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THE 'ANTIGONE' AND ITS EPILOGUE

In the latter pert cf the 'Antigone' we are presented with
the complete collapse of Creon. The warnings of Haemon and
Teiresias have been, as so often, heeded too late. Disaster has
started upon its unalterable course. /ith harassed mind Creon
seeks advice from the Chorus of Theban elders who have thus far
shown little sure thought. It is prudent counsel that is so
greatly needed. He must free Antigone and prepare a tomb for
the corpse of her brother Polyneices. But on the king's arrival
2t the cave of her imprisonment Antigone, the Messenger tells us,
hangs by the neck. Beside her stcnds Haemon, her lover, wild-
eyed and with loathing in his face. Embracing his departed lover
the youth drives 2 sword deep into his side.

Hereafter Creon, for so long self-righteous and convinced that
he is above reproach, realizes the error of his ways. It is the
light after the darkness. A complete reorientation of his method
of judging human nature is required. Now he can only reproach
himself. Disaster's course adds the death of his wife to his
present set of woes - a death for which Creon well knows he is
completely responsible, albeit unwillingly. In his final utterance
Creon again laments his foolishness. He resigns himself to the
fact that before the gods one is of little account, one must exercise

tumilith. But Creon exists no more than as a nonentity; he is
finished.

It is at this culmination of events that we are left with the
Choral epilogue which uaquestionably stands as the most decisive
and emphatic ending in Sophoclean tragedy.

TOAMG 10 gpovelv eddarpovice

nplitov Unapxel”  xph 68 td vy’ 2¢ Yeode
undtv doemtelv’ pevdror &8 Adyou
HEYEALC TRYAG Thv Umepadywy
dnotefoavte g

Y1p¢ ©O gpovelv #8(8akav. (1347-53)

"iisdom is by far the primal part of happiness; we must in no

wey be irreverent to the gods. The mighty words of the proud exact
mighty blows and in old age teach wisdom."

There is no further misery that cantefall the king for the present.
Any additional change in Creon's condition would be divorced from his
treatment cf Antigone. Our sympathies may be divided, but the action
is complete. We must of course blame Creon for his leck of wisdoma
This is, in effect, ..hat the Chorus do. They are not concerned ith
the future (1334-5); they are singularly retrospective; they are
as judicial as they are aphoristic. Their words constitute a final
condemnation of Creon whose irrveverence is shorm in ‘his refusal to
permit the burial of Polyneices, whose lack of visdom has reduced him
to a nothing and whose proud words have not gone unpunished. ‘ihatever
Judgment of Antigone can be inferred from such 2 conde.nation of Creon it
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is not a political or practical one. Rather the final lines act as
a moral vindication of her sense of duty end limitation which are part
end parcel of wisdom in its fullest sense.

Here in the epilogue we find the emphasis placad heavily upon
wisdom. The repetition of gpovelv in the first 'md last lines of
the epilogue mekes it a hi hly pointed climax. . cannot miss the

ppovelv=agpootvy motif.  The central importance il roughout the

play of the questioa of knovled e is heavily unders..red in these
closing verses. To deny any significance to the final repetition

of as Jebb was able to do is to ignore the importance of the
motif. There is throughout the play a recurrent emphasis on terms
signifying thought, especially herever a leading character expounds
upon his or her 'right thought'.~ Creon, to whom all opposition is
folly, is particularly forthecoming in this respect, although initially
the theme is developed in relation to Antigons. Until Haemon's address
to his father (683ff.) no assertion of righteousness by Antigone is

enswored with any effective support. The Chorus, although sympatnetic,

%imidly toe the party line. The king, of course, will stand for no
such vociferous support as Haemon offers. In fact, thus far it is all
Creon's way. Each speaker perseveres with his or her sense of wigcdom
until the emergence of Teiresias (988) whereupon the motif turns
wiftly and viciously against Creon. The king then three times laments
his folly (1261-9), repeating the theme which is twice uttered by the
Chorus in the final five lines. None is now SO blind as to fail to
recognize the real folly of Creon's apperent wisdom. First by the
prophet Teiresias and lastly by the Chorus in ite final words the
king's inevitable sulfering is thus irrevocably =associated with his
folly ond pride which has seen itself as justice. In sharp contra-
distinction on the other side lies justice which so many have seen
ag pride.

