast in the poem is about continuation in nature, despite

continual change, and diseontiauation in EmCDilanexistence. The last four lines

(N) deal with discontinuation in human existence. In death there is no change, all

is static, which is emphasized by the many negative particles in 11.23-8. Death is

equal to captivity - cf. nequc.: liberal (1l.25f.), nee ...valet ...abrumpere.: vincula
(1l.27f).

In Ode 1.4 the Graces and Nymphs are associated with Venus, so that one call
perhaps assume that their naked dance here (ll.Sf ) refers to the procreative aspect of

nature. Hippolytus (1.26) and Pirithoos (1.28), two men with quite contrasting

attitudes to the pursuit of women, can therefore be said to balance the reference to

the Graces and Nymphs. Hippolytus and Pirithoos illustrate that in death the pudicus

and impudicus share the same fate.

A further contrast between A and Al is that in II.If one can imagine all to be green

and lush, whilst in 1.25 the darkness of death is emphasized.

It is not clear who is addressed in 11.7f.(B),whether the second person is 'everyman'

or Torquatus who appears in the corresponding section (1I.21-4) (BI). It hardly

matters since Torquatus is no different from 'everyman' with regard to hopelessness

in the face of death. P The introduction of the concept of immortality in 1.7 is rather

sudden and unexpected and even harsh, although the poet justifies it by references

to the temporal nature of years or days, which in turn is linked to the change in

seasons in 11.1-4. If everything changes continually and movement and flux are all-

pervasive so that even a passing hour reminds us that the day will 1I0t last, then

clearly human life will not last either. In short, the introduction of death comes as

a surprise or shock, and perhaps it is intended to, as if the poet wishes to drive home

his point that 11.1-6 do not merely celebrate spring, but that they also contain an

awareness ofthe ever-shifting cycle of seasons, of the passage of time and life itself

On Torquatus' eloquence (1.23) see Harrison (1996:285-7)
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U21-4 contain a warning addressed to the second person too, but nnw +e setting has

shifted from an ante mortem view or the hopeless scheme of things to a I",.,·t mortem

view, from 'You will not live forever and you will not escape death' to 'Once yon

are dead, you will remain dead'. And once one is dead one's attributes or qualities,

however impressive, make no difference. The examples mentioned in 1125-8 are

meant to illustrate the point made in 11.23[,

AIl in all 11.21-8are again an illustration of the central thesis of the poem (11.13-16),

that whereas nature is renewable despite seasonal setbacks, human life's ultimate

setback, death, is final, and hence all the more sad and difficult to come to terms

with. Unlike Ode 1.4 the present poem is not a full-blown carpe diem poem; the poet

merely states the dilemma, and when he offers advice in 1l.19f it is in the form of a

statement, not an injunction. 'The vision of why it is necessary to pluck the day

seems to have paralyzed his will to do so' (Commager 1962:280; see also Rudd

1960:~83).

Having touched upon the topic of death in lL7f, the poet reverts to the subject of the

seasonal cycle, showing a complete cycle, from winter to winter in 11.9-12(C). It is

striking that the demise of each successive season is portrayed as the result of the

following season's activities: thejl'igora (1.9) of winter become mild because of the

Zephyrs of spring, spring itself is trampled underfoot (a rather violent expression) by

summer, and summer's own death is linked to autumn's effusion of fruits, whereas

autumn itself cannot last because winter hastens back (despite being iners!). The

effect created is of iseason eats season'." The positions ofsimul (1.10) and et mox

(1. 11) heighten this effect the lines do not finish before an indication is given that the

victorious season's success will be undermined by the rise of yet another season.

Putnam (1986:136; cf 137) writes 'Seasonal nature, intensely vivid in he,
manifestations, oppresses herself unceasingly as she pursues her round.'



206

I suggest that the puzzling ILl 9f (eli can make sense if one sees them as on a par
with the seasons' und.rmining of one another and being undermined themselves.
The next generation, like the next season, grasps at the belongings of the outgoing
generation (and will eventually experience the same fate itself). The only difference
is that human freedom. as opposed to nature's lack ofit. can toil the greedy clutches
of the heir One will eventually be trampled upon by the next generation, but one can
spoil its tun by spoiling oneself instead

If one merely reads the poem along linear lines, II.19f hardly follow logically u[ on
the preceding lines, except perhaps for a faint conceptual link between still/mae (I 17)
and cuncta (1.19), but if one reads the poem along inverse parallel lines, one can
account tor 11.!.f in the way suggested above, as corresponding to and commenting
on I!.9-12, a variatio on a theme.

In the centre of the poem (11 J3-Jg . D E E' [j) the two fields of experience,
nature's cycles and the single lifespan of human beings, are brought together and
contrasted. That which was implicit in 119-12, that nature can renew itself (winter
gives way but eventually returns), is made explicit ill L13 The moon can repair its
losses by 'faxing after waning.

Human experience is different (cf the juxtaposition of lunae and nos in 11.J3f.).
There is always doubt whether tomorrow will be added to the total to date (11170.
There is thus a contrast between certainty and doubt, between repair and final
breakdown, between loss and addition, and between self-sufficiency (the moon
repairs its own losses) and dependency (being at the mercy of the gods above)

LL 14-16 form the climax and centre of the poem. The abundance of 11- Of IIS-

sounds contributes to a solemn. lugubrious effect, a most striking and resounding
statement. Pulvis and umbra ill 116, the essence and final residue of human
existence, also recall the cycle of the seasons and so unite the two themes in the hot
dry season when the soil turns to dust one is thankful for the shade, ironically so in

the light of the present meaning.
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Ode 1.5 ami some other shert miles: Odes 1.20, 1.21)ami 1,3\3.

Ode 1.5

Quis multa gracilis te puer in rosa

perfusus liquidis urget odoribus

grato, Pyrrha, sub am t:/1

cuiflavam religas comam,

simplex munditiis? hell quotiensfidem

mutatosque deosflebit et aspera

nigris aequora ventis

emirabitur insoiens.

qui nunc tefruitur credulus aurea.

qui sempe:' vacuam, semper amabilem

sperat, nescius aurae

fallacis! miser', qui bus

intemptata nites. me tabula sacer

votiva paries indica! uvida

suspcndisse potenti

vestimenta maris deo.

5

10

15

What slender lad drenched with perfumes

presses upon you, Pyrrha, among many a rose

in the pleasant grotto?

For whom do you bind up your golden hair,

simple in elegance? Alas! How often will he lament

changed faith and gods, and unaccustomed

wander at the seas roughened

by the black winds,

5
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he who now enjoys you, believing you to be golden,

he \'Vl1O hopes that you will always be available. always

lovable, ignorant ot'the treacherous

breeze. Wretched ,pc they whom

'lOU dank though untried As t()l me, the sacred wall

with its votive whit', declares that I have hung up

my sodden garments to the god

who rules the sea.

10

15

Several excellent studies have been dope on Horace's verbal artistry in Ode 1.5.011

how words correspond to one another through placement or meaning or even sound'

It has not been noted, however, that the poem has a structure of inverse parallelism:

.\ The pucr is pcrfusu» Iiquidis ...odoribtts

13 Pyrrha's appearance

If
14'
'-tl.

C Pity for the pucr s
D Changeful faith, gods and sea

E The winds 7

"o
G qui...frnitu;

(}I qui .., "PC1W

1'1 The puer is inexperienced

I~l rhe breeze

1)1 Changeful (breeze)

('1 Pity fIJI all Pyrrha's lovers

HI Pyrrha's deceptive appearance

Al The poet» -aimcnta are uvula

IOf
11

11

12

12

1·1-1 (J

Commager (I (J62: 51-3), Henderson (1%4:53-(l{»), Fredcricksmeyer (1965:
1:'.0-5), Brown (198 I: 17-22), Vessey (1Qg.i:457-(9) and Hoppin (11li34 54-
(Jg).



To the lad drenched with perfumes (A) corresponds the §mni;;ing-wet clothes of the

poet (AI), after his own chastening experience on the rough sea which is Pyrrha

iaspera ...uequora -1l.6f) (Fredericksmeyer 1965: Igl) In mythology Pyrrha is the

wife of Deucalion, and they are the two survivors of the Flood, so that there is a

certain correspondence between the ;igure of the poet as a shipwrecked sailor, a

survivor of the storm, and (the name of) Pyrrha.

Clearlv, the poet is thankful to the god (be it Neptune or Venus) that he has escaped

.death' by drowning on the metaphorical sea which is Pyrrha. One is invited to

think that this 'sailor' had made a vow to the god to dedicate a votive tablet in the

temple. should he escape death by drowning. Putnam (1970 2~3) has shown that an

oblique reference to death can also be seen at the beginning of the poem: the

reference to roses and perfumes, coupled with the word urge! in 1.2, which often

occurs in contexts of death," may well be intended to remind one of the burning of

a corpse 011 the funeral pyre, 'Hence Py=ha, blonde seductress, becomes a beacon

of fire that lures ignorant seafarers to their destruction and the pyre 0.1 which they

suffer the ardor not of love, but of death' (p,2S3),

The lad is deeply involved in his effor t to impress his P<:[SOll on Pyrrha, hence the

mil/fa in II and the per- OfPI.'I:/IISlIS, whereas the poet ;:. thankful that it is all over

(suspcndiss« - LIS) in hanging up and dedicating his wet clothes to the god he

detaches himself from his past experience with Pyrrha. His wet clothes are 110

longer part of him, as opposed to the lad who himself if;pcrfnsus.

There is also a difference in tone in the descriptions of the boy's and the poet's
situation. Both are pictured in slightly comical terms (the faintly ridiculous over-
liberal application of perfumes by the boy and the poet's sodden clothes), bu. in the
case of'the poet there is alsc dignity, 'The decorum of the temple scene, underlined
by the metrically massive effect of suspcndissc potenti vestimenta, and the

Imminent death can be said to press on someone ((Jell' i. IS. '1]) and so too
actual death (Od« 124 (. .md Ode 4 I) 27)
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stateliness and symmetry of'the structure of the sentence, lend to the statement or the
poet an air of detached c':gnity, To this the frivolous atmosphere of the erotic scene
in the grotto stands in marked contrast' (Fredericksmeyer 1965: Hl4),

The poem (and the poet) moves from 'grotto to temple' (Vessey 1934:4(8), from
love to religion, from deep involvement to detachment. To this point I have
compared the situation of the boy with that of the poet, but ultimately the poem is
about the poet and Pyrrha. In a sense the word me in L13 may be said to answer the
question ofl 1 the quis is, or at least was, the poet, in that 110 too has gone through
the experience of the lad t

With regard to Band Bl, Vessey's suggestion (1984467) that intemptata (1.13) be
taken in a metallurgical sense is attractive, especially if, as he suggests, one reads
niles in conjunction withflm'am (14)" and aureu (I.9): she shines as if she is gold, but
if one assayed her she would prove to be base metal.

The description of'Pyrrha's appearance in ll-lf (B) may already contain a hint of the
deceptiveness which is so explicit in II.12f (B I), if one accepts Vessey's contention
(198,l462) that/lamt;/ in 14 in all likelihood refers to dyed hair'

A second attractive ink! pretation is to take intempuua to mean 'untried', as in an
"untried route', with Pyrrh: still being seen as the sea, a glittering sea (nitcs - I.13)
that will turn out to he rough taspcra -1.6), owing to the black winds tnigri« ... ventis
- l.7). And the 'black winds' seem to refer to her temperamental nature, with its
unexpected changes in mood (cf aurae fallacis - 11.110 (E and EI)

See Henderson (1964:55), Frederioksmeyer (1965:184), Brown (1981:18,
21) and Hoppin (1984:64-6),

u Fulvus is the regular word used to describe the colour of gold (1II
6115344511'), butjlal'Us is also used on occasion (III 6 18894011'), e.g.
in Verg Aell. l.S<J2f

Murgatroyd ( 1II,.0 174) points out that Honde hat1', not being common among
th(~Greeks and Romans, was admired by them and often achieved by dyeing
(Prop 2,18D27f; Ov. a111. 1.1.1)



211

In both Band 13I Pyrrha' s appearance is described ill prominently placed two-word

phrases simplex munditiis (IS) and intemptata nttes (113), in exactly the same

metrical position. In both cases there is a slight tension between the two words.

Quinn (1964:69) speaks of a two-word paradox with reference to simplex munditiis.

Munditiae suggests attention to detail, yet her aim is simplicitas. She achieves the

latter by means of the first. The result is chic. Similarly there is tension between

intemptata and nites. Closer inspection viii! reveal that all that glitters is not gold.

With regard to the expressions of pity (heu -1.5, and miseri - 1l2) (C and ell, the

latter broadens the picture by being plural, so that the particular pitiful fate of the lad

is shown to be the rate of all who are dazzled by Pyrrha' s appearance. In this way

the poet prepares the ground to introduce himself as one of the miseri. hut one who

has already gone through the experience of disillusionment." This movement from

singular to plural is also evident in the movement from cui (the interrogative pronoun

in 1.4) to quibus (the relative pronoun in 1.12) (Brown 1981:20f.).

It is striking how the real Pyrrha (D E and Dl EI), as opposed to the Pyrrha of the

boy's naive imagination (G and G1), is portrayed in metaphorical terms: she is a

changeful sea. The words Pyrrha in 13 and aequora in 1.7 occur in exactly the same

metrical positions, pointing to their equation (Fredericksmeyer 19U5:180) As

Vessey (19!l4 4(5) puts it 'Whereas the boy and his imagined Pyrrh: remain as

human beings, with adjectives applied to them befitting their humanity, the real

Pyrrha is presented only in terms of the violent, uncontrolled, and uncontrollable

elements.'

The aurafallax of'll.l lf (El), the deceptive breeze of the present moment, reveals

the dark side of its nature in 1.7 (E), when it has turned to nigri venti, black winds,

chopping up the sea. Quinn (1964:73) explores the possibility that aura may also

.\ The use of exclamations of pity, ss one of the sets of correspondences III a
structure of inverse parallelism, also occurs in Ode 1.15. with heu hCII in \.9
and hell ill I. 19



refer to the 'power of'fascination an attractive woman possesses, a special emanation

or breath of divinity, associated with goddesses.' She fascinates, hiding the more

temperamental side of her nature for the moment, but eventually the elemental forces

assert themselves.

The boy's inexperience is referred to in 18 (F) and 1.11 (FI) In 1.8 it is predicted

that he will prove to be insolens (unaccustomed) with regard to Pyrrha's

changeability despite repeated experiences of it (quotiens - 15). Insolens can also

mean 'presumptuous', i.e. the lad thinks too highly of himself if he believes that he

will succeed where others have been disappointed (Fredericksmeyer 1965: 182;

Quinn 1964.72). He is presumptuous because he is inexperienced, a youthful

idealist. Emirabitur insolens refers to his future continued inexperience, despite

repeated disappointments, whereas nescius refers to his present lack of experience.

before his first disappointment.

The central elements (G and G') concern the boy' S naive belief that Pyrrha is an

uncomplicated lady. always gclden, available and lovely. If the two '111; clauses run

parallel, then nunc in I.9 is answered by semper ...semper: he hopes that she will

always be as she is 110W. If the present enjoyment (fl'lIitllr) is matched by the

expectation isperat) of future enjoyment, then credulus aurea is matched by nescius

aurae fullacis. Aurea \,.9) is picked up by aurae (ll 1) (similar sound and same

position in line): she is believed to be solid gold. but in fact she may, as the sea, be

whipped up by the aurafallax which has changed to a niger ventus. Thus nescius

does double duty in the structure, matching both insolens and credulus

The poet has clearly gone through the same process of disillusionment as that which

lies in store tor the boy. Perhaps he also complai t\ • 0 the gods once, as he foresees

the boy will do (mutatosque deosflebit -1.6), but now he gives thanks to the god of

mariners (marts deo ~ i.16) that it is all over. The poem's structure of inverse

parallelism iconically reflects this reversal.
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OdeU-W

Vile potabis modicis Sabinum

cantharis, Graeca quod ego ipse testa

conditum levi, datus in theatro

cum ttbi piausus,

care Maecenas eques, lit patemi

fluminis ripae simul et iocosa

redderet Iaudes tibi Taticani

mantis imago.