4 development of the prolific gpovely motif is found esnecially
in those paseages vhere the language of thought suggests, even openly
expresses, thaf dangerous guality of presumptuous pride (459, 473,
479ff., 768). It is precisely that quality which is brought to our
close at.ention in the concluding verses of the v»lay (13 O;l). Here
we find an emphetic repetition of méyas juxtaposed to UTEPAUXOG
with its denctetion of excessive pride. Just as the repetition of
ppovelv 2t the play's close cots as a forceful reminder of the PPOVELY
motif so the repetition of péyec , I feel, serves to underiine those

earlier instances where the word is also used in conjunction, signifi-.-.°

cently, with terms denoting thought or speech (126, 479, 768). The
important Vmépavxoc , however, casts. our minds back to the outset of
the play and.the Chorus' first ode where, in virtual anticipation of
the close and in very similar terms, they refer to the destruction of
Capaneus to illustrate the pgice Zeus makss men pay for the boastings
of a proud tongue (127ff.).

There is a further issue with which the Chorvs are concernad at
the close. e are reminded of the question of piety which, like the
issue of pride, i closely linked to the problem of knowledge. Piety,
a form of 16 gpovelv in its fulles% sense, is most clearly an
elemental question deeply rooted in the play's complex structure. As
e verbal motif it is seen to centre round the key verd GEBELV,,
primerily a religious ternm which can, as in this play, gometimes denote
trespectis Prefixed derivatives and, at times, semantic equivalents
give an added force to the expression of this central theme. ¢

Sl sl A R
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Antigone introduces the theme in the prologue (74~7). Piety
and kinshin are immediately asserted as her principal claims - claims
which are to reappear later in her central exposition of principle
(450-70, 511-23)., But there are also the assertions of Creon whose
words strongly impl ?hat the act of burial is to be viewed as an
act of impiety (301{. But, more significantly, the king is equally
convinced both of divine sanction of his edict (184:f ., 304-5) and
of divine disinterest in matters of burial (282ff; also 1040-4).
With the two protagonists' arguments already shewn to be diametrically
opposed, Antigone and Creon continue their confrontation with an
exchange of terms (511, 514, 516). This same pattern of subtle
exchange is twice more employed in successive verses during the
altercation between Haemon and Creon (730-1, 744—5) vhere the latten
continues to err in equating piety with obedience to his lavio Thus
not only is the problem of piety itself consistently emphasized by
reiteration of the key terms but also the stark division of under-
standing is highlighted and contrasted by the differing interpretation
of common terminology within stichomythia. Such instances are closely
followed by a further combination after Haemon's departure wher. Creon8
shows himself so scornful of Antigone's respect for Hades (777, 780) .
The Chorus now pick up the motif which suddenly switches from Creon to
Antigone in its application. In repeated terms of piety and power they
pass their judgment upon Antigone, conceding a connexion betvieen the
action and state of piety (872—5). In her last iambic speech (891—928)
the prisoner stands condemned; yet her words bring the motif more
forcefully to the fore than at any preceding point. Confident in her
convictions and using the language of her foes Antigone szys of herself:

v ucoéBerav edaepolio’ Extnodunv. (924)

"Impiety is what through piety I have brought upon myself."
Her actions have not been impious; yet she has acquired a name for
impiety. The paradoxical nature of her words effectively illustrates
and echoes through verbal correspondence the preceding conflicting
viewpoints of the king, his son and the Chorus. 9

In continuation of the motif Antigone places in her final words
an emphatic stamp upon her chief claim of piety. In bold defiant
language she expresses in reiterated terms of piety both the bitter
contempt she has for her opprcesors and the conviction she carries in
her world of justice. Her attitude thus stands as a parallel to the
Chorus' final acclaim of piety when she criess

OlGsees cosooaseeMATXW,
\ 9 7 4 \
v edoeBlav oeBlocoa. (942-3)

"What suffering I endures.......for having held piety in reverencel"
This passage represents a vivid occurrence of the motif, standing in
direct relation to intigone's initial religious claims but, more
especially, to the Chorus' closing comment. Yet the point at which
the Chorus of Theban elders take up the motif stands in striking
contrast to their final evaluation. Taunching forth into fresh
criticism of Antigone they mcke the following judgment:

ofBeLy név e00€BeLd TLG,
’ s T[ ~ 7’ Id
XpGToG O 5 0Ty XPATOG JtEAEL,
napalc 1OV oldeng MEAEL,
ot & adtdyvutoc Uhea’ dpyd. (872-5)




Whece is some reverence in reverent action. But power, to
whoever it is entrusted, must in no way be transgressed. Your self-
assured temper has destroyed you." Together with the Chorus' final
condemnation of irreverence (which is the unmistakeable criticism of
Creon) we have two instances of comment which contribute significantly
to the play's thematic structure. Here the Chorus state the crux of
the play. They are divided between sympathy for Antigone's piety and
disapproval at her disobedience and self-assurance which is as much
reminiscent of Creon as it is of his intended victim. On the gquestion
of piety they show themselves to incline to the side of Haemon, yet at
the same time exercising a degree of cautious moderation found wanting
in the young man's more extreme view. But state~justice, which is
their prime concern throughout, must be upheld, Obedience and
affection are thus scen to conflict. Their judgment is on a -
practical and political basis. In contrast the final moral evaluation
#ith its whole-hearted condemnation of Creon serves to exonerate
Antigone of blame. The Chorus can only place their sympathy and
loyalty on her side once they have seen the illegality of Creon's
law through the wise words of the blind Teiresias.

The lyric kommos (806ff.) displeys most intensely the significant
contribution which the Cihorus of the 'antigone' make to the thought
of the play. 4s elders of Thebes the Chorus have a keen interest in
events, showing varying degrees of concern for religious and state-
justice. They are at all times aware of the element of nobility in
intigone's piety and in their very first words to Creon hint at a
latent feeling of apprehension about his edict (211—4). But in the
main the Chorus play the part of supporters of state-law. To them
this is right; they are concerned with keeping an order which is
severely menaced by any practical opposition to the edict. From this
stendpoint arises their stern criticism of intigone's offence against
state-justice (853-5, 873-4) and uneasiness ebout her stubborn spirit
(821, 875, 929-30; cf. 471-2) intermixed with tinges of sympathy 10
stemming from their admiration of her piety (800-5, 817-9, 836-3, 872).
But the Chorus'!' ambiguous and wavering viewpoint (which shows the initial
symptoms of crystallization in the crucial fourth stasimon), through the
unmasking of the king by the blind prophet, finally divests itself of
all ambivalence and doubt.

whereas the tenor of priar judgments hes been both practical and
political the conclusion instructively restates in a positive condensed
form key issues which focus on ethics and religion as viell as intellectione.
These issues are interrelated and complex, yet in the final analysis they
offer & deeper insight into the conditions of an existence both moral and
human. e are left, then, not with a precise answer to the question of
whether Antigone's act was justifiable in the political sense in vihich
the Chorus were Jjudging right and wrong. Rather 7 have an underlying
acclaim of antigone'!s noble and devoted attention to what she con-
sidered to be right and to be her duty. Ve have the call fox wisdom,
no longer simply on te rationalistic level, but wisdom which incorporates
"g feelingful sense of human obligations and limitations. It includes not
only the means of work-a-day success but also a pious rgyerence for the
gods and theinstruction which comes through suffering." e have
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the final judgment of Creon condemning not so much his concrete
rationalism as the limitations and intransigence of his wisdom.