Caecubum et prclo domitam Caleno

til bibes 1I1'a111: mea nee Falernae

temperant vites neque Formiani

pocula colles.

5

10

You will drink from common cups cheap Sabine

which I myself stored and sealed

in a Greek jar, when such applause was given

to you in the theatre,

dear Knight Maecenas, that the banks

of your native river along with the playful

echo of the Vatican Mountain returned

your praises.

You can drink Caecuban and grapes crushed

by the Calenian press; neither Falernian vines

nor the Formian hills flavour

my cups.

5

10
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This short poem has a simple structure of inverse parallelism:

A Horace's wine is cheap 1-3

B Maecenas' applause datus ...... tihi plausus 3f

W Echo of the applause redderet laudes tibi (7) 5-3

N Horace's wine is not the best 9-12

Correspondences between A and Al are the mention of regions in both, the words for

drinking, potabi: (1.1) and btbes (1. 10), and the reference to drinking vessels,

cantharis (1.2) and pocula (1.12).

With regard to the regions in AINisbet and Hubbard (1970:250) point out that even

the regions from which the four wines originated occur in inverse parallel order

Latium (Caecuban), Campania (Calenian), Campania (Falemian) and Latium

(Formian). But the sound pattern is one of parallelism: C C F F.

The reference to Graeca ... testa (1.2) has been seen by some commentators as an

indication of the flavouring of the wine. 'The jar would retain some of the aroma of

the nobler vintage and impart it to the Sabine wine' (Page 1883:182; cf Quinn

1980: 163). Nisbet and Hubbard, however, object on the grounds that Greek wine

was not necessarily better wine, and because 'a Greek jar was impregnated with salt

which would act :1 preservative' (Nisbet & Hubbard 197(247). The latter

argument makes sense if one considers that the point is precisely that the wine is

nothing special in itself - if the supposed Greek flavouring was rather wonderful one

could still be left in doubt whether the poet's own wine was not perhaps as good as

or better than the possibilities mentioned in the last four lines, which is not what he

is trying to say, at least not on the surface level (see footnote below) - but that it is

special in that it was 'bottled' on the same day as Maecenas received his applause,

so that the idea of preservation is important ~cf conditum levi - 13). It has

sentimental value, not intrinsic value as wine.
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special in that it was 'bottled' on the same day as Maecenas received his applause,

so that the idea of preservation is important (cf conditum levi - 1.3). It has

sentimental value, not intrinsic value as wme
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In Band BI there is a verbal echo, as the diagram shows, which reflects the

historical audible echo on the occasion when Maecenas was cheered in the theatre

of Pompey after a serious illness. The poem's structure of inverse parallelism

reinforces the idea ofan echo.

Perhaps the words in the centre of the structure, care Maecenas eques (15), are meant

to suggest the crowd's actual words of appreciation. In a certain sense Horace's

bottle of Sabine wine is the third echo, so to speak, in that it too recalls the applause

of that occasion" The wines of the last four lines bestow honour on a guest when he

appreciates their quality, but this particular Sabine wine bestows honour on the guest

by recalling the occasion when his quality as a person was appreciated.

Commager (1962:326) sees the poem as a humorous echo or that occasion.
Putnam ( 1982102-6) also argue quite persuasively that the wine can be seen
a~ iymbol of Horace's poetry. Horace's poem recalls the memorable day,
and is more valuable than the people's applause. Putnam shows that both the
words condo and fino (cf conditum levi - IJ) are used elsewhere by Horace
to describe the poetic process. According to this interpretation Sabine (~-C
Roman) content is put in Greek containers, i.e. Greek metres. The words vile
and modicis in 1.1 may then, I suppose, be regarded as a reference to the
genus 11!1I111!. According to Putnam temperant (111) can have the secondary
sense of 'dilute', which may point to the superiority of Horace's wine!
Putnam's reading provides an attractive secondary interpretation of the poem,
based 011 ambiguity.
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(Me 1.29

Icci. beatis nunc Arabum invidc ...

gazis, et acrem militiam paras

non ante devictis Sabaeae

regibus, horribilique Medo

nectis catenas? quae tibi Vil'gl1111111

!'POllSO necato barbara serviet?

pue,. 'luis ex aula capillis

ad cyathum statuetur unctis,

doctus sagittas tendere Sericas

al'CIIpaterna? quis neget arduis

PI'OIlOS relabi posse rivos

montibus et Tibertm reverti,

cum tit coemptos undique nobilis

Iibros Panaeti Socraticam et domum

mutate loricis Hiberis,

pollicitus meliora, tendis?

5

J;')

15

Iccius, are you now eyeing the rich treasures

of tile Arabians and are you preparing for fierce warfare

against the as yet unconquered kings of Sabaea,

and for the dreadful Mede

are you forging chains'} What barbarian mai :len

will be your slave once her betrothed is killed?

What boy from a royal court, with perfumed locks,

will be made to stand as your cup-bearer,

5
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taught on his father's bow to aim Chinese

arrows'> Who would deny rhat streams rushing

down can How back up steep

mountains and the Tiber reverse its course,

when you, who showed promise of better things,

stn , c to exchange the books of noble

Panaetus, bought everywhere, and the Socratic

school for Spanish corselets?

10

15

Quinn (1980: 178) described the structure of this ode as consisting cf an 'ope ling

triad of direct questions' (invides? (1.1), paras? (1.2) and nectis? (1.5» followed by

a 'second triad of questions arranged as a tricolon crescendo' (quae? (1.5), quis? (I.7)

and quis? (1.10». It is a valid analysis, but the poem can also be analysed along the

following lines:

A Iccius (surprisingly) intends the unprecedented

or impossible in going off'to war

B Female booty

BI Male booty

1-5

quae.i.virginum ...barbara

puer quis (7)

Sf
7-10

10-16A' Tue impossible can happen in nature too,

if Iccius su. prisingly exchanges learning for war

The elei ient of tile unprecedented or the impossible in A consists of the intention

of Iccii "'111people, to tackle as yet unconquered kings and enemies. As it

pro.!:" ,::, rst sentence may be read as suggesting incredulity: 'you forging

chains for the ureadful Mede?' In Al there is also an attempt to point out JUSL how

surprising it is that Iccius should go to war by putting it on a par with the imposslhle

in nature, and by pointing out just how different his former behaviour was: whereas

formerly he went everywhere (undique (1.13) - all over town, one presumes, (II'

perhaps within the boundaries of the Greco-Roman world, at least) to collect books,



he now wishes to go to the ends of the earth (as far as China' - 19) for treasure,

slavegirls and slaveboys." Thus, comical exaggeration occurs at both the beginning

and the end of the poem (see Syndikus 1972:270-2).

Both the reversal in Iccius' behaviour, as he exchanges one pursuit for another, and

the reversals envisaged in nature (cf reverti - 1.12) are reflected by the poem's

structure of inverse parallelism."

I<1A the poet starts off by mentioning the ultimate object of'Iccius' project, namely

wealth, and proceeds to the means by which he would have to obtain it fighting

against as yet unconquered kings, wl.ich could be at. indication of the challenge

involved, to do the unprecedented, br; also u, the dangers inherent in such

adventures. There may be good reason why the Sabaean kings have not yet been

conquered.

In AI the ultimate aim is lIO longe- mentioned but oniy the means, in realistic detail:

Iccius will have to put on a corselet and make war. The corselet is, of course, part

of'a soldier's defensive equipment, which again points to the fact that this expedition

will not be without its dangers

With regard to B and Bl, it is clear that the two people mentioned represent the exotic

prizes of war one may dream of winning in such campaigns. By making the fantasy

'Horace is having fun by inflating the sphere of operations heyond all
possibility' (West 1995: 138).

The ode stands as imaginative mirror of its addressee himself, a verbal icon
mimicking structurally the ominous reversal portended in his life, his
twistings in on himself and the other inversic= of nature which his turnabout
might impose on others' (Putnam 199~c:.:9X) Putnam sees inverse
parallelism in the poem '5 temporal structure (present in stanzas 1 and 4, and
future in stanzas 2 and 3) See also Putnam's other observations on inverse
parallelism, especially on the smaller scale (pp.l (nf)
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so explicit, even exaggerated, and questioning it at the same time, the poet shatters

it It is mere romanticism (cf Quinn 198G: 179). It is unrealistic to expect devoted

service from it girl whose betrothed he has killed. So too with the cup-bearing boy:

after two lin, • which a romantic picture is paintc-' of this boy - a Ganymede

figure, according to West (1995 13~~\ '~.;ius is suddenly reminded that the boy could

be very dangerous too. 'Ihe word Scricas (I.9) lends an C);",tic touch, but sagittas

(1.9) is ominous, especially if he should take aim (tcndcre -1.9) at his new master.

Throughout the poem, then, the 110ft undermines Iccius' intentions by incredulity and

by hinting at the dangers involved in the enterprise.



Ode L33

Albi. lie dolcas plus nimio memor

immitis Glycerae neu miserabilis

decantes elegos, cur tibi iunior

laesa praeniteatfide.

insignem tenuifrontc Lycorida

( 'VI"! torret amor. ()'J'/IS in asperam

declinat Pholoen: sed prius Apulis

iungentur capreae Iupts,

quem turpi PIIO/o/!peccet adultero.

sic ViSlIlII Veneri, (,1Iiplacet imparts

formes atque animas sub illga aenca

saevo mitten! cum taco.

ipsum me melior cum peterct J I.'I11IS,

grate! detinuit compede Myrtale

tibertina. fretis acrior Hadriae

curvantis ( 'alabros SiIlIlS,

5

fO

15

Albius, do Hot grieve excessively mindful

of cruel Glycera, nor keep on singing piteous

elegies on why a younger man outshines yo«

and her faith is broken,

Love for Cyrus burns Lycoris notable

for her low forehead, Cyrus inclines

towards rough Pholoe: but she-goats

will he yoked with Apuliau wolves
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before Pholoe will sin with an ugly adulterer

Such is Venus' pleasure, whom it pleases to send

ill-matched appearances and hearts under a brazen yoke

in cruel jest

Me myself, when a worthier Venus sought me,

Myrtale detained with pleasant shackle,

a freedwoman more vehement than the waves of Hadria

as it rounds into Calabria's bay.

10

15

The structure of the poem can be represented as follows:

A Albius' involvement in a love triangle

- outshone by a iunior

B Love triangles in general,

a typical example

st Love triangles in general,

the cause

1-4

amor (6)

iungentnr (8)

Vel/err (10)

iuga aenea (11 )

5-9

10-12

N The poet's involvement in a love triangle

- held captive, when melior Venus called

13-16

Hem' Id (1956:291) has shown that in each of the three triangles there is an A - B

: B ~ C pattern, viz. Albius - Glycera : Glycera - iunior. Lycoris - Cyrus: Cyrus -

Pholoe, and melior Venus - the poet: the poet - Myrtale

The fundamental similarity between the three triangles is the element of'frustration,

brought about in each case because people fall in love with unlikely, inappropriate

persons.
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In the first triangle the unlikelihood appears to have to do with age. Two

interpretations are possible. Albius Tibullus is outshone by a iunior, i.e. someone

younger than himself. which may mean that Glycera herself was too young for him.

She is called immitis Glycera (12) - the adjective can be understood to mean 'harsh'

or 'stern', or 'unripe', i.e. too young. Both meanings may be intended. The latter

would tie in well with her name, which suggests sweetness: she is bitter-sweet,

certainly in Tibullus' experience, for she is not yet 'ripe' (Putnam 1972:82). Thus,

Tibullus is undone because he falls in love with a girl of inappropriate age.

Alternatively, Glycera may be the one who has an in -propriate infatuation,

preferring a toy-boy to the more natural choice, Tibullus. She did once promise

faithfulness to Tibullus, but has now broken her faith (laesa ..fide - 14) Tibullus

must not ask why a iunior outshines him, because in love precisely such unlikely,

inappropriate things happen. The latter interpretation seems the more natural, in

view of the general drift of the argument

With regard to the second triangle, the poet gives a clue in II lOf as to why the

couples or would-be couples are ill-matched: they are unequal ill appearance or

temperament. CylUS can have the beautiful Lycoris - a low hairline on the front was

considered beautiful (Nisbet & Hubbard 1970:312) - but somehow he prefers the

'reugh' Pholoe. 'Pholoe was a mountain in Arcadia on the border of'Elis notorious

in legend as a haunt for Centaurs. No wonder, then, that she is "rough" (Putnam

1972:8~; see also Nisbet & Hubbard 1970 373) But Pholoe will not have him,

corsidering him to be a (WI)i,\' adulter (19) Unlike the first triangle, where Glycera

and the iunior at least for the moment share a mutual infatuation, the second triangle

is characterised by sustained frustration: Lycoris wants Cyrus, but CYHlswill not

have her, because he wants Pholoe, who, in turn, will not have him. The chain could

have been extended, but it is cut snort when Pholoe's reason for finding fault with

him is given, not the name of her own preferred partner.



In the third tR'n:mL~k:the situation is both similar to and different from that of the first
triangle Like Glycera the poet has two options in love, but settles for the second,
more unlikelv choice Glycera chooses a iunior, the poet prefers a woman who is
Ire/Is OCl'/O/' to one who is a melior J "UliI/S - the usc of comparatives in A and .\'

establishes correspondence between the two sections. But the poet's ostensible plan
is to console Tibullus by showing that others, including himself have suffered the

same fate, of being outdone by love's strange choices. However, unlike Tibullus,
who, like Lycoris, finds himself on the edge of the triangle, the poet is in the centre
of the tug of war. He has two options, whereas Tibullus is frustrated with regard to
his single goal. Admittedly, the poet presents his situation as one of being 'detained'
by Myrtale, as if'he has no choke: he is a slave to a freedwoman (putnam 1972:83).

In the first and second triangles verbs with the prefix de- occur in exactly the same
metrical position (decantes in l3 and declinat in I.7) to describe the frustrated efforts
of Tibullus and Cyrus respectively. In the third triangle the subject of the verb with
the prefix de- tdctinu. in L 1,,1-) is Myrtale, not the poet. The poet presents himself
as a passive agent in the situation, but we hardly feel sorry for him tor not being able
to exercise the option which the melior remus offers, detained as he is by a "pleasant
shackle' (grata ...compede - L14), Myrtale may oefreus acrior, but she undoubtedly
has other compensating attributes Minadeo (19g2:27) says that curvantis Calalros

sinus suggests voluptuous female sensuality, so that the undulating Si'lUS does
perhaps not only refer to the Calabrian coastline. aa

The poet's situation is therefore 110t entirely similar to that ofTibullus, an-I the latter
may well have wondered why he did not tee! consoled when told 01' the poet's
predicament Like Venus the poet is capable of'a sae I'us iOL'U.', (cf 1.12)

West (1995: I60r.) records all the scholars who read these lines in similar
vein, while objecting strongly to it himself 'So here only literary scholars
would think about the sinuosities of the "curvaceous" Myrtale ...Horace is not
here thinking of'Myrtale's figure hut of her anger.' Horace does, however,
describe Myrtale's fetters as grata, so that one may well be justified in seeing
double entendre,
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One may also consider whether the Calabrian coast is mentioned to broaden

Tibullus' horizons, to lift him out of his self-centred self-pity. There is a world out

there, beyond the bounds of love. This is, we shall see, Horace's procedure in Ode

:2 9, where Valgius insists on writing elegies on lost love.

Concerning Band BI,B provides an example 0;' typical love triangle, whereas B'

provides the cause of such triangles, viz. the perverse pleasure Venus derives from

such complicated situations. Correspondence is established by the synonymous

words amor (1.6) and Veneri (1.10), occurring in exactly the same metrical positions,

and also by the words iungentur in I.11and iuga in 111.

In this poem the inverse parallelism in the structure reinforces the idea of'frustrated

non-progresslon inherent in the meaning of the poem. although the last two lines are

also suggestive of a broader vision, of escape Even the love triangles mentioned

by Hembold (which can also be represented as follows A loves B, but B loves N)

are reflected by the structure of inverse parallelism.
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()Me 1.6 and anot .er recusatio, Ode 2.12

III this section I wish to draw attention to how the poet uses the opposition between

love and war to excuse himself (hun writing 011 military or epic theme". This

opposition is part of the VCIY structure of the po to be considered. I also wish

to draw attention to marked similarities in the structure of Odes 1.6 and 212.