In sum, the conflicts are answered by that seving virtue of 'under-
standing' blended with those religious motives which are seen in
emotional terms as the instinctive regard for the fundamental laws
of humanity.

The concluding lesson, a tragic response to the joyful ode to
Man (332ff ), has been proclaimed by events. But the lines embody
more than the wisdom preceding events may seem to have taught; they
rise to a superior significance. Up to a point we are obliged to
reserve our judgment until we are sure where right lies. Further we
may feel doubt and indignztion at the death of antigone. But such
feelings are dispelled when the side of right is clearly shown through
the tyrant's punishment and, more conclusively, through his condemnation
expressed within the moral a2t the close. For in the final reckoning
the debts are paid and the issues are resolved.

EDJARD J. SUMMERSON
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See R.C.Jebb's notes on vv. 1347ff. in his edition of the play,
Sophocles:The Ploys and Fragmonte:?t.III, Th: .ntigone, 2nd ed.,
Cambridge 1891, pp. 237ff.

2 TFor an excellent tracing of the motif see C.Knapp's article, "i Point
in the Interpretation of the antigone of Sophocles," AJP 37, 1916,
300-16. See also R.F.Goheen's summary and notes in The Imagery of
Sophocles! /ntigone, Princeton 1951, pp. 83-4ff. for the chief terms
of the motif. The principal passages are 49, 95, 176, 279, 383,
469ff., BS57ff., 683ff., 707£f., 996, 1015, 1023ff., 1050ff., 1090,
1242, 1261ff., 1347, 1353.

3 It should be noted that Haemon is first to foreshadow the conclusions
of the Chorus. So too does Teiresias (1050) with, of course, far l
more dramatic effect.

are loaded with an additional force or coloured in such a way as to
indicate, broadly, excess. The development can, perhaps, be best
expressed by the progression from the 'mlddle term! @POV€LVto the
sometines derogatory and ironical use of ¢pdvnua and péya gpovelv, |

4 The terms emnloyed are essentially those of the ¢povelv motif but

5 & manifestation of pride is seen in the closely related t0p1c of
"transgression', an imege structured around the verb dnepBalveLy

(449, 481, 663; of. 455 and 604ff.).

6 Instances of the root oegf- (excluding doentely in the epilogue)
occur at 166; 301 and 304; 511, 514 znd 5163 730 and 731l; 744 and
7455 777 and 7803 872 bis; 924bis; 943 bise It is far from
insignificant that with one minor exception (166) every occurrence
of the key root is never more than three lines distant from a
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recurrence and three times found twice within the same verse. These
two motifs of wisdom and piety ere briefly treated by GJI.Kirkwood,

.. Study of Sophoclean Drama, Ithaca 1958, pp. 233ff., and ..a.long,
Lanzuage end Thousht in Sophocles, London 1963, pp. 149ff.

7 Observe the verbal echoes and word-play in Creon's remark here
(301) and intigone's at T4. The first (and only isolated) instance
of the key root occurs in Creon's opening speech (166) vhere he
praises the Chorus for their loyzlty to the state. The usage is

identical at T44.

8 The key verb ofBelv here (780) stands as the final vord of Creon's
speech and is thus perticulerly emphatic.

9 Observe also the paradoxical nature of .ntigone's initiel claim of
a holy duty (74ff.).

20 The ducl consideration of the Chorus is most readily detccted in
their correlation of 'the laws of the land and the gods! svorn justice'
(363-9). s a combined criterion of justice it is seen to provide a
link for the antithetical viewpoints of the tio protagonists. For
various interpretations of these important verses see V.IEhrenburg,
Sophocles and Pericles, Oxford 1954, pp. 62ff.

11 RoFoG‘Oheen, Op. Citn, p084c

36 WA HH NN

Auctoris incerti frasmentum nuper repertum, haud scio an
Marci Valerii Ilirtialis

Inl! hodie nigris gaudet Priscilla capillis,
gquae quondam flavis conspicienda fuit.

Cras eadem rutilos crines, nisi fallor, habebit,
incedetque novum rursus adepta caput.

Haec tu mira putas? Nescis quibus artibus illi
Utantur, pretio qui tegumenta parant!

VoA L HILL
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% YJHERE AT COCKCROW THE STOCKERCKER Y.i./NS"
or
HOV TO ENSURE THF CLASSICS AREN'T DULL

We all know the feeling - you've just been introduced to s-ueone,
and gooner or later the question comes up 3

"7ell, what are you studying, then?"
iClagsics'.
"Ol’l”.

B3 of converaation.

This is a myth we must diepcl. Those who study Clagsics axen't,
cr at any rate ghouldn't be, dull. Scientis%s and chemical engin2zis,
perhaps harking back to the dzys when they sitraggled through "Acneid ITIV
or "Pro Archia" for O-level, brand the Classics 'boring", Museless in
this modern day and age". I dea‘i suppose I can argue -~ I naver could
do durieroniial equations, Bst ine next stage in the argument, that
those who study such "boring" subjects must themselves bz boring or
dull, is manifestly false, as we all know. But just as a second
line of defence, I propose that we should make it our business to
ensure that the Classics themselves are not dull, Thirs 1g, as I will
show, not at all difficult, and the rewards are enormous.

Now I suppose at least some Classics students will tesch Classics -

here indeed is a golden opportunity to imprees your sense of the ridiculous

on your unsuspecting pupils. The early years are, of course, the most
impor*ent for the acquisition of the right state of mind. Make sure
that yov: confront your pupils with enormous lists of unintelligitle
Latin words set cgainst enormous lists of unintelligible Engiish words -
"indefatigable", "subomnation", "cognizence" and so on. Thea sit back
and await the results of your .labours s

"Nonre ea seditio turpissima esse videtur?"
"Surely this woman is sitting on her very base?"

One must also teach pupils to cultivate a feeling for the immediacy
and direct relevance of what is translated - "barbiton" or "ecithara"
should te of course "guitar" rather than "lyre", and *0%Upvo¢ ghould
be "bovver-boot"™. So in the case of :

"Sub gelli cantum consultor ubi ostia pulsat", "where at cockcrow
the tenant must open his cowshed" is just passable; but full marks
should only be given for the inspired rendering, "-rhere at cockerow
the stockbroker yawms".

Llso remember that picturesqueness of expression counts for much
more than sirict, sterile accuracy - hence @
b dvotaraiva Tng dunc addadidc. "Mise is me because of my
flute-player", and xpeoxomouct peAn (they cut up the limbs, like

butchers), "They seng disjointed poems of lamentation'.

-




You will also have to instruct your honoured pupils in the
art of unseen irsnslation. There are two distinct schools of
thought as to the proper method to employ - one is to ingtruct
them to fabricate a reasonzbly coherent narrative and to guess
what is untranslatable - this has its own particular charm.

The other is to teach them to translate each individual phrese
as a separate entity and let ocherence go heng, which to my mind
has far more interesting results,

The first method is the one usually adopted, perhaps
unfortunately, for on occasions it may lead the poor translator
astray cnd cause him to transiate part of the unseen correctly.

However, the following example gives a good indication of
what may be expected from a person of intelligence with a real
feeling for his materiai. The passage quoted comes from Tliad
XI; scholars will tell you (showing a distinct lack of imagin:tion)
that it ie o simile about an ass which escapes from the boys guerding
it, runs into 2 cornfield and eats all it wants befcre being driven
out 3

&c & &1’ dvoc map’ dpoupav Lwv éBLncato maidee
vwdne, § 81 moAAa mepL pomeh’ dusic dayy,

UELPEL 1’ eloeAdwy Badv lnuov' ot de te maLdeg
cuntouoLy pomarolal”  Pun de e vpmin adtwy’

omoudy 1’ &Endaccav, énel 1’ €KOPECTATO GOPBNGeseas

WJyust as when a sluggish dotard goes up to childrea and mclests:-
thenm, only to be driven back by a plethora of truancheons, he
goes to a deep strecm.and jumps in, and the children beat hin
wn with their truncheons though their strength be but juveniies
they drive him off in haste after kicking him in the gr0iNesssol