Ode 1.6

Scriberis Vario tortis et hostium

victor Maeonii carminis alite,

quam rem cumqueferox navibus aut equis

miles te duce gesserit:

nos, Agrippa, neque haec dicere nee gravem

Pelidae stomachum ccdcrc nescii

nee cursus duplicis per marc Vlixct

nee saevam Pelopis domum

conamur, tenues grandia, dum pudor

tmbellisque lyrae A/usa potens vctat

Iaudes cgregit Cacsaris et tuas

culpa detercre ingem.

quis Mortem tunica tectum adamantina

digne scripserit aut pulvere Trotco

nigrum Merionem alit ope Palladis

Tydidcn superis parem?

nos convivia, nos proelia virginum

sectis in iuvenes unguibus acrium

cantamus 1'1lCIfl, sive quid urimur

lion procter solitum levcs.

5

If)

15

]0
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YOl! will be written of by Varius, a bird of Homeric song,
as brave and a conqueror of' enemies,
whatever feat with ships or horses the fierce

soldier will have achieved under your leadership
L \grippa. try to sing neither of these things

nor of the heavv bile of'Peleus' son who knew not to yield
nor of the journeys over the sea of double-dealing Ulysses

nor of tile cruel house of'Pelops,
tOt. slight for lofty themes, while modesty
and the Muse ruling the unwarlike iyre forbid me
to detract from the praises of excellent Caesar

and of you through lack of ability,
Who will write worthily of Mars clad
in adamantine tunic and Meriones black
with Trojan dust Of Tydides equal to the gods

through the aid of Pallas'}
I sing of'banquets, of the combats of maidens
fiercely attacking young mel I with cut nails.
light as usual, whether unattached

or somewhat on fire.

10

20

The structure of the poem appears to be the following."

A Varius will write of Agrippa's wars

B Three epic themes which the poet does not attempt

1-4

C The reasons why he does not write on lolly themes

B I Three epic themes who could do jus-ice to them')

A' The poet writes of love wars

13-16

17·20

hh Abo noted by Cody (1976:37), Alternatively scriheris (1.1) and scripscrit
(114), and nos (11.5and 17) point to an ABC A' BI pattern : ':C Putnam
1995a:51 ).



For the sake of comparison I shall discuss Ode 2.12 alongside Ode 1.6.

Ode 2.12

Nolts Iongaferae bella Numantiae
nee durum Hannibalem nee:Sic/dum mare
Poena purpurcum sanguine mollibus

aptari citharae modis,
nee saevos Lapithas et nimium mero
Hylaeum domitosque Herculea manu
Telhtris iuvenes, undc periculnm

fulgens contremuit dOl1l11S

Saturni veteris; tuque pedestribus
dices historiis proelia Caesaris,
Maecenas, melius ductaque per vias

regum colla mtnacium.
me dulces dominae Musa Licymniae
cantus, me voluit dicere lucidum
fulgentis oculos et bene mutuis

fidum pectus amaribus,
quam necferre pedem dedecuit choris
nee certare ioco nee dare brncchia
Iudentcm nitidis virginibus sacra

Dianae celebris die.
JJUlJ1 til quae tenuit dives Achaemenes
aut pinguis Phrygiae Mygdonias opes
permutare velis crine Licymniae,

plenas aut Arabum domos,
cum flagrantia detorquet ad oscula
cervicem autfacili saevitia negat,
quae poscente magis gout/eat eripi,

interdum rapere occupet?

5

10

15

20

25
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You would not wish the drawn-out wars of fierce Numantia

nor hard Hannibal nor the Sicilian Sea

crimson with Punic blood to be fitted

to the soft measures of the lyre,

nor the savage Lapiths or Hylaeus wild

with wine or the sons of earth subdued

by Herculean hand, at which danger

the shining house of ancient Saturn

trembled; better that you should write

of Caesar's battles in historical feet,

Maecenas, and or the necks of threatening

kings led along the streets.

Me the Muse has wished to tell of the sweet

songs of Mistress Licymnia, her brightly

flashing eyes and heart firmly faithful

in mutual love,

for whom it has not been unbecoming to move her feet

in dance, j1! 'f to compete in jest nor to offer her arms

in play tl.· he bright maidens on the sacred

day o; crowded Diana.

Fe.•r would you wish to exchange a lock

for all that rich Achaemenes held

or the Mygdonian wealth of fertile Phrygia

or the full houses of the Arabians,

whenever she bends her neck to flaming

!;js~.c~;, 01 in playful cruelty refuses,

tdlO more than (Inc who 'lsk5 enjoys to have them snatched,

and i- metimes grabs them flrst herself')

5

10

15

20

25
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Many astute observations on the structure of Ode 2.12 have been "lade by Santirocco

0980:223-36) and by Nadeau (1%0:202-4). The latter proposed that 11.l7-20

correspond to 111-4. 1121-4 to 115-8.1125-8 to 11.9-12,whilst 11.13-16occupy the

CEntre. i.e. there is an ABC D 1\1HI ('I pattern My own proposal gives a structure

of inverse parallelism:

A Real historical battles 1-4

B Mythological battles domus (8) 5-9

" What Maecenas should do: write about battles pedestribus (9) 9-12'-

D me ...Musa 13

Dl me voluit dicere 14

C What Licymnin did. dance and jest ('battle')"" ferre pedem (17) 17-20

B! Mythological riches domos (24) 21-4

Al Love battles 25-8

It is striking how both Ode 1.6dJ and Ode 2.12 begin and end with the opposition

between real historical wars and 'love wars' (proelia amorisi, tne distinction the

Roman clegists were so fond of This strong contrast is reinforced by the placement

of the topics at the beginnino and end of structures of inverse parallelism, which

suggest that they are figurrtvely as far apart as they literally are. In Ode 2.12 the

'love war' (AI) is not as fierce as in Ode 1.6, having more the character ofa playful

battle tor supremacy, but certainly the verbs eripi (1.27) and occupet (l.28) have

"military potential' (Santirocco 1980:232\.

Ccrtare (I. 18) can occur with reference to battle, and so too dare bracchia
(I. 18), in the sense of 'surrender'

dJ I do not discuss Ode 1.6 in full. For recent readings which point out
subversive and humorous elements in Horace's handling of the epic material,
see Davis (1991:36-9), Ahern (1991:301-14), Harrison (1992:137-41) and
Putnam (1995a 53-6). Horace misrepresents Homer several times. which
'supports his posture of being unable to compose epic properly' (Ahern
1991:310).
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Equally striking is the fact that in both poems the Band Bf sections are devoted to

mythologieal or legendary allusions, as opposed 10 the historical references at the

beginning of these poems. In Ode 1.6 the correspondence between Band B' is

stronger than in Ode 2.12, in that the same theme is referred to in beth sections the

Trojan War and its aftermath;' whereas in Ode 2.12 it is only really the 'evocative

use of proper names' (Santirocco 1980:231) that binds the two sections, one of which

deals with mythological battles and the other with legendary riches (sec also Nadeau
198(203)

A third common structural feature is the fact that in both poems the reasoius) for

declining to write on military themes is/are given in the central section (C in Ode
1.6, and D and I)' in Ode 2.12). In Ode 1.6 a complex of reasons is given in the

central section, whilst the central section of Ode 2.12 contains a single reason. In

both cases, however, the Muse is somehow responsible: in Ode 1.6 the Muse forbids

him to write about military exploits, and in Ode 2.12 the Muse has another topic in

mind for the poet.

The fact that there are boundaries outside of which the poet is not allowed to stray

is reflected by the structures of inverse parallelism in Ode 1.6 and Odt!212. These

boundaries are spelled out most dearly in the centres of the two poems' structures,

i.e. the poet's enelosure is iconically reinforced.

With regard to the central section of Ode 2.12 Santirocco (1980:225) pointed out that

the word nolis (1.1)is picked up by voluit (1.14) and again later by 1111111 ••• velis (1121-
3), to create a tripartite movement. from Maecenas' supposed negative attitude

towards warlike themes in lyric metres (he is co-opted by the poet, i.e. these

sentiments ate simply attributed to him), to the Muse's positive preference for

Horace as ,~love poet, and finally to Maecenas' negative attitude to riches if the

alternative is Licymnia

There may also be allusions to Varius' poetical works in both 11g '1.1d 13 (see
Cairns 1995:214)



The !lSC of anaphora in the central s.auza ~lIle...... me " ll 13f ) is typical of I Iorac-s

Notice the chiasmus in 1l.13f (Santirocco 1980:229)

me dukes dominae Musa Licymntae cantus me

a b c d b a.

In the light of the first three observations above on structural features common to

(hie 1.band ( Ide 2.12 one can (IIaw the conclusion that Horace had almost developed

it formula to write a r..-cusatio II I Ie is. however, careful to introduce variations into

the theme. in Ode;.() ,;1": suggested alternatlve author', Varius, i~;introduced

immediately, whereas in Ode 2.12 the name is withheld until 1°. and with good

reason. because the addressee, Ma~)Cer1:1Shimself, is the surprise nominee.

lf'Licymnia is the pseudonym for Terentia, Maecenas' wife, as many scholars think

(e.g. Page 1883: 2n 1L Syndikus 1972:41.5),1~!it would provide further support for

seeing correspondence between C and C1 ill Ode 2. !2. Alternatively the

correspondences which already exist ~ their ability to use their teet' and the idea of

a 'contest ill both - could advance tilt' ease for identifying i.'cymnia with Terentia

I'he introduction of Maecenas' wile would tit in V~IV well in a poem in which till'

pod has already co-opted the addressee The addressee can hardly refuse the poet's

wish to extol the addressee's wife, and so to write about love, which is what he wants

to do in the first place, in any casco

11 For a useful overview of the rccusatio in Augustan poetry sec Lyne
(lq9~'J 1-9)

I .yne ( IO()5:1 (4). hov, ever, i~:convinced that I .icymnia is the poet's domina.
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Ode 1.7, and another ode in which geography plays an important par! in the

structure, Ode 2.9

Ode n.7

Laudahunt alit clarar- Rhodon all! Mytilenen

aut Epheson bimarisve Corinthi

moenia vel Baccho 7711:ba....vel Apolline Delphos

insignis aut Thessala Tempe:

sum qui bus unum opus est intactae Palladis urbem

carmine perpetuo celcbrare et

undique decerptamfronti praeponere olivam:

plurimus in Iunonis honorem

aptum dice! equis AIXos ditisque Mycenas:

me nee tam patiens Laccdaemon

nee tam Larisae percussit campus opimae,

quam domus Albuneae resonantis

et praeCt;Ils Anio ac Tiburni Iucus et uda

mobiltbuspomaria rtvis.

albus lit 0l>SC/l1'O dcterget nubit« caelo

saepe Notus nequc parturit imbri s

perpetuo, sic til saptensfinire memento

tristitiam vitaeque labores

molli, Plance, men, seu tefulgentia signis

castra tencnt sell del/sa tencbit

Tiburis umbra lui, Tencer Salamina patremque

cumfugeret, tamen uda Lyaeo

tempera populeafertur vinxisse corona,

sic tristis adfatus 1l1ll1(,(}S:

'quo nos cumque feret meliorfortuna parente,

ibimus, 0 socii comttesque.

5

1()
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nil desperandum Teucro duce et auspice Teucrot'"
certus enim promisit Apollo

ambiguam tellure I10va Salaminafutumm.

ofortes peioraque paSSE
mecum saepe viri, IIl1l1C vino pellite curas;

eras tngens iterabimus aequo]". '

30

Others will praise famed Rhodes or Myrilene

or Ephesus or the walls of Corinth of two seas

or Thebes renowned for Bacchus, Delphi

tor Apollo or Thessalian Tempe.

There are those whose sole task it is to celebrate

in unbroken song the city of ever-virgin Pallas and

to place upon their brow the olive plucked from every side.

Many in honour of Juno

will tell of Argos fit tor horses and rich Mycenae.

Me neither hardy Lacedaemon

nor the plain of wealthy Larisa has struck so much

as the house of echoing Albunea

and cascading Anio and Tiburnus' grove and orchards

watered by restless rivulets.

As the bright South wind often wipes clouds

from the darkened skies and is not always pregnant

with min, so you must wisely remember to

put an end to sadness and the troubles of life
by means of mellow wine, Plancus, whether the camp

shining with standards holds you or the dense shade

of your own Tihur will hold you. When Teucer fled Salamis

and his father, he b still said to have bound

5

10

!5

20

hll I diner from the OCT, which reads allspice: Teneri. See Nisbet & Hubbard's
defence (1970: 107) c i anspice Teucro.
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a garland of poplar about his temples flushed with wine

and to have spoken thus :r) his sorrowful friends.

'Wherever Fortun- kinder than my P'H'<.;Ot. wil! take us

we shall go, 0 partners and companions!

Do not despair while Tencer is leader and the diviner is Tencer!

For unerring Apollo promised

that there will be a second Salamis in a new land.

o brave men who have often suffered

worse with me, now drive away cares with wine;

tomorrow we shall cross again the immense sea. '

25

30

In Ode 1.7 the structure of inverse parallelism serves to strengthen the case for the

unity of the poem (on tile unity see Elder \953 1-8, Lohmann 1994430-48, Dopp
1994305-14)"

A The example of others (3rd person) 1-9

a Greek islands and sea-side towns If

b Bacchus and Apollo 3f

c A garland of olive 7

B How the poet enjoys Tibur 10-12

C Vivid images from nature (trees and water) 13f
('I Vivid images from nature (wind and water) 15-17
Bl How Plancus may enjoy life, 17-21

in till' army or in Tibur - role of wine
N The example of others 21-32
.::1 A garland of poplar ,,~~.,
bl Bacchus and Apollo 22,28

a' Greek island and sea journey - role of wine 21,29,32

Some of the correspondences are also pointed out by Lohmann (1994:446-8).



235

The use of geography to establish correspondence is noteworthy: the poem starts

and enos with Greek placenames, whilst the centre contains two references to the

Roman tOWI1 of Tibur.

The relationship between A and Ali i one of conrrast, that of settled and highly

unsettled existence This fairly loose thematic link is strengthened by the

correspondence between abc and c' b' a'.

The first four places (a) mentioned are all either Greek islands or Greek coastal

towns, i.e. they have a connection with the sea This is made explicit in the case of

Corinth (btmarisve Corinthi moenia -11.2f.). So too at the end of the poem (a') the

sea is explicitly mentioned iaequor - 1.32), and Salamis is, of course, a Greek island

too (1121, 29). Bliss (1960 .16)writes: 'The poem comes full circle we sta.t with a

travelogue, we end with a traveller.'

Vaio (1966: 1(9) points out that the motif of colonization also binds the beginning

and end of the poem. The founding ofa new city is explicitly mentioned in IL2Sf,

whereas Rhodes, Mytilene and Ephesus (11.If) are all traditionally colonies founded

from mainland Greece.

The next three places (11.3f) (b) are ail connected to either Bacchus (Thebes) or

Apollo (Delphi and Tempe)." Bacchus (1.22) and Apollo (1.28) (~ ) feature in the

second half of the poem too, and again Apollo is present 111 his prophetic capacity.

We may perhaps assume that the oracle of 11.2St' was uttered at Delphi (cf l.J) The

theme 01' prophecy surfaces too in dontus Albuneae resonantis (I 12), for Albunea

was the Sibyl of Tibur. The references to Bacchus and Apollo in L3 serve as

preparation tor the more extended references to them in lL22f and 28f (sec Vaio

1966: 169). Bacchus is of course also implicitly involved in 11.19and 31. Man shall

not depend on the oracles of Apollo alone, but also 011 the fruit of the vine. The wise

Ii See Nisbet & Hubbard (19/'0:96) 011 Apollo's connection with Tempe.
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man shall not depend on the oracles of Apollo alone, but also en the fruit of the vine.