The best example I ccn find of the second method is the following
passage, the combat of ‘Eteocles end Polyneices from Buripides'
"Phoonissae" (1's 1404-24). I feel that in this case there is little
need to quote the Greek, since the translation below admirably conveys
the clarity and movement of the original. '

"Then when they had both snatched up the handles of their -words,
¥ they came towards the same place, and clashing and moving around
they were involved in the greet hullaballoo of battle. Lven now

while Tteocles of Thessalian wisdom was planning strategy smothered
Polyneices in a heap of earth. For when he was trapped by the toils

of his opponent, Polyneices kick him from behind with his hefty

foot, in front he was well beaten with the blows against the stomach

walls and going forward he drove the deadly wooden specr through
his temples and then thrust it in the buttocks, But Polyneices
when he had broken .Eteocles' ribs, he feeling terrible injured
his chest with blood-steined knuckles., But Eteocles, as he was
winning and in fact had won in battle, thinking the sword had done
a good job he skewered him to the ground since he had his mind not
on this, but on other metters. And so he killed Polyncices; for
still having a little breath, Polyreices keeping the iron on the
head of the spear-shaft, he with difficulty withdrew. the sword and
from the front drove it into .E.teocles' belly."

. I S
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I would add that the above examples wene copied from the criginal
MSS and have a0t been emended or azltered in any WaYa

v must be agreed, I feel, {thet tronslation periods may very
occasionally seem ever-so-slightly boring - so let it be your job to
inject an element of interest and fun-and-games into your tecching.

But take great czre to ensure that any pronouncements mcde with this
in mind appeer accidental - if they should appear contrived the sffec’
is lost. For example, when reading about the Persian court in Herodciuss

= @
"Anyone who doesn't know what a eunuch is, come and see me afterwards",

and suppose one of the closs is transiating Livy 21 :

b4

"The crmy halted ot a distance of seven mileSeeess!

You are of course ucing e different text - "Hum. My editox ends
'sex'. What do you re:d?"

Yeu.inct also try to smooth the pupils' way i vhe difficui: tesk
of transiating Homer. Sty a boy trenslates £x 6L9poLo (7rongiy) as
"from his chariot". You rush to the rescue: "No, that's wrong.

The word means a thing that's got two of anything, It con be used

of a eharict, but hcre it's used of a two-leggedesseceles eClesoschair,
And then we come to Proge Ccmposition. As well as cultivating

lively, questioning mind in your pupils, yca must, on your own part,

be vixalent and forceful and heve all the anwsie~s at your fingertipss

a

- "lre if this clause was transposed hove i bimme deperlert
cn fornstituidt, would its verd sten o e wadioatie o
oo subjunc” e

The ~lzwt @ill ocenzionaily need e EVDAN

"Doalt translate nomes iuto Gueex ivoss i o soepid woy, like
'"When Rip Von Winkle woke up after his 1000 yecrs' sleepseoes!
O 8¢ TepLrANBeeenss

but on the other hand, when there's no Ancient Greek equivalent for a
certain character, you heve to improvise

'Lord Nelson left Plymouth on the morning tideseso.’
O 8€ FEANLENCevoasa!

However, bewzre that you do not over-instruct your class, &¢ thet
they should wish to turn the tables on yous It is said thot the great

P.H.Vellacctt once set his class a prose which happened to bc = itrans-
lation of part of 2 speech by Isocrates. One of the clnss found the

original, copied it out =nd gave it in., It duly came back ¢ week later,
bearing comments such as "Again, you use a participle where = clause is

required", marked eight out of ten and with the enccuraging comment at
the top - "Good, getting better.

Lastly there is the thankless task of teaching incient History,

In this case take every opporfunity to bring it up-to-d=tc ond show its
relevance to modern affeairs,

So when discussing Romon provinces s
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"Dobrudje was the territory taken by the Russians from the
Mhamanians in the last war - or the Roumanians from the
Russians (becoming more indistinct) or the Germans or
something like that (muttering)."