He can be content wherever he finds himself: because he can always dispel hi, cares

with wine

The next element of correspondence is that of garlands. The poets who 5111g of

Athens wear garlands of olive leaves (1.7) (c), but Teucer wears a garland of poplar

(1.23) (c'), presumably because he is setting out on a dangerous journey and needs

the protection of Hercules, the patron of adventurers, with whom crowns of white

poplar were particularly associated (Nisbet & Hubbard 1970: 104f).!ili In this case

the garlands can be taken as symbols OftV'IO rather different modes of being: the first

being the sedentary poet attached to a particular place (the olive indicates that Attica

IS his subject) and to his craft (poets generally present themselves as wearing

garlands - S(?(.' Nisbet & ~Iubbard 1970 98). and the second the man of action who is

on the move These two modes of being are also exemplified by the poet (B) and his

addressee, Plancus (BI), respectively.

In Band BI Tihur features in both the life of the poet (1l.1O-12) and that of'Plancus

(l1.20f), although in different situations: for the poet Tibur is the place which he

prefers ahead of all the famous Greek cities" and he seems able to live out his choice,

whereas for Plancus Tibur is just one of the places where he may happen to find

himself The double use of tenco in 1.20 suggests that Plancus is not free to be

wherever he chooses to be, but that he is a prisoner of circumstance. In that situation

the use of wine to dispel unhappiness and trouble is advised.

In Ode 2,7.7, 24 garlands again feature as elements of correspondence, See
too the elements D and DI in Ode 1.38, and C and Cl in Ode 3,14, discussed
below.

11 Lohmann (1994:442.A) sees Horace as pursuing the aurea mediocritas in
choosing the idyllic Tibur ahead of the luxurious Larissa and the hardship of
Sparta. The words nee ...percussit similarly point to his ideal of atn:pcx~(a
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It has been noted by Lohmann (1994:447f.) that vivid images from nature (C and

C1
) occupy the centre of the structure. In the case of the poet there is the real

enjoyment of a cascade, grove and orchard, whereas in the case of'Plancus a simile

f om nature is used to illustrate how he can Import joy into his situation whether he

has the enjoyment of nature at Tibur (densa umbra ··11200 or not

The situation of Teucer (N) is similar to that of Plancus in that he too has little

control over his movements. He may have preferred to be at Salamis (1 21), but only

fortuna knows where he will end up (l1.25f.) Therefore Tencer's approach to

problems (11.30-2) may be useful tor Plancus too.

There is thus a contrast between the first half'of'the poem (A.» C) and the second (CI

- AI), in that the first shows the situation of people who have a choice as to which

city they will praise and presumably inhabit, whilst the second shows the plight of

people on the move. This contrast is reflected by the structure of inverse

parallelism

The second group of people may find consolation in the thought that they are

achieving something new at least iambiguam .Salamina -1.29). The cities of'll.l-Ll

are old and established (ciaram -1.1, insignis - 14), whereas the new Salamis does
constitute a challenge (11.30, 32).I1'Jll With regard to Athens, by contrast, the only

challenge (illltim opus - 1.5) is to try to keep up the hymns of praise, and even that is

not so easy: Nisbet ,1I1dHubbard (1970:97) translate undique decerptam (I.7) as 'that

has been plucked from anywhere and everywhere.' It is not easy to say anything new

about Athens, so one ransacks the writings of others. In short. then, the poet enjoys

the pleasures of a sedentary life in the place of his choice. Plancus, like Teucer, has

to import pleasure into his situation of hardship and responsibility, but he may also

derive some comfort from the thought that he, like Teucer, may yet achieve

something new.

mm See Lohmann's arguments (l994:449f) for seeing Teucer as a consciously
conceived alter Aeneas.



Non semper imbres nubibus hispidos

manant in agros aut mare Caspium

vexant inaequales procellae

usque, nee Armeniis ill oris,

amice Valgi, stat glacies iners

mensis per 0111nlsaut Aquilonibus

querqueta Gargan! laborant

etfoliis viduantur orni:

til semper urgesflebilibus modis

Mvsten ademptum, nee tibi Vespera

surgente decedunt amores

nee rapidum fugiente salem.

at non tel' aevo functus amabilem

ploravit 0111ni3 Antilochum senex

annos, nee impubem parentes

Troilon aut Phrygiae sorores

flevere semper. desine mollium

tandem querelarum, et potius 110m

can/emus Augusti tropaea

Caesaris et rigidum Niphaten.

Medumque flumen gentibus additum

victis minores volvere vertices,

intraque prcescriptum Gelonos

exiguis equitare campis.

23R

Ode 2.9
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Not always do the rains drip from the clouds

on the bristly fields. nor do the gusty blasts

y~ narass the Caspian Sea

nor on Annen: .n borders,

Valgius my friend, does sluggish ice stay

throughout all the months, or do the oaks

of Garganus labour in the North winds

or are the ash trees despoiled of their leaves:

you always dwell in tearful measures

on the departed Mystes, nor do your words ofiove

cease when Vesper rises,
or flees before the rapid sun.

Yet neither did the old man who lived for three

generations weep for the lovable Antilochus through all

the years, nor for the youthful Troilus

did his parents and Phrygian sisters

always weep. Cease at last your unmanly

laments, and let us rather sing

of the new trophies of Augustus
Caesar, and rigid Mount Niphates,

and that the river of the Medes. added

to the conquered nations. rolls smaller eddies

and that the Geloni within fixed limits

ride their horses all narrowed plains.

5

10

15
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Ode 2.9 is another example ofa poem in which geography plays a significant part

to establish a structure of inverse parallelism and, as in the ease of Ode 1.7,

geographical references can be found at the beginning and end of the poem:
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A. Geographical features in the East 1-6

to illustrate that grim conditions

in nature 10 not prevail at all times

a fields (1 f)

n sea (20

c ice in Armenta (4-6)

B Trees 6~8
C Valgius' continual weeping d semper (9) 9-12

tor Mystes e flebilibus (9)

f amores (11)

C1 Examples from mythology of ct amabilem 13) 13-17!

non-continual weeping e1 ploravit ( i i.flevere (l ")

di semper ( 17)
B! tropaea

A' Geographical features III the East

to illustrate the extent of

19

20-4

Augustus' victories

c' ice on a mountain in Armenia (20)

bl river (21f)

a' plains (23f)

Although the geogl'aphical features at the beginning (1\) and end (AI) of the poem

are used to illustrate two very different points, it appears as if they were deliberately

made to agree with one another One can safely assume that the icy mountain, river

and fields in the East at the end ot'the pr h were decided upon first, since they relate

to the given political situation," anr' the sea and icy border at the beginning were

deliberately placed in the East to match the former. Mount Niphates (1.20), which

happens to be in Armenia and which recalls the ice on the Armenian border (lIAf),

looks like a most deliberate echo.

Augustus celebrated a triumph over these Eastern regions in 29 S.c. Vergil
also refers to it (georg, 3.~,',3; Am. 8.725-8).
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The first ci .cs o: \1,<>~oem are clearly intended not only as an illustration that

conditions change, b-it also that sad and mournful conditions in particular do not

last. Page (1883 250) noted that throughout these lines Horace has selected

illustrations from nature which admirably fall in with the idea of grief

The poet's VCIY use of the illustrations serves also to remind us how one may be

inclined to project one's emotions on to nature: all the world is seen as sad, because

one happens to be sad oneself But there is another side to the world (noli semper -

1. I), and, what is more, the world can also be seen from a totally different

perspective. The same geographical features and natural phenomena can also point

to a totally different reality, the world of political conquest. The intention of the poet

is presumably to transport Valgius from the level of the personal, subjective

experience to the political, objective world out there, to enable him to come out of

his self-involvement uO

The reversal in behaviour enjoined by the poet is reflected by the poem's structure

of inverse parallelism. There is a strong contrast between the first and second

halves of the poem, between inappropriate and appropriate behaviour.

One can probably hot insist that the tropaea (119) (B), which were originally tree-

trunks on which the arms of conquered enemies were hung, should be seen [~S

corresponding to the labouring trees bereft of their leaves at II 6-8 (W), but the

possibility deser-, es to be considered. The process in B I would then be the reverse

of the process ofB: the trees would gain adornment, not lose it.

Arkins (1993: 114) points out that this poem constitutes a reversal of a
recusatio: instead of refusing to write on military/political themes and
preferring ,0 write about Jove, the poet enjoins another person, Valgius, to
take leave oflove poetry and to take up writing on military/political themes.
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In the central set of correspondences (C and Cl) the contrasting re. , -nses to loss

by Valgius and the figures from m3 ilogy are juxtaposed (cf the elements d e fand

[I e' d').

The indications of time themselves also form a !_)uHernof inverse parallelism:

x non semper

y nec.: mensisper omnis 4-6

z ill semper 9

yl nOl1.. , .. .omnis .. ,· annos 13-15

Xl flec .., ... semper 15-17

TIns pattern drives home the contrast in behaviour between Valgius en the one hand

(z), and nature (x and y) and the figures from mythology (yl and x') on the other

hand. Valgius stands isolated as the only one whose condition remains the same,

The structure above shows too that the cycles in nature change within tho year

(nee... mensisper omnis -!l.4-E') (y), whereas for human beings conditions can last

much longer (iron...... omnis .., annos: li.13-1S) (yl) Nature is of course re .ewed

automatically every year, but a man is lost forever once he is dead. It therefore

requires a decision not to mourn forever, the sort of decision that was taken by

Nestor with regard to Antilochus, and by the parents and sisters ofTroilus

Apart from the indications of time in terms of'moaths or years, there is for Valgius

also an indication of time in terms of hours or days. LL 10-12 indicate that he

persists with his tearful verses about Mystes throughout the day he ceases neither

at dusk nor at dawn but presses 011



It '" difficult 10 know whether Mystcs is presented as ademptum (110) by death or

by mere circumstance. Quinn argues that desine ..... , querelarum (11. 170 would be

needlessly insensitive if'he was dead. Valgius, in Quinn's view, is forever mourning

someone who is not even dead, whereas Nestor and company did not weep forever

over sons and brothers who were really dead (Quinn 1963 .160f). Hov ver, the word

urzeo (cf L9) often occurs in till' context of death!'!' and the exempla oflll3-17 do,

after all, suggest death. Page (l8~n.250) thought, on the basis of inscriptional

evidence, that Mys.es was probably a slave."! If that is the case it would he difficnlt

to explain how he could be 'taken ..way' by anything but death. Mystes would only

have been a passing fancy, but now he has died before his looks have gone or before

Valgius nas got bored with him. Valgius' sorrow is inordinate, in the poet's view,

tor, unlike the epic heroes, he has not lost a beloved child. The 'insensitive' remedy

of'll. 17d24 might be an attempt to shock him to his senses.

1'1' Cf Horace, Odes 1"24.6 (where death lies heavy or presses upon Quintilius);
4 l) 27 (where unsung heroes are pressed upon by the long night of death).
See Putnam (1970 253) and Nisbet & Hubbard (I 97!U 43).

'1'1 Solin's more recent survey of inscriptional evidence (1982: 1020f) also
points to either a slave or a treedman. SeC also Nisbet and Hubbard
(197tU 36) fbr evidence of poems on the deaths of slave-boys.
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5.3.Z Three poems ill! which structures of parallelism occur, Odes 1.31l,2.18

and 3.14

There are several odes which appear to be structured along parallel lines, as opposed

to inverse parallel lines, of which Ode 3.9 is so obvious an example as to require no

demonstration. In fact it c 1\,' , be understood at all if the three extensive patterns

of parallelism are 110t taken into account, which clearly demonstrates the intimate

link between form and meaning. Three poems will "-; discussed in order of length,

to of'monstratc that parallelism can occur in a very short poem such as Ode 1.38, a

somewh . longer poem such as Ode 3.14, and still longer pieces such as Ode 2.18.

Ode 1.38

Persicos odi, Pll('l', apparatus,

displiccnt nexae philyra CO."OlJae;

mitte sectari, rosa quo locorum

sera moretur.

simplici myrto nihil allabores

sedulus curo: neque te mtnistrum

deduce! mynus neque me sub aria

vile bibentem.

5

Persian preparations, my boy, I hate,

garlands bound with lime bast displease;

desist from seeking in what place lingers

the late rose.

To simple myrtle Ianxiously care that you should

not add anything; neither for you as servant

is myrtle unsuitable nor for me drinking

under the dense vine.

5



Cordray (1956: 113) states that this ode is one of nine silo:'! odes 'in which the main

subject is developed in two parts ...the first states the situation or a general

observation; the second part expresses a contrasting aspect of the same thought'. She

points out that Persicos (11) is in direct contrast to the first word of the second part,

simplici (1.5).

Page (1883 219) pointed out that there was assonance in apparatus (ll) and

allabores (15), the latter again in a parallel position to the forme;'. .The ad in both

words suggests the idea of excess, of something "added" to what was enough.' Lee

( 1969 q1~3) also noted the above correspondences and the parallelism in the poem,

drawing attention especially to the correspondence between the rose and the vine,

which he saw as life-images, the former of fading life, and the latter of present life.

These observations certainly point towards a structure of'parallelism:"

A Elaboration Persicos. ...apparatus

B Negative attitude (lst person) odi

C Things which displease displicent ")<.
0 Garlands nexae philyra coronae :2

E Indication of location quo locomm ">.'
F Plant rosa ... SI!/'£l 3f

N Elaboration simplici.. .allabores s
Bl Positive attitude against something nihil allabores sedulus curo 5f

C1 Things which are not unsuitable l1cque... dedecet 6f
oj Garlands myrto ... ... 111)'1'111,\ 5, 7

El Indication of location sub 7

FI Piant arta vite 7f

IT Svndikus ( 19n 3l0f) notes some or the correspondences mentioned here,
but argues for inverse parallelism on the following basis two short
statements, long injunction, long injunction, two short statements. This
structure of inverse parallelism, based on syntactical phenomena, titus
coincides with the structure of parallelism, based on semantic phenomena.
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The structure of parallelism is used to convey the contrast between the things of

which the poet disapproves and approves respectively. The use of parallelism is a

natural way of expressing contrast ('not this and that, but this and that'), although we

have seen that inverse parallelism can also be employed to the same effect In Odes

3.14 and 2.18 (discussed below) parallelism is again used to express contrast, subtly

so in Ode 3.14, but explicitly in Ode 2.1S.

It is clear that A and AI are related, and Band BI, in that the same things are said in

different ways (Cordray 1956114) in A and B a concept with negative connotations

(iJeI'SICOS... apparatus -1.1) is disapproved of (odi -1.1), and in :\1 and SI a concept

with positive connotations isimplici myrto - 15) is affirmed by the positive

expression of concern (sedulus curo - 1.6) that something with negative, a .uotations

(nihil allabores - 1.5) should not take place.

Cody (L ,)76:40-3) has shown that both Persicos ...apparatus and simplici can be

understood not only as ethical terms, but also as aesthetic terms, alluding to the genus

grande and genus tenue of Callimachean aesthetics respectively, He points out that

Horace's ethical ideal of tenuis vic/us (sat. 22.53-5) is fused with his

literary/aesthetic ideal ofgell/ls tenue also in Ode 2.16 (1113-16, 37-40) And one

might expect the last poem of the first book to I)C a poem about his poetry. in the

same way that Odes 11, 2.20 and 3.30 am Horace, therefore, according to Cody,

not only rejects a particular way of life or course of action, but also a particular way

of writing His theme in this poem can certainly be described as tenue: private and

domestic. With wine and possibly even a hint oflove (see belov...}'''

In C and Cl much the same happens as in A Band NBI: both verbs, displicent (1.2)

and dedecet (1.7), express a negative attitude, but the latter is turned into a statement

expressing a positive attitude by m(~aI1Sof litotes. In c', however, the poet gives his

West ( 1995:191-3) also argues strongly for a love theme in this poem, seeing
the plla as a Ganymede figure.



preference more universal ( )plicatioll by using the word dedecet, i.e. it is now not

merelv a question 01 .aste, bu: of propriety And importantly. the puer is now drawn

into the matter; it is no longer a question only of' the poet's dislike. but of what is

suitable for both of them.

In D and DI the elaborate garland bound with lime bast contrasts with the simple

garland of myrtle. Cody (1976:40) point '<,11'.1 can also signify an

anthology or garland of verses (cf Ode 1.2

poet (cf Odes 1.1.29,1.7.7 and 3.30.14-16), "

-ry crown fer the

,'1',,, m3.Ywell be

intended here, apart from the obvious reference t gdD" , . 'y-goer. The

complicated crown rejected in 1.2 would then Ill' a..otu-r o "'!It;; ~;!v 'nee to the

RemfS grande style of writing, and the crown of simple myrtle snnii., ·I.~would refer

to the genus tenue.

Myrtus, from its association with Venus (Verg eel. 7.62), may allude to thc~love

themes of lyric poetry (cf Odes 1.4.9, 1.25.18, 2.7.25) - another reason tor

suspecting that there is a love theme between the lines of this poem - and myrtus also

has a literary association in Ode 3.4. 19, wl.ere it is said to have covered and

protected the youthful poet and friend of the Muses (Cody 1976:44).

E and El are indications of location, E the uncertain location where the late rose

lingers. E' apparently the pergola on the poet's own doorstep. Horace may be saying

on the ethical plane that one need not gu ill!' to find contentment - it is available in

one's own environment if one is ready to see it, which is why in Fl the dense vine

can stand comparison with the late rose of'F, The vine is not merely an indication

of location, but a deliberately mentioned rival to the rose. Like myrtle it is also

simple. Again, Cody (1976:43) has shown that the word anus is associated with

tenuis in epist. 1.7.29-33 in an ethical context, so it may also be related on the

aesthetic level. The (elaborate) rose would then be a symbol of the genus grande,

and the word sera might suggest that any now work in that style it> but an addition to

a long tradition.
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The boy-slave is told not to go hunting tor iOSCS tmttte sectari - 1.3), but merely to

be a servant (te ministnim - 16): the separation which the hunt for roses would entail

is contrasted with the intimate master-servant situation ineque te ministrnm ,..neque

//1(.',.. ,.. bibcutem - notice the parallelism), where both wear garlands of myrtle. In

other words. apart from the professed philosophical reasons for the poet's preference

tor myrtle, there may have been rer of the heart The poet wishes the boy to be

close at hand. Horace invites us, I hUllk, to smile at his foibles.



Herculis ritu modo dictus, 0plebs,

morte venalem petiisse lau1'lI11I

Caesar Hispana repetit penatis

victor ab ora.

unico gam/ens mulier manto

prod eat iustis operata divts,

et soror clan ducis et decorae

supplice vitta

virginum matres iuvenumque nuper

sospitum. vos, 0 pueri et puellae

tam virum expertae, male ominatis

parcite verbis.

hie dies vert' mihi festus alms

eximet CU1'GS; ego lice tumultum

nee mort pel' vim metuam tenente

Caesare terras.

i pete unguentum, puer, et corollas

et cadum Marsi memorem duellt,

Spartacum si qua potuit vagantem

fallere testa.

die et argutae propere. Ncaerae

murreum nodo cohibere crinem;

si per invisum mora ianitorem

fiet, abito.

lenit albescens animos capillus

litium et rixae cuptdosprotervae;

non ego hoc ferrem calidus iuventa

consule Planco.
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In the manner of Hercules, though lately said, 0 people,

to have sought a laurel at the price of death,

Caesar returns home, a conqueror

from the Spanish coast.

Let his wife, rejoicing in her singular husband,

come forth, having sacrificed to the just gods,

and the sister of our famous leader and adorned

with suppliant band,

the mothers of maidens and voung men recently

saved. You, 0 boys and girls that have but lately

experienced husbands, from ill-omened

words refrain.

This day, truly festal for me, shall take away

my dark cares: I shall fear neither upheaval

nor death by violence while

Caesar holds the earth.

Go look for ointment, boy, and garlands

and a cask of wine that remembers the Marsian war

if in any way a jar could have evaded

the roving Spartacus.

And tell the clear-voiced Neaera to hasten to tie

with a knot her myrrh-scented hair;

if a delay will be created because of a hateful

Janitor, come away.

Whitening hair soothes a spirit

eager for quarrels and violent brawls:

I would not have put up with this, hot with youth,

when Plancus was consul.
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In Ode 3. 14 an ageing Horace expresses his own relief and joy about the safe return

from Spain of Augustus in 24 B.C., which is implicitly contrasted with his former

opposition towards him at Philinpi, in 42 B.C. when Plancus was consul. On a par

with this change in his political attitude is his acceptance of the limitations imposed

upon him by old age with regard to love: he no longer wishes to take on difficult

janitors. as once he used to do There IS thus a contrast between the former self and

the present self: between a hot-headed willingness to risk all in love and war, and an

inclination to play for safety in those two fields

On the surface level it would appear as if Eorace is merely presenting himself as an

older but wiser person. who is genuinely relieved about Augustus' safe return and the

prospect of continued internal stability, and who consequently calls for public

religious observances during Augustus' adventus. his approach and entrance into the

city, and a private party for himself to celebrate the same event. This is how the

poem is often understood, altbough some have expressed unease about the

juxtaposition of tile public performance and the private party. Cairns considers such

unease to be unnecessary According to Cairns a public orator would demonstrate the

sincerity 01' his speeches 111 the public Held bv showing that he is also involved in

what he IS sayrng as a pnvate individual. 'Here, then. Horace IS showing that his

welcome to Augustus is really heartfelt because he is celebrating it not only in his

public capacity but also 111 his private life' (Cairns J.972:182).

One should, however, consider the possibility that Horace is suggesting that his

present political submissiveness. as his moderation in love, is due only to his

advancing years, his whitening hair. Had he been younger he might not have been

daunted at ali by the tumultum and 11101'1 pel' VIlli (11.140 which now he would fear

In the absence of Caesar, just as he certainly would not have avoided arguments and

tussles with the janitor. One can sense a touch of defiance in the last four lines,

especially the last two. The poet seems to be wiser in old age, but sadder too (see

Connor 1987:86) Such an interpretation may seem plausible if one considers how



Horace consistently introduces contrast and even bathos, as he plays down elements

III the first half of the poem by parallel elements in the second half of the poem. In

the process he seems to take an ironical look at himself, while outwardly appearing

to make arrangements tor his private party, he expresses himself in ways which

suggest bemusement with his present state of mind, which is then ultimately

contrasted with his:former state of mind.

The poem can be divided into two parts, 11.1-16 and 11.17-28. LL 13-16 can also be

seen as a 'bridge', a term used by Marcovich (1980:74), because these lines serve as

a transition between 11.1-12 and 11.17<Z8 (see also Cairns 1972 132; Nadeau

1989 87f), 111 that they are related to both the public sphere of 11.1-12 and the

private sphere of 1117-28. Thus hie dies ...festus of l.l J can refer to both the public

celebration and the private party. The numerous correspondences yield a structure

of parallelism:

A Addressee o plebs

B Seeking petiisse ....·... repetit

C Wreath laurum

D War victor

E Caesar's women gaudens mulier ...

soro!' ... ...matres

f Stately 111(. \iP··' prodeat

G Headgear dec:ol'ae supplice vitta

H A word of caution parcite verbis

I The poet in the present mihi ...... ego

J Avoidance of violence tumultum ...mori per vim

K Present political ruler tenente Caesare terras

2f

2

4

5-9

7f

12

13f.

14f

15f.



253

Ai Addressee puer i7

Bl Seeking pete 17
('1 Garlands coronas 17

D' \Var cadum Marsi memorem duelli etc. 18-20
Ei The poet' 5 woman argutae ...Neaerae 21

Fl Hurried movement propcret 21

G' Hair-do murreum nodo cohibere crtnem ,.,.-,

W A word of advice si ...... abito 23f

II The poet in the past ego 27

JI Avoidance of trouble litium et rixae ...protervae 26
Kl Past political office-holder consule PIal/co 28

Many of these correspondences have also been noted by Nadeau too, with occasional

differences. He draws a different conclusion as to their import, arguing in general

that the corresponding elements of the second part complement their counterparts

in the first part, rathe:' than that they stand in contrast

The first and obvious point of correspondence lies in the addressees of the t\\I(I parts.

In tilt' first part theplebs (1.3)CA) is addres- -d, and in the second the puer (11TI (AI).

AIOPs with the plebs one should take the pueri et puellae on 10 and those mentioned

in the third person, the mulier (1.5), the S01"(}1' (1.7) and the mattes (1.9) It is not

strange that Horace should address a slaveboy III a poem. but that he does so in

juxtaposition with the people mentioned in the first half of the poem may be reason

enough for one to have inklings of bathos.

Caesar is said to have sought the laurel of victory (petiisse Iaurum - 12, which
almost cost him his life (8 and C). It and is now making for home again irepetit - 13)

It Motte venalem (1.2) can also be interpreted along subversive lines: venalis is
hardly a word with positive associations, being suggestive of slaves on sale
and of bribes, and, if one did not know that Caesar came close to death on
this campaign, one might be forgiven for thinking that the poet was referring
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In contrast to this elevated figurative use ofpeto, Horace's slaveboy is told to seek
frivolous things, with pete (1.l7) (Ell) being used in a literal sense. In contrast to
Caesar's lofty laurel wreath, Horace's slaveboy is to go and find some garlands for a
party (coronas - 1.17) (Cl). On one level this wearing of garlands at the party is

possible precisely because Caesar risked his life to win the laurel wreath (i.e. we have

here the complementary use of parallelism), but on another level the poet cuts a figure
so different from that of Caesar that the effect must be one of contrast.

This ambivalence continues in the references to the jar (cadum - 1.18) (Dl) which
remembers the Marsian war and escaped the roving Spartacus. On the one hand it
serves to remind us of the civil conflicts of the past which Augustus has brought to

an end and which Horace, like the jar, has been luck)' enough to survive. It is only
because of the pax Augusta that he can have his party. On another level, however,
there is a contrast between Augustus who returns home, a victor (1.4) (D) from all too
real a war, and Horace who sits at home and whose only association with war is that
he hopes to keep company with a personified jar of wine that remembers distant wars
and barely survived them."

In Ii.17 -20, therefore, Horace appears to be taking an ironic look at hi ' own present

exploits, by comparing them with those of Caesar in 11.1-4, even as he gives orders for
.hc party. In short, he draws a humorous comparison between himself and Caesar.

III 11.21-4 (El) the poet continues in this vein, by contrasting the company he seeks
with He people who are to meet Caesar on his return (11.5-12) (E). There is an
obvious incompatibility between the august company of women who are given
instructions in the first section, and Horace's playgirl Neaera to whom instructions

to the death of enemies. Caesar is then seen as pa.. 19 for his laurel wreath
with the currency of death.

uu One is reminded of Pro pert ius, Elegies 3.4, where the poet at first applauds
Caesar's conquests (11.1-20), only to indicate later that he prefers to do so
from the safe vantage point of a c· the ViaSacre (1.22), in intimate
association with his girlfriend. See Wistran.' (1977:27).



are to be given by the slaveboy Again, in short, Horace compares his WOiIDlIUl with
Caesar's women."

It is said of Livia (multer -1.5) that she should rejoice in her unt. 'O•••manto. Williams
(1969:92) sees in this a reference to the title umvira given to women married only
once, which would have been a purdy honorific title in Livia's case in the light of
her life history. l'ishet (1984: 1(8) disagrees, and takes the words to mean that
Augustus was a unique husband. in that it must have been it unique experience to he
married to such a man Whichever is the case. Neaer a will probably no! haw

confined herself to une man, whether he was unique or not. Therefore there was a
need for a ianitor (1.23). She stands out in conspicuous contrast to the maiden"
tvirginum - 1.9) and the girls tpuellae - 1.10), With her the question of experience
does not even arise.

Livia is told to go forth (prodea: ~L6) (F) to meet Caesar on his return, and with her
his sister and the other women, quite a stately procession, whereas Neaera is to

hasten to tie her hail' (properet - 1.21) (FI) and then, we may presume, to burry to
Horace.

Jhe nuttres aredecorac (17) (G), a WOld which refers principally to their adornment
with suppliant bands of wool, but \' hich may also carry its moral overtones ot
propriety Neaera's decoration consists of her hair being tied ill a knot ;m:i perfumed
with myrrh (122) (Clt In Oeil' 'U 1.21 a woman of similar hairstyle and musical
accomplishment, who "i!;o is to hurry along, is said to be a s~ 1111,

One may also note a correspondence between the word of caution in 1.12 (II) and the
word of'advice in 1.23f nIl), albeit that they apply to rather different situations.

One can therefore see in the portrayal of Neaera it bathetic contrast to that of the
procession of (mostly) women ill the first section, :l continuation of the line of

Mankin (ll)(I:; J g()j') notes the absence ill the 1.:1I1\\l! of adult males of the
g oman upper class, and :;tI~~g0ststhat !IOIal e is either obliquely referring to
their death in the CivilWar or implying that other men too remain uloof'fiun:
the ceremony.



thought whereby Horace shows himself to live a less honourable life than Caesar, but

a pleasurable one, at least.

Nadeau, however, sees Neaera and the women as complementary, as two different

ways of doing service to Venus: 'the one is of positive benefit to the state (such is the

matrimonial relationship between Augustus and Livia), the other 'it least does not

threaten the state (such is the relationship between Horace and Neaera) ...Horace's

current moderate attitude to sex, which stays carefully within the bounds of self ..

control (si pCI' invisum ...ahito) contrasts with his past lack of control (noli ego

... iuventas, which is significantly associated with civil war tconsule Pial/CO)'

(Nadeau FiS9 B9) Nadeau's argument rests on his hypothesis that even in this poem

Augustus' victory over Antony and Cleopatra at Actium is being recalled (Nadeau

19S9:89 ..(3), and that the real contrast is not betw 'en the women and Neaera, but

between their beneficial and relatively harmless behaviour respectively, and the

behaviour of inordinate lust of which Antony was guilty, and which threatened the

existence of the state. It is, however, difficult to postulate a contrast between

explicitly drawn characters and an implicit character, especially if the explicitly

drawn ones are so different already.

Finally, iii ILl3 ..1(i and 11.25·8 the poet comnares himself with himself, as is

evidenced hy the prevalence of forms of the first PI'I'SOIl pronoun in those lines mihi

(Iii) and ('),;11 (! 1S) (I), and ego (127\ (II) One can therefore speak of progression

as nil as the poet's subjects for comparison arc concerned he first compai .." his

exploits with those of Caesar, then his company with that of Caesar, and finally his

present self (11.13-16) with his former self (1l.2S..g) The correspondence between

11.13 ..16 and 11.25..8 is flu; her established by the presence of similar phrases in the

ablative absolute at the end of both passages, tencnte Caesare tetras 01.140 and

consule Planco (1.28) (K and K1), denoting two di!1erent political situations at t\VO

different times

Both sections deal with the deliverance from or avoidance of trouble and violence.

In II. l.~"1() the "black c;u es' (.1//'(/.\ ..... , ('11m\' .., II lif.) which the return of Caesar will

take awav an.' the threats PI' civil strife and violent death ttumultnm nee mort pel'



: - 11.140 (1). In this case Horace's deliverance depends on Caesar's presence
d rule

II contrast to the violence of civil strife in II \3-16 we find the violence associated
with love affairs in 1125-8 tlitium et rtxae .. .protct 'ae - 126) (JI). Horace may be
following the practice of the elegists who often contrast real nnlitia with militia

amoris (cf also Odes 1.6, 1.19, 1.27,2.12) Again one can detect bathos in the
descent from the serious threat of civil strife to 'the frivolous fights with janitors and
the like. In 11.13-16 Horace's deliverance depends on the strong presence and rule
of Caesar, but in 11.25-8he is saved from trouble by his own ever-whitening hair
talbescens ...capillus - 1.25),i.e. his diminishing strength. He merely avoids trouble.

This slight shift, however humorously presented, towards his own responsibility for
his safety can be seen as preparation for the almost defiant insistence upon his own
dignitv in 127. where we Hilt!the emphatic non c~ohocferrem.

Dyson (I 973b: 177f) argues that one should not only read hoc in 127 as referring to
Horace's yielding to the strength of the janitors, and, one may add, his acceptance of
the absence of female company at the party, but should also see a political
significance in it, because in 42 B.C. when Plancus was consul Horace fought
Octavian at Philippi. There was a time, at least, when he risked all in love and war.