The same qualities I mentioned with respect to Prose Composition
must also spply here @

- "3ir, who was Emperor in 274%"
- "Do you mean B.C, or A.,D.?"
¥

and

- "Sir, was Tiberius Gemellus the son of Tiberius Claudius
Drusus the son of Tiberius?"
- "as oppoced to whom?"

To sum up, I think I may safely say that if these suggestions
are followved, Classics teaching will become morz enjoyable fcr all
concerned., <o longer will you bear the stigme of teaching cor
studying a "boring" subject, and Classics will be recognised for what
it is.

Finally, I would leave you with a piece of sound advice given me
by one of my Classics teachers i

"In everything, concentrate on the originsl language, Don't
use Znglish translations - they tend to be all obfuscated with
verbiage.

ROGIR MAY,

WLEWF e ¥ FHEbE N

The Lditor wishes to thank Professor %,.Robert S. Broughton for his

kind conferment of Honorary Professorship of the University of

North Carolina; he would be more than pleased t0 return the compliment,
but regrets that this is not at the moment within his powers. (Being
no more than a humble (?) 3rd-year undergraduate) .
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THE MERLIN FRAGMENT.

Since this was published in the last issue of* Pegasus (vol. 13)
I have received a letter from Mr. L.D.Benson, assistant editor of
Speculun (published in Cambridge, Massachusetts), in vhich - at lest!
he suggests a source for our fragment, namely a Latin version of the
Seven Sages of Rome. "Unfortunatelyy he writes, "our lirary's
copy of Buchner's edition (Erlanger Beitrtge, V, 1889) has been
loaned out, so I could not check your fragment against the printed
edition, but I am practically certain you will find th-t it is
from the eleventh section ("Sapientes") and that the obscured
name is that of one of the sages, Malguidrac (-roc, in your MS.).
There is a good discussion of all the versions in Xillis Campbell's
edition of the English version, The Seven Sages of Rome {Boston, 1907)Y

F.W.CLAYTOY

Editor's Note

Mrs. Audrey Erskine, under whose name the Merlin fregment was
first published in Pegasus (vol. 13, p.37), has ask=d me to point
out that she considers Frofessor Clayton to have done at least as
much work on the interpretation of the fragment as she did herself,
and that the article should, therefore, have appeared under the
names of Professor Clayton and Mrs. Erskine jointly,
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CATULLUS LD THE GODS

A study in tre~tment and symbolism

Kinsey1 says, "Catullus' references to the gods are usually
conventional? It will be the purpose of this article to show that
this statement is not wholly correct, but that often Catullus draws
away from divine conventionel interpretations and instead treats the
gods as expressions of his ovm personal symbolism.

In poem 7, in which Catullus makes direct reply to Lesbia's
question, implied in lincs 1-2, "How many kisses do you want from me?",
Jove is described as "aestuosus" (1.7). 4t first sight this epithet
is completely innocent. It is describing the locality of the
Egyptian desert, where Ammon, the Egyptian version of Jove, had his
oracle.  "Aestuosus" elsevhere nearly alweys refers to hot veather,
cf. Horace Odes 1.22.5, "per Syrtes acstuosas", and 1,31.5, ":cstuosze
Calabriae". However in Plautus' "Bacchides" (470£f.), a merctrix is
described ag "acerrume ..estuosam’, or as seething fiercely with
passion. Can this mezning of "aestuosus" bc applied to Jove and
hence to Catullus? I believec it can. Beside the orzcle of
"aestuosi Iovis", stands "the sacred tomb of ancient Battus" (1.6).
The e:fect after the heat and fervour of "aestuosus" is one of
calmness or "coldness", as Commager” calls it; in other words the
contrast is a simple one between hot and cold, or more specifically,
as representing Catullus' own feelings, between high emotional pacsion
and stark impassivity. What Catullus is giving us here, in foct, is
not a topographical account of the number of kisses he will bestow,
but instead his own personal attitude towards his swveetheart. e is
both emotional (aestuosus) and soberly calm (sanctus) towards her.