Although the poet is aware, through the wisdom of older age, that he was perhaps a
rash young man, and although he is thankful for the safety of the present age under
the present ruler. there is also a whiff of nostalgia ill the air for the former bolder self
which could explain whv he subtly introduces subversive elements throughout the
poem
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Oele 2.18

Non ebur neque Ill/tel/ill

mea renidet in domo lacunar,

110n trabes Hymettiae

premunt columnas ultima recisas

Africa, neque Attali

ignotus heres regiam occupavi,

flee Laconicas mthi

trahunt honestae P1l11J11l'aS clientae:

atfides et ingeni

benigna vella est, pauperemque dives

me petit: nihil supra

deos Iacesso nee potcntem amtcum

Iargiora flagito,

satis beatus unicis Sabinis.

truditur dies die,

novaeque pergunt interire lunae:

tu secunda marmora

locas .\'IIbipsum funus et sepulcri

immemor struis demos

marisque Bais obstrepentis urges

summovere litora,

parum Iocuples continente ripa.

quid quod usque proximos

revcllis agri terminos et ultra

limites clientium

salts avarus? pellitur paternos

in sina ferens deos

et U.1(OI' et vir sordidosquc natos.
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Nulla ceraor tamen

rapacis Orcifine destinata

aula divitem mallet

erum. quid ultra tendis? acqua tellus

pauperi recluditur

regumque pueris, nee satelles Orci

callidum Promethea

revexit auro captus. hie superbum

Tantalum atque Tantali

genus coercet, hie levare functum

pauperem laboribus

vocatus atque non VOCCUltS audit.

30

35

.fO

Neither ivory nor gilded ceiling

panels gleam in my house,

nor do beams of Hyrnettian marble

weigh down columns cut in farthest

Africa, nor have I as an unwitting heir

taken over a palace of Attalus,

nor for me do respectable lady clients

trail robes of Laconian purple.

But I have loyalty and a generous vein

of genius, and though poor the rich man

courts me: no further

do I provoke the gods, and of my friend

in power I do not demand more,

blessed enough .n my one and on'y Sabine farm.

Day is pressed upon by day,

and the new moons proceed to wane.

You contract for the cutting of marble

just before your funeral and forgetful

5
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of tile tomb, you build houses,

and of the sea that breaks upon Baiae

you are eager to move the shore,

not owning enough while the coast is continuous.

\ 0 hat of the fact 1hat you always uproot the boundary

stones of a neighbouring farm and greedily

leap beyond the boundaries

of your clients? Husband and wife

are driven forth holding to their bosom

the household gods and dirty children .

And yet no hall more surely

awaits its wealthy lord

than the destined end of grasping

Orcus. Why do you strive for more? Earth opens up

equally for the poor man

and for the sons of kings, neither did

Orcus' guard, bribed by gold, bring back

cunning Prometheus. He constrains

the proud Tantalus and Tantalus'

offspring, he listens to relieve

the poor when he has discharged his labours

whether called or not called.

20
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The parallelism in Ode 2.18 has not gone unnoticed by scholars. Mendell

(1950:282) divided the peen to three main parts: ill the first the poet as poor man

is the subject (11.1.·14), in the second the deb man (Ill 5-28), and in the third the

ultimate fates of rich and poor are brought together (1129-40) Mendell showed that

each of the first two fourteen-line sections can be divided into sections of eight and

six lines. Furthermore, in both eight-line sections, 111-8 and 1115-22, the emphasis

falls on a deb person, a non-existent one in the first, i.e. the rich person the poet is

not, and a real one in the second, whereas in the six-line sections (11.9-14and 11.23-g)



poor persons are mentioned, the poet and the poor who suffer at the hands of the rich

respectively. In the third section rich and poor meet (1129-40)

Womble (IlJo I S37-49) continued Mendell's line of thought and wrote about the

many verbal echoes in the poem. Nadeau too (1980:218-20) noticed the repetitions

and saw in the ode 'three part'), each of the second and third parts picking up and

developing the themes set out in the first part'.

While recognizing the validity of Mendell's analysis, and that of all the scholars who

SCI,; divisions at lines 14 and I propose that one can also see two parallel parts

running to lines 16 and 32 respectively, with the third part displaying a simple pattern

of inverse narnllelism

A I have 110 luxurious home

B I have not taken another's palace

C I have no clients

D I do not provoke the gods

E I do not want more;

I am happy on my Sabine farm

F The passage of time; death

c/011l0 (2) 1-5

5f

7f

11f

12-14

ciientae (8)

deos (12)

interire (16) 15f

A' You build luxurious homes

BI You take others' land

eland maltreat clients

D1 You dislodge the gods

E; Orcus will be your home;

so why do you want more?

Fl Death

demos (19) 17-22

23-6

cltcntium (25)

dcos (17)

24-6

26f

29-32

29-32
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G the poor 11.1an

H The sons of the rich

Prometheus
II Tantalus
HI The offspring of Tantalus

GI The poor man

pauperi (33) 33

34

.is
37

pauperem (39)

37f.

39

I shall restrict my discussion of the poem to a few comments on the structure as set

out above. A clear link between A and N is the fact that marble is mentioned in

both cases (Womble 1961: 541); in A the word for marble does not occur, but the

words trabes Hymettiae premunt columnas ultima recisas Africa (11.3-5) refer to

two places where marble was cut

Apart from the correspondence proposed above between Band Bl, one might ask

wnether the words sepulcri immemor (111 Sf') are not perhaps intended as an echo

of Attali ignotus heres (11.50. In both cases there is a lack of awareness of

someone's death, but the situation in IUSf is the more serious since the person is

unaware of his own mortality, whereas in II.Sf. the situation is quite comical.

Concerning C and c. one could add the observation that although the poet is not rich

and therefore has no clients, he finds himself in the paradoxical position that his

attention is nevertheless being sought, as if he were a patrol/us, and by the rich man

of all people (Womble 1961 :540). And as for the rich man, instead of clients

approaching him, he encroaches upon them (11.24-6), i.e. again the rich man 'visits'

the poor, the same reversal of roles as in H.IOf, but now for a much more sinister

reason.

There is quite a contrast too between the attitudes of the poor man and the rich man

towards the gods The poet recognizes that prosperity is a gift from the gods, but he

does not pester them for more (D), whilst the rich man believes in autonomous action

by the individual to increase his riches - he simply leaps over boundaries, and in so
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doing pays scant regard to the fact that the norrnallv shiny household gods (cf.

Epodcs 2.66) now have to be carried alung vvith grubby children (D!)

An mteresting contrast too is contained in E and El the final word, so to speak, about

the poor man, i.e the pod, is that he is happy OIl his farm, i.e, in this life, whereas

the final word about the rich man is about his prospects for the next life. The final

word on the rich man has to be on the 11\;<.1 life, because in this life he never really

possesses anything, since he is always in the process of striving for more (Womble

1961 :544).

The rest which the poet experiences on his farm the rich man will only be able to

know once his life and its pursuit, are over, but the locale will be decidedly less

alluring.

The final section (1132-40) reveals the obvious tact that the poor man too will end

up in Orcus, but tor him death has the character of a release from labours (l13Sf).

In Ode 2.1 g parallelism is followed by inverse parallelism. The parallelism is

effective in highlighting the eontrast between the poet and his addressee.
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5.3.3 Two poems no which structures of both pa.' ism and inverse

parallelism occur, Odes 1.1 and 3.23

Ode 1.1

Maecenas atavis edite regibus,

() et praesidium et dulce decus meum,

sun! quos curricula pulverem Olympicum

collegisse iuvat, metaque fervidis

evitata rotis palmaque nobilis

terrarum dominos evehit ad deos;

fume, si mobilium turba Quiritium

certat tergeminis tollere honoribus;

ilium, sf proprio condidit horreo

quid.'quid de !,i,';,:ds verritur areis.

gaudentem patriosfindere sarculo

agros Attalicis condicionious

llumquam dimoveas tit trabe Cypria

Myrtoum pavidus nauta secet mare.

luctantem Icariisflucttbus Africum

mercator metuens otium et oppidi

faucial rum sui; mox reficit rafts

quassas, indocilis pauperiem patio

est qui nee veteris pocula Massici

nee partem solido demere de die

spernit, mille viridi membra sub arbuto

stratus, nunc ad aquae lene caput sacrae.

multos castra iuvant et lituo tubae

permtxtus sonitus bellaque matribus
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dctestata. mane! sub love frigido

venator tenerae coniug ..s immemor,

sen visa est catulis cerva fidelibus,

set! rupit teretes Morsus aper plagas.

me doctarum hederae praemia frontium

dis miscent superis, me geltdum nemus

nympharumque [eves cum Satyris chori

secernunt populo, SI neque tibias

Euterpe cohibet nee Polyhymnia

Lesboum refugit tendere barbiton.

quodsi me lyn ...s vatibus inseres,

sublimi feriam sidera vertice.

25

30

35

Maecenas, sprung from royal ancestors,

o my protection and dear adornment,

there are those whom it pleases to collect Olympic dust

with the cl=riot and whom the turning post cleared

with glowing wheels and the noble palm exalt

as lords of the earth to the very gods;

this man is pleased, if the mob of fickle Quirites

strive to raise him to triple honours;

that man, if he has stored in his own granary

whatever is swept up from Libyan threshing-floors.

He who delights in cleaving with the hoe his fathers'

fields you would never dislodge on Attalid

terms, to cut asunder with a Cyprian bark

the Myrtoan sea, a trembling sailor.

5

10
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The merchant fearing the Afrieus as it contends

with Icarian waves praises leisure and the fields

of his native town; but soon he repairs his battered

ships, he who cannot be taught to endure privation.

There is a man who rejects not cups of ancient

Massie nor to take awe: !l part of the busy day,

his limbs now stretched out under the green arbute-tree

now at the gentle source or sacred water.

Many are pleased by the camp m,1 the sound of the trumpet

mixed with the clarion and by wars detested

by mothers. Under Jupiter's Gold sky stays the

hunter, forgetful of his tender wife,

whether a deer has been sighted by the faithful dogs

or a Marsian boar has rupt. led the fine nets.

1'..';" the ivy, the reward cf'poets' brows, sets

among the gods' 1 sve, me the cool grove

and the nimble dancing-bands of Nymphs and Satyrs

separate from the throng, if neither Euterpe holds

back the flute nor Polyhymnia refuses

to tune the lyre from Lesbos.

But if you include me among the lyric poets

I shall strike the stars with c': ..lted head.

15

20

25

30

35

There are various ways of looking at the structure of this poem (cf Collinge

1961: 108f.), but my own proposal is based on the insights of Kiessling-Heinze

(1960:5-7), Blangez (1964-72),mv Shey (1971:185-'16) and Dunn (1989:97-109)

which I have combined to give the following:

WW Blangez (1964:264-8) proposes an attractive and nu.nerically symmetrical
structure of'inverse parallelism, which I would adopt, were it not for a tenuous
connection between 11.9-14and 1l.23-8 (C and C1 in his pattern).



i\, Maecenas and the poet If

B (F) Athlete sum quos ...... iuvcu (3f) '-f)

C1'(,hi t ad deo» ({;I

C (Fl) Politician 7f

I) !tTl \\ ilthv landowner 'll

"' (Gl) Poor farmer 11-14.L,

El (II) Mercham :"-l

1)1 (HI) 1\1al1 of leisure est qui (191 19-22-

C1 (I) Soldier iuvant (23) 23 ..5

Bl (II) Hunter 25-8

Al The poet and Maecenas dis miscent superis (30) 2\}-36

There is clearly a correspondence between the beginning (ll If) (A) and end (1129-

36) (AI) of the poem, in that Maecenas i:; directly addressed in both (Svndikus

Ill9"1 :~g) I lis patronage of'Horaces poetrv is referred tn j'I12. which links it to till

extensive treatment of the subject ofpoetry in II 29-3(J In [',)\1111.:2and 3S the poet

acknowledges his dependence on Maecenas 'It is now if the cause Ill' Horace's

apotheosis is not so much his own talent, but rather til:;t Maecenas thinks of him'

(Musurillo It}62:.::10).

The lISC of the word edite, with its secondary sense of 'published' in the very first

line of a book of poetry is not only humorous, but also points to Horace's self-

awareness as a poet which comes til tbe tore so strongly at till; end of tile poem. Tli!.'

last line can perhaps also be read in a humorous vein: the poet's apotheosis is so

swif that he will actually bump his head against the canopy of the sky (Gold

)9()2.lg4)·'

\',. In Ode 2.20 Horace presents his rise to fame ill humorous terms describing
in detail how the plumage sprouts on his arms.
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Thus there is also a correspondence of contrast between the poet's glorious future
and Maecenas' glorious ancestry Maecenas was born of'famous ancestors, ~T"race
wm rise from his humble background.

The poet is also linked to the athlete, in that both arc raised to the level of the gods
(evehit ad dco ....- 1.6,dis miscent superis - 1.30). and both have a vegetative sign of
achievement (palmuque nobilis - 1.5,hederae praemia - 1.19) (Blangez 1964:266).
But the reference to the dust tpulverem ., 1.3) may point to the transitoriness of the
athlete's feat - the means of achievement, the chariot, gathers dust even in the very
act (If achievement. It was only really a poet, Pindar, who could truly immortalize
all athlete's victories.

The reference to a sporting e..ent in Greece, followed by a very Roman reference
to politics, can perhaps be seen as an early indication of the poet's intention, revealed
at the end of the poem, to fuse things R~mnilanand Greek in his poetry, the tibia (1.32)

being a typically Roman instrument, and the barbiton (1.34) typicallj Greek The
words Iyricis vauhus (1.35) are also indicative of this fusion (see Dunn 1989:107),
since lyric poetry was typically Greek, and the word vates was a favourite term of

self-description among the Augustan poets

Shey (1971: 1850 link, the figure of the athlete in 11.3-6(B) to that of tho hunter in

11.25-8 (HI), in that both engage in SPOl't There is, however, also a contrast: the
excitement and heat tfervidis ...rotis - liAr) of the first situation are unlike the
emotional detachment ttenerae coniugis immemor - 1.26) and coldness (Sill> love
frigido - 1.25) of the second.

The politician in 11.7f (C) and the soldier in 11.23·,5(C1) are similar in that both
pursue dangerous public careers, the soldier obviously so, and the politician
because he is at the mercy of't'ie tickle crowd (mobilium turba Quiritium - 1.7). The
word certat in Lg, with its military connotations, can be seen as serving tile
connection (Shey 19711 86). (The poet is, unlike the politician, cut off' from the
throng tmc.: sccernunt populo - IlJO-2t and like the soldier he hears music m.32-
4), but of a very different kind)



Both the landowner in IL9f (0) and the m~ll1l ~lf!cns;unn'e in 11.19-22 (1)1) seem to have

money," but the landowner is an inveterate gatherer, whereas the second is willing

to spend, to take time cff and to drink his ancient wine in the mann'.'!' of a prodigal.

For the landowner nature is merelv a source of wealth, whereas for the more laid-

back man it is a source of beau tv and enjoyment (see Shey 1971: 186). I agree with
Dunn (198997-109) that the man of leisure is probablv a poet, as his sacred spring

would seem to indicate. He therefore anticipates tilt' reference to Horace himself (see

also Vretska 19713340

The poor farmer in Il.l l-I-t (E) and the merchant in 11.15-18 (EI) are closely

linked, in that the poor farmer is said to be wholly unamenable to the merchant's

natural terrain, the sea, whilst the merchant, though he praises the farmer's terrain,

the countryside, invariably puts out to sea. The farmer does not have much money

and it means nothing to him (Attaltcis condicionibus uumquam dimoveas -11.120,
but the merchant must have money, because he cannot bear not having it (indocilis

paupcnem pat; - L 18) (see Shey 1971: 1(6). Both sections also start with participles

in the accusative singular tgaudentem - 1.11, 111('/£1111('111 - 1.15).

One could also follow Dunn (1989·1 O(Jf) and group the athlete, politician and

wealthy landowner together (J), on tile basis of synrax and common satirical

portrayal, and relate them to the soldier and hunter (JI)." The respective groups are

introduced by the same verb tinvat - 14, iuvant - 1.23) and spoken of in negative

moral terms. In the centre the positively portrayed figures of the poor farmer (K) and

the man of'leisure (Kl) correspond, both of whom can be contrasted to the merchant

(L) (for the poor farmer and the merchant see E and EI above, and for the merchant

and the man ofleisure see H and HI below).

\\ Tile man of'leisure can afford to drink good wine 011 no special occasion, and
he is able to lake time 011'his busy day, in order to indulge in leisure.

II J and JI, as well as K. I(' and L, are not indicated in the diagram above, lest
it become too intricate.
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It is also possible to see four panels of H»~u'aRle~if)m,the elements indicated by

bracketed letters in the diagram.

The athlete (F) and politician (Pi) both enjoy public ac~Jajm and both can be raised

(evehit -1.6, tollere -l.B).

The wealthy landowner (G) and the !)OOI' fanner (G') are both associated with

agriculture, but their attitude towards it is different: the first has estates far away in

Africa and for him it is primarily D. source of more money, whereas the latter works

his ancestral lands himself and he would not dream of selling it for any money.

The merchant (H) and the man of leisure (H') both appreciate leisure and the land

(otium et...r laudat rum -11.16f., and 11.21f.),but only the latter actually takes time to

enjoy it.

Both the soldier (I) and the hunter W) are engaged in occupations which involve

killing, and both disappoint women by their actions ibellaque matribus / detestata ~

11.24f.and tenerae CO;;iUb>1S immemor -1.26) (Shey 1971: 187, 194, Kiessling & Heinze

1960:5-7).

The very first ode of Horace can therefore be said to be 0,1(; in which both parallelism

and inverse parallellsm feature as structural principles. Horace's position on the

outer edges of the structure reinforce the notion of his separation from the vulgar

crowd (1.32), whilst the possible allusion to himself inll.19-22 points to the poet's

partlefpatlo» in life, albeit ill ways different from those of the crowd.



Caelo supinas si tuleris manus

ncscente Luna. rustica Phidyle,

si lure placaris et horna

frug» Lares avidaque porea,

nee pestilentem sentiet Africum

fecunda vitis nee sterilem seges

robiginem alit dulces alumni

pomifero grave tempus anno.

nam quae nivali pascitur Algido

devota quercu .s inter et ilices

aut crescit Albanis ill herbis

victima pontificum securis

cervice tinget: te nihil attinet

temptare multa caede bidertium

parvos coronant. -m marino

tore deosfragt'ique mvno.

immunis aram si tetigit manus,

non sumptuosa blandior hostia

mollivit m'I!I:WJS Penatis

farre pio ct saliente mica.
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Ode 3.23
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If to heaven you lift upturned hands

when the moon is born, Phidyle of the country,

if with incense and this year's fruit

and a greedy pig you placate the Lares,

then neither w'll the fruitful vine feel

the pestilent Sirocco nor the corn mildew

that causes the crop to fail nor the sweet nurselings

harsh conditions in the fruitbearing season.

For the consecrated victim which is grazing on snowy

Algidus among the oaks and the ilexes

or is growing up on Alban grass

will stain with its neck

the priests' axes; it is not your concern

to disturb with a great carnage of sheep

the tiny gods whom you crown

with rosemary and fragile myrtle.

If giftless your hand has touched the altar,

not made more persuasive by a costly sacrifice,

then it has appeased the hostile Penates

by the dutiful meal and spluttering salt

5

10

15

20

The structure as outlined below shows that the poet uses not only parallelism (the

elements comprising A and AI are in parallel order, as is the case with the elements

of'C and c', and the structure involving animals and plants in 1l.3~7), but also inverse

parallelism (the animals and plants in Band B\ and the structure of the poem as a

whole) See also the remarks below on the structure of inverse parallelism in 119-16.
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A Offerings to placate the Lares

a si tuleris manus

b placaris

c Lares

d ture e - plant

horna frug«

avidaque porca
e·· plant

f - animal

B Plants and animals benefit

tecunda vitis e - plant

e - plant

f- animalsdulces alumni

C Official cult victims

pascitur g - verb

Algido h - mountain

qllerclls ...ilices i= plants

Cl Official cult victims

crescit g' - verb

Albanis h' - mountain

ill herbis jl - plant

(pontificum securis cervice tinguet

multa caede

BI Animals and \ ,is

bidentium f - animals

e - plant

e - plant

marino rare

fragilique myrto

A' Appeasing the Penates without offering')

a' si teugtt manus

b' mollivit

c' Penatis

dl farre pio et saliente mica

1-4

3

4

3

3f

4

5-8

6

6

7
qf

9

bloody sacrifice

bloody sacrifice)

9

10

Ilf

11

11

11

12f

14

13-16

14

Isf
16

17-20

17

19

19

:W
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Especially striking is the correspondence between ILI-4 (A) and ILl7-20 (A'), the

points of correspondence being: the religious or sacrificial actions involving hands

(a and ,,1), the hands being qualified by adjectives in both cases isupinas in 1.1 and

immunis in 1.17), the idea of placating the household gods (b and b', and c and c') -

usually the Lares and Penates are spoken of in one breath, so that their very

separation here establishes the correspondence between the two sections - and lastly

the mention of the particular sacrlfices (all ablatives of instrument) (d and d').

These correspondences sen e to draw attention to 111-4 and Il 17-20 and to invite

further comparison, which then shows up the significant differences too, i.e the very

phenomenon of parallelism serves to highlight the contrast between the two

sections, The sacrifices in 1I.3f. seem to represent the normal sacrifices that would

be sufficient to win the favour of the household gods, Incense was a regular feature

in offerings, although not inexpensive at 3-6 denarii a pound, according to the elder

Pliny (nat. 12,32), Pigs, too, often had to do duty 011 the altar and were quite

acceptable, aJJ but a lamb or even a calf might have been more impressive - although

Horace would disagree on the last point. For in II.17-20 he suggests that far more

modest sacrifices, with even the absence of an animal victim, may be able to achieve

the desired effect. In fact, the sacred meal tfarre pio) and salt (saliente mica I

represent not so much an offering as the mola sa/sa, the salty meal that was sprinkled

on the head of the sacrificial victim. If one understands immunis as "giftless', it

would indeed appear as if this proposed sacrificial rite takes place without an actual

offering, except for the barest minimum, the mala salsa.

caa Murgatroyd (1980:287), in commenting on Tibullus 1 10,21f. 25£, points out
that the offerings to the Lares varied, and included lambs, heifers, pigs,
incense. liba, and firstfruits Pigs were common thank-offerings for a safe
return from war (cf Gel! 16.6 7), but this is clearly not applicable to the
present poem. Relevant is Murgatroyd' s comment (] 980 89) 011 Tibullus
I.2 62 that hostia (see 118 in Ode 3 23) usually denoted the smaller
sacrificial animals, such as sheep, and viet 1I11£! (see I. 12 in Ude :;23) the
larger ones, such as cattle (Char Grumm 403.28B victima maior est, hostia
Illinor) .



Thus, despite the far more modest sacrifices, the effect is the same: the household
gods will bL' placated, even though Penatis (119) is qualified by the adjective
aversos. i e hostile, whereas Lares (14) is left without any epithet One may ask
how the more modest sacrifice could achieve the same result Perhaps Horace

wished to stress the wordpium (120), which had become a conventional epithet with

far If so, he may Imply that the attitude of the person who sacrifices is more

important than the quantity or cost of the sacrifices (see Cairns 1977:540f, Sullivan

1960109-13).

U 1-4 and 11.5-8stand in relation to one another on the basis of cause and effect, or
do ut des, so that the two references to the sacrifice of plant life and the reference to

the sacrifice of an animal in 11.l-4 are matched by the well-being of two types of

plant life as well as some animals in !i5-8. i.e. we have here parallelism. Gifts are
bestowed so that the gods may bestow benefits in return.

Plants and animals also occur ill 1113-16. with the animals and plants of 8l in
inverse paralic! order to the plants and animals of 111-8. In fact, the sweet

nurselings (duices alumni - I.7), if they were lambs, may have become the fully
grown sheep of 114 (bidentiulIl). Perhaps Horace uses the hyperbolical 'great
slaughter of sheep' of'i.14 to suggest how ironic it would be if the same flock of
nurselings, for whom sacrifices were offered to ensure their survival, should now not
survive but fall victim to the very process of sacrifice. Or to put it another way, a
Hock of fully grown sheep need not be sacrificed to save a flock of lambs! The
devota.: victima01 10-12) will fulfil that function.

The central II 9-12 CI!lJ again be divided in,·) two parallel parts. each containing a
verb (g and g ) related to the physical well-being of the intended animal victims.
with crescit in 1.11 following logically UPUll pascitur in I.9. Each part contains the
name of a mountain, Mons Algidus (19) being part of the greater Mons Albanus
(1.11) range (h and h'). In each too vegetation is mentioned (i and it), whereas the
subject of the two parallel parts, devota... > victima, is neatly divided between the two

parts. In 11.9-12the parallel elements complement one another.



Furthermore. there appears to be inverse parillelism between 11.9-1:Zand 1113-i6

plants in sacred service (tile grass feeding the victims)

k bloody sacrifice of animals

k' no need for bloody sacrifice of animals

i' plants in sacred service (the garlands for the gods)

9-ii

12f

13[.

15f.

The animal victims of the official cult, which roamed the sacred mountains Algidus

and Albanus, obviate the need for a similar large-scale slaughter of sheep by Phidyle.

Her making of garlands for the household gods with rosemary and myrtle is

sufficient

The lI11111ll caede bidentium of 1.14 may still suggest the official cult, but Horace

creates incongruity by associating such an activity with Phidyle, who was hardly

likely to have contemplated a mass execution of sheep. These words stand in very

strong contrast to the next picture he presents of her: the woman who was imagined

for a moment awash in a sea of blood is now presented as weaving dainty garlands

with the fragile cuttings of rosemary and myrtle for the diminutive gods. The one

picture is presented in stark and gory terms, the other in terms of delicate dev .' -m.

In this poem, then, parallelism serves more than one purpose: to highlight similarity

and dissimilarity (different sacrifices can have the same effect), to indicate

complement, and to highlight cause and effect. The inverse parallelism in 11.9-16

emphasizes the principle of cause and effect inherem in the content of that section.

The poem as a whole is exceptionally balanced and symmetrical, which on the iconic

level reflects the balance inherent in the principle of do ut des or cause and effect.
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5.4 Conclusions

In the discussion below I refer also to structures outlined in Appendix C.

a) As indicated in 5.2 above Horace uses both parallelism and inverse

parallelisne, as well as combinations of the two structural principles. The majority

of poems are structured along inverse parallel lines.

b) In Odes 2. 10, 2 14 and 2. 16 one can argue for parallel elements within the

larger structure of inverse parallelism (see e.g. B C and Bl CI in Ode 2.14).

c) A significant number of longer poems have double structures of inverse

parallelism. An interesting example is Ode 3.3, where the same theme is found in

the centre of both structures of inverse parallelism (cf also Ode 3.8).

d) Sometimes minor structures of inverse parallelism coincide with major

structures. Ode 2.10 can be analysed in terms of one major structure of inverse

parallelism, but also in teens of t\1I/O successive minor structures of inverse

parallelism. Minor structures of inverse parallelism are quite frequent, fine examples

occurring L l'Ck 3.7 (in EI) and Ode 2.6 (in B!).

e) On several occasions correspondence is established between elements by means

ofa number of parallel items. A clear example OCClII'S in Ode 3.23 (with abc d in

A, and a' b':: 11 inN, cf also g h i in C, and g' hi jl in CI). Other poems where this

phenomenon '" Odes 2.19 (C and C1), 3.5 (A and AI), 3.10 (A and A') and

3.11 (B and 81:;" 't,d examples ofthe opposite phenomenon, i.e. the appearance c ,'

a number of items in inverse parallel order to establish correspondence between

elements, occur ill Ode 2.9 (a b c in A, and c' b' a' in AI, as well as d e fin C, and r
e' d' in C1

)
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f) There is considerable vaR'iatiqyilU in the density of Horace's structures. Ode 1.2

is a long poem with relatively few correspondences, whereas Ode 1.5 is a very short

poem loaded with correspondences. Other long poems, such as Ode 2.5, have very

dense structures, while some short poems, such as Odes:;.13 or 3.17, have very few

correspondences.

g) In it large number of poems the verbal correspondences congregate towards

the centre of the structure. Thus one finds many poems with anaphoric centre-

pieces (one has to think twice, however, before using this phenomenon as a basis for

establishing the structural centre of a poem, because anaphora is pervasive in

Horace). Odes 1.2,1.3,14,1.5,1.19,2.12,2.14,3.2.3.4 3.11,3.27 and 4.7 have

anaphoric centre-pieces.

h) There are, however, also poems where the verba! correspondences occur on

the outer reaches of the sn ucture, Ode 2.1 being a good example.

i) There are also a significant number of poems where the structure is constituted

by thematic correspondences only In this respect Horace differs markedly from

Catullus and Tibuhus. Of course, these structures can be posited with greater

confidence in cases where thematic correspondences are barked up by verbal echoes,

Lut the latter can clearly not be a requisite: in principle a set of thematic

co.respondences isjust as acceptable as a set of verbal correspondences. Odes 1.14,

135, 2.2, 2.5, 2 8, 2.11, 2.17, 3 6, 3.7 and 3.10 can be mentioned as examples. Some

of the most distinctive structures of inverse parallelism can be fourvl among these

poems, e.g. Odes 3.7 and 3.10.

j) A few poems hale strong mythological references in the centre of the structure,

VIZ. Odes 1.16, 3.7 and 3.10 (cf also Ode 2.9). These mythological centre-pieces

may serve as explanations or cautionary exempla. In ot! ooems the mythological

references are off-centre, e.g. in Odes 1.6,2.12 and 2 14.



k) /1, S ill the case of Tibullus, Horace also uses the opposition love VS. Willll' and

love war" \S. real WlU'S to establish correspondence between sections of his poems,

e.g ill (Ues I. (1, 1 ]ll, I 27, '2 12 and .l 1')

I) Noticeable too Horace's use of' ~~"Of~il':apllnkalreferences to establish

correspondence (see the discussion of Ode" I 7 and 2,9), Whereas these

geograpbical references occur on the extreme edges of the structures in the rase of

Odes 1.7 and 2.\) such references occur in the cent.'€: of Odes 2,2 and 3.23.

Ill) Horace also often uses references to gnrlands/wreaths (Odes 1,7 (C el), 1.26

(" ell). 1.38 (D Ii), '2 '7 (b b'), ;I .14 {C (1 », as well as headge-ir or hairdos (Odes

211 (D D\ ] Ii) (b h'j), to establish -rrespondence.

11) Horace sometimes uses rare or striking grammatical constructions to establish

correspondence. In Ode 2" 141w uses gerundives (B and HI, also C1), In Ode 23 the

use offluure participles in A and N is striking, and in Ode 3,29 the presence of third

person imperatives (B C and ('1 HI). In (M,;' 3.14 two very prominent ablative

absolutes, both with political connotations, establish correspondence,

(I) Horace sometime'!mlt·'i a 'itt'nim'€' of mverse parallelism to §[Ig!t!esta further

associntion, for example, between Jupiter and Au~,istus In Uti, 1.2 (1\ N)
correspondence is established on the basis of tIll.' word pcusr, referring to Jupiter and

Augustus respectively slI),\gestingthat they are somehow associates SCI.' ,11sD A and

Al in Ode 1 12 (see Moritz I%Xb 12,1,·7)

PI Then,' are odes where I argue for 11 confluence between form and meaning, i.e.

where the inverse parallel structure of the poem reflects some asnect of the

meaning of the poem.



In Ode 1.4 and Ode 4.7 the inverse parallelism reflects the concepts of the cycle of
the seasons and the cycle of'human life. in Ode 4.7 it is made explicit that the first
cvcle represents continuation, whereas the second represents discontinuation.

In (hie I :i the predicted reversni ill the hoy's behaviour is meaningfully related to
the structure ofinverse parallelism ill the poem. The same applies to the reversal in
lccius' behaviour mentioned in Ode 1.29, the reversal enjoined on Valgius in Ode
2 T, and the reversal predicted for Lalage in Ode '~.5 (see Appendix C). So too the
theme of return in Ode 2.7 is reflected by the structure of inverse parallelism in that
poem :see Appendix C). In Ode 3.26 a promised reversal is followed by an
indication of continued nen-progression/frustration (see Appendix C)

The non-progression inherent in the meaning of ()de 1.33 is reflected by the poem's
structure of inverse parallelism E ':11 the Ii ustrating triangles mentioned in the poem
(girl A desires boy B, but boy B desires girl N) can be SC"11 as corresponding to the
overall structure of inverse parallelism The same is true of Ode 3 10 (see Appendix

C)

The andib'e echo referred to in Ode 1.20 is reflected not onlv by the verhal echo in

the centre of the poem, but also by the poem's structure of inverse parallelism.

In Ode 1.(I and (}de 2.12 the structures of inverse parallelism iconically reinforce the

concept of the houndaries within which tho poet says he must write. In both poems
the pressure under which the poet finds himself is expressed most intensely in the
{'("nIh'€.'of the structure of'inverse parallelism, reflecting his enelosure l-bb

The balance in the relationshio 1. ween Maecenas .nd the poet. stressed in the

content of Ode 2.17, is reflected hv that poem 's struc.urc of inverse parallelism Isel:
Appendix C) Analogous considerations apply :0 • ;lik ".13 (':<..'C' B and HI in

Appendix C).

1",1> See also Ode 1.19 (Appendix C), all. In ,:,'(";') h, Ode I jll .ce
holds out the possibilitv of t ' 'PI\ of <1. n'~"n'll',,:Q~,again a concept which can
be related to the structure m',,'\ , :lr:llldi~:m



A structure of Inverse parallelism can be used to reflect contrast, This happens in
Ode 1.7 and Ode 2.9. (Parallelism is used to express contrast in Odes 1 18, 1.38,

3.12 (see Apperx'ix C) and 3.14.)

In Ode 3.23 both the parallelism and the inverse parallelism contriln s , -, to reinforce
iconically the principle of cause and effect found in the content of the poem.

These few examples taken from the poems discussed and Appendix C show that
structures of inverse parallelism are related to the content of the poems in several
different ways The structural patterns do not invariably reflect the meaning of the
poems, but they frequently do so,
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6 PARALLELISM AND INVERSE PARALLELITSM IN

GREEK POETRY

6.1 Introduction

Given the Latin poets'admitted dependence on Greek models, the question naturally

arises whether they also followed their Greek predecessors in respect of the use of

parallelism and inverse parallelism. If such structures C(1nbe found in Greek poetry

it will strengthen the ergument for their presence in Latin poetry, and one can then

even compare the ways in which such structu 'S were used

I will proceed by giving a brief, by no means exhaustive. survey of other scholars'

findings to show the widespread presence of such structures in Greek poetry, awl

continue by giving a few examples of where I agree with their findings as well as an

instance of where I propose an ..;,emative analysis. In the process ~will look at three

passages from Homer and single poems by Pindar, Callimachus and Theocritus.

As already pointed out in chapter 2 Basset (1920:39-51) did valuable work on

Homer, showing that Homer used structures of inverse parallelism in at least three

ways in his works. Firstly, in answering two or more questions the respondent most

frequently answers the questions in inverse order. On one occasion the seven

components of a question are dealt with by the respondent ill inverse order.

Secondly, the inverted order is not infrequently adopted in the carrying out of a two-

fold plan Of command, i.e. the two parts of a plan or command are put into practice

in inverse order; and thirdly, the phenomenon occurs also in descriptions (,~.g.in

Od.9.116-69; see Basset 192051). Vall Otterlo (1944 ami 1(48) also wrote

important works on inverse parallelism in Homer'

I have not been able to inspect his works
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Whitman (1958:249-84) sees patterns of inverse parallelism, often containing minot

structures of parallelism, spanning whol. cooks of the Iliad and the Odyssey (for an

example in the latter, see 6.2 below). Sometimes such patterns span successive hOI ks

and sometimes even a number of'bocks or books far apart from one another, c.g the

first and last books of'the Ili-sd. He even postulates a structure of inverse parallelism

for the Iliad as a whole. He cites the work of W. Schadewaldt, IT. Sheppard and

Ll Meyers in corroboration of his findings.

Finally, Lohmann (1970) shows that paralleiisr.i and inverse parallelism and

combinations of the t\VC structures occir in the speeches of the Iliad.

Niles (l979:36~9) sets forth a structure containing both parallelism and inverse

parallelism for the Homeric Hymn to Dclian Apollo.

Cairns (1979: 1'4f) considers Pindar to be an important model for later Hellenistic

writers, under whose influence the Latin authors in question certainly stood, so that

his finding of a structure of inverse parallelism in Pythian 4 and Olympian 7 (p 201)

is of importance

Young (19()8: 121-3) sees a most elaborate structure of inverse parallelism in

Olympian 1, and the same in a section ofl:vthian i1 (p.4), in the greater part of

Pythian 3 (pp.33f), and also in Olympian 7 (pp.84, 104)

Greengard (1980J2~6) also detects inverse parallelism in parts of or complete poems

of Pindar. In addition to the chiastic sequence within a single phrase or statement,

or a myth, proem, or victory list, she also sees the phenomenon on a larger scale,

occasionally in the organization of an ode as a whole She considers Isthmian 8 to

be a good example, and also (tlympian :: and Pythian 5.



Cairns (1979:2020 produced structural analyses oi Idylls IS and 28 of Thencritus.

In Idyll 28 he finds both parallelism and inverse parallelism, and in Idyll 1g inverse

parallelism. In Cairns' opinion the recurrences of themes in Thzocritus are not

particularly meaningful, in that 'they do not undercut or place in a new perspective

the information previously gi, en' (Cairns 1979:203). Theocritus is merely using the

formal structure to impose an arbitrary order upon the themes. Cairns' objection

seems to be that there is not sufficient development between the first and the second

occurrence of a theme, with the result that the patterns of recurrence tend to be

merely decorative (but see 6.5 below on Theocritus).

Bannert (1988: 69-83) observes a structure of inverse parallelism ill Idyl! 2, and

Schmiel (1993 :229~34) sees an extended structure of the same kind inlt{r!lli.

Schmiel (1987:45-55) also observes a fairly elaborate structure of inverse parallelism

in Cnllimachus'sH)1f11l1 to Delos (sec 6.4 below). He reproduces all earlier analysis

by Hurst, which he appreciates but criticizes, saying that 'Callimachus is neither

simple nor obvious' (p.47). Since Callimachus was such a major influence on the

Roman authors whom I am investigating, this finding of Schmid is of great

importance.



6. ~ Homer

I agree with Whitman's finding of a structure of inverse parallelism spanning the

whole of O(~l'sse.1' 8. given here with very slight modifications:"

A Assembly - question of Od; ::us'identity,

arrangements tor escort, and festival

B Demodocus' song

- strife between Odysseus and Achilles (75·1)2)

- Odysseus weeps

C Conflict at games

I-bJ

62-9f

97-233

- Laodamas and Eurvalus challer",,· unt Odvsseus ( l3 I-ll.j)

- victory and challenge of'Odysseus IIU.l-233)

D Alcinous orders dancing

E Demodocus' song: Ares and Aphrodite

Dl Alcinous orders dancing
C Conflict resolved

370-g-l

- presents for Odysseus; Euryalus retracts his words (3ll5-432)

- bathing; farewell to Nausicaa (433-68)

HI Demodocus' song

• the Wooden Horse (50()-:20)

- Odvsseus weeps (521"J5)

A! Epilogue .' question of OdYS";l'W,' identity and promise of escort

·lo()-53)

For shorter passages we may turn to the work of Lohmann, \,,110 investigated the

structure of'the speeches in the Iliad, continuing the structural in.. stigations of Van

Otterlo and Schadewaldt. Van Otterlo had already argued persuasively that inverse

parallelism had not just occasionally and unconsciously been used by Homer a~;a
structural principle, but that he had consistently and consciously employed it (see

Lohmann (1970:50 on '\/~!1 f a·'·h'~'.'.!,·k). Lohmann's contribution was to S!Hl\V

that Homer also us..c, l}{tralicllJllI and free arrangement, and that there \\ as a

Here hi- work is informed by that of Notopoulos i 19'i I tn).
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correlation between form and content, e.g. narration in a speech would tend to be
structured along inverse parallel Jines, argument along parallel lines, whereas free
arrangement would be used where strong or rising emotions were involved (see, for
example, Lohmann 1970:43). Lohmann investigated not only passages with pure and
simple structures of parallelism or inverse parallelism, but also passages which
contained combinations of the two structural principles, which reminds us of the
results obtained in the study of the Latin poets. Interestingly, Lohmann sees tl-ese
structures not only in single speeches, but also in speeches communicating with one
another over a distance in the same scene or even in different scenes. In this latter
respect his findings show affinity with those ofWhitman. For present purposes it is
sufficient to note Lohmann's findings on structures within single speeches, because
these resemble single poems most closely.

Lohmann's first example of inverse parallelism in a single speech comes from Iliad
6.123-43 where Diomedes questions Glaucus about his lineage :"

Introduction: question about the identity of the opponent
A Warning: unhappy are the parents whose children meet

with Diomedes' might
B But if you have come from heaven as one of the immortals ..
C I would not fight the heavenly gods
D Even Lycurgus, who fought the gods in heaven, did not live long
E The full version of the Lycurgus myth, as illustration
DI He did not live long, having become hateful to the gods
Cl I would not want to tight the blessed gods
BI But if you are one of the mortals ...
AI Warning: come closer, so as to reach death sooner

(Lohmann 1970.12 ) (my translation)

123-26

127

128

129

130f
132-9a

139b-40
141

142

143

See his footnote (1970 12, 11.1) OIl the scholarly consensus on the presence
of tho structure



Lohmann adduces two other structures of inverse parallelism where the centre ofthe
structure is occupied by an illustrative myth, which strongly suggests that Homer
sometimes followed a standard nattern, of his own devising or inherited from

tradition. After analyses of several passages Lohmann draws the following
conclusions on Homers lise of inverse parallel structures:

;\.1 Homer does not merely use these structures for formal reasons, such as to frame
digressions. He seldom uses verbal repetitions to establish correspondence," rather
the second element of a pair of correspondences is usually the complement,
completion or intensification of a thought, i.e. he establishes thematic
correspondence. The corresponding elements can thus stand in various relations to
one another: variation, intensification, correction, C change of address, f chronological
progression or bridging." thesis and antithesis, finite and infinite formulation
(general, abstract exposition and concrete application in a situation), detailed
description and general summary, prohibition and command," question and answer,
and even illusion and reality (Lohmann 1970 24f) It is clear that Homer establishes

Lohmann (1970:25) uses the word 'selten', which is, of course, a relative
term. In fact, the number of verbal repetitions can be quite impressive at
times (see the discussion ofPolydamas' speech below, where the words vu~
IvuI\"C'cx, obv "C'€U;{,€CJLV and rcuv€<;; ... eoovrcxt are repeated).

III ll.n Achilles urges on the Achaeans to attack Troy in IUB 1-4, but in ll.
~91 f he urges them on to take the dead back to the shins. after <1 central
section in which he thinks of the as vet unburied Patroclus. Forms of the
word ayw occur in both appeals (see' Lohmann 1970 21n
In 1l.17 Menelaus addresses Zeus in ll.l 9-23 on the subject of Euph. lIS
~H~\)O~.and in 1129-32 he addresses Euphorbus himself on the same subject
(see Lohmann 1970:2.30

With this term Lohmann (1970 15-17) appears to have in mind t\VO
corresponding actions, such as, for example, the 'Hinfahrt' and 'Ruckfahrt'
in a chariot lace, separated in time by the turning around the post, as in
1l.23.309-48.

It In 1l.I6.200f. Achilles forbids the Myrmidons to forger their threats against
the Trojans and in 1.209 he commands them to fight bravely against them.
The word 'fpC.0WGt OCClll'S ill both sections and there is end-rhyme on ··roOr,)
(see Lohmann 1970:21).
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correspondence between parts in ways as sophisticated as those found in the work of
the Latin authors.

b) In the centre of the speeches we often find narrative or descriptive passages, e.g.
illustrative myths, whereas the outer 'rings', i.e. the corresponding elements around
the centre, contam the more immediate concerns related to the actual situation of the
speaker; so we find here warnings, insults, reproaches or reproofs. requests,
prohibitions or commands, appeals or specific decisions to act (Lohmann 1970:25f.)

In the Latin poets we have also seen similar tendencies with regard to the centres of
structures, albeit of a slightly different kind. We may think of Tibullus' tendency
to digress on a general theme in the centre, rather than to focus on immediate
concerns.

c) The elements of correspondence are most often thematically self-enclosed,
without smooth transitions, giving a building block effect. Within these building
blocks minor structures of parallelism or inverse parallelism can occur (see, for
example, Lohmann 1970:27-9). One does some tin. ; find the building block effect
in the Latin poets (often in Tibullus, sometimes in Catullus), but there is also Horace,
who is adept at creating almost imperceptible transitions. The phenomenon of minor
structures is certainly very common, most prominently so in Tibu!lus.

Lohmann makes a most noteworthy observation 011 Homer's use of parallelism:
Homer uses this principle of construction more sparingly than ;.lverse parallelism,
and specifically for more abstract passages where rational analysis takes place, e.g.
where options have to he weighed and chances calculated. Parallelism is the almost
inherent structural principle in sucl a process of analysis: 'If I do this, this will
follow, if I do that, that will follow'. Parallelism is more prosaic than inverse
parallelism, less subtle and even poorer poetically, as it lacks the central element
But it is a fitting mode for dispassionate, rational analysis.' A section of Poly damas'
speech in Iliad 18 to illustrate the point: here Polydamas weighs alternatives:

This may well account for Horace's choice of parallelism ill Od« 2.18, where
two \Vay~;of'life are explicitly contrasted (see the discussion of tit at poem).
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Transition
1. Alternative: we stay.
A Now night has held back Achilles,
B but if he, rushing in arms, finds us here in the morning,

then everyone will get to know llim 'well!
C ;'-;'ateof the Trojans: everyone who escapes will be

glad to reach Troy. But many will be eaten by dogs and

birds.

Transition: but if we listen to my words ...
2. Alternative we go back.
A' During the lliligl\t we will gain strength in the market-

place. The city will be protected by its towers and gates.
Bl Early in the morning we will take up arms and stand on

the tov ;5 It will be more painful for Achilles
when he takes us on here.

CI Fate of Achilles he will have to go back to his ships.
The dogs will eat him before he manages to penetrate
the city.

(I ohmann 1970:31) (my translation)

266b

267~72

26gb-70a

270b-Z

273

274-83

274-6

277-9

280-3

These few examples from Homer illustrate that the main features in the use of
parallelism and inverse parallelism, as found in the Latin authors, were already
present at the dawn of classical literature: the fact that inverse parallelism is used
more frequently than parallelism; the use of both verbal and thematic
correspondences; the wide range of relationslir <; used to establish thematic
correspondence between elements; the prominence given to the central element in
structures of inverse parallelism.



6.3 Pmdar, First O{wupian Oale

Already in 1880 Friedrich Mezger showed in his Pindars Siegeslieder that ~,ewas

well aware of Pindar's use of i..verse parallelism in the construction of his ode, - see

the many diagrams accompanying his text. But even he did not realise how intricate

Pindar's structural patterns could be. I have chosen to evaluate Young's structural

analysis of Olympian I (Young 1968:121-3).

In essence I agree with the structure set forth by Young, but 1 have made several

additions and modifications, some of which have been informed bj' the study 0

Schurch (1971 :40-5) on word responsion in Pindar. The additions to Young's work

lie mainly in the three minor structures of parallelism and inverse parallelism given

in the pattern below; one (F) is taken straight from Schurch's analysis, albeit with

some hesitation - it is one of those borderline cases where the question arises whether

one is forcing the issue.

A Superlatives (general) 1-7- water

- gold

- sun

(specific) - Olympic games

B Inspiration drawn from Olympia {illvoc ct!l<lnp&UE1:lY.t (8) g-ll

on arriving at Hieron's hearth

to sing ofCronos' son

C Praise of Hieron - justice

- virtues

- music

D The poet must celebrate Hieron's Olympic

Kpovou nail)' (10)

12-17

17-24

victory with Dorian lyre

- ends witt!' Hieron's fame shines

in Pelcps' colony