We are aware of this division of feeling experienced by the poet “rom
poem 85 1.1, "Odi et amo", =nd from poem 76, where in his plea for
freedom from passions, Catullus brings out a striking contrast of his
feelings, by comparing his love ("amor", 1.13) with the tortures which
it brings to his soul ("excrucies" 1.10, "pestem perniciemque" 1.20,
"morbum'" 1 e 25) °

"Aestuosus" is used once more by Catullus, in poem 46, where in
describing his joy at leaving Bithynia he refers to the capital town,
Nicaea, 2s "aestuosus" (1.5), Strebo (XIT.564) describes the town
as ol mavu 8¢ UYLELVOYV TOU 9€pOUE & this stotement fits in very well
with the description "zestuosus". However, are there not undertones
psrvading the adjective vhich mean us to refer to "aestuosi Iovis" of
poen 77

Both poems talk -bout strong desire. In poem 7 Catullus is madly
eager ("ves:nus", 1.10) to give thousands of kisses to Lesbia; in poem
46 the poet is all of a quiver ("praetrepidans", 1.7) =t the prospect
of leaving Bithynia, and his fect are ready and willing ("laeti studio
pedes", 1.8). Not only is the theme of strong will common to hoth
poems, but the will itself is, as I believe, dirccted towards the sime
end in both, namely to Lesbia. The association of the ideas of leaving
("linquantur®, 1.4) and heat ("aestuosune", 1.5) in poem 46 is cert inly
not accidental; they are deliberately combined to emphasise Catullus'
desire to see his Lesbia and the phrase "mens praetrepidans" (1.7) cun
only refer to his own anticipation of the meeting.
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If this symbolic interpretation of "sestuosse" in poem 46 be
accepted”, we have further rezson for believing that Jove in poem
T represents Catullus in his highest emotional state. That Jove is
& fitting representative of love in all its forms is evident from
poem 68, 1.140, where he is described as "omnivolus plurima furta".

Both Kinsey4 and Elder5 see humour in poem 7, although Elder6
concedes that the image of "sestuosi Iovis" may have appealed to
Catullus to suggest indirectly the heat of his own passicn, which
vould naturally destroy any humorous effect the poenm might have
iniended. . . J )

‘ - There is certainly no humour about Catullus' love,
cf. pm, 85, 1.2 and pme 72, 1l¢5, not even when it is coloured by the
oracle of Jove or the tomb of Battus.

The reference to Jove in poem 68 (1.140) as "omnivolus" is
interesting both for the interpretation of the "Manlius and Julius"
poem and in providing, like poem 7, an unconventional treztment of a
god. Jove elsewhere has the epithet "summug" (poem 55, 1.5), to
suit Kinsey's interpretation of the gods, mentioned above, or has
no epithet 2t all e.g. poem 34, 1.6 and poem 72, 1l.2. At lines
136ff. of poem 68, Catullus says he will put up with the "rara furta"
of his mistress to avoid appearing intolerable in her eyes. Behaving
in that way Catullus follows the example of Juno, who like him was
angry, yet mencged to contain her own feelings :

"Saepe etiam Iuno, maxima crelicolum,

Coniugis in culpa flagrantem concoquit iram
Noscens omnivoli plurima furta Tovig" (pm. 68, 1's 138-140)

"Omnivoli'i, following M’errill's7 interpretation, mecns "ommnes
puellas volens" and links up with Catullus' description of Lesbia
at line 128 =zs = "multivola (multos amores volens) mulier", Also
the love affairs (furta) are common to both Lesbiz 2nd Jupiter.
These strong word-sassociations make identification between Lesbic
and Jove easy. when Catullus talks of "plurima furta Iovis", he
is really referring to Lesbia's amours 2s described in poem 11,
1is 17 ff. and when he alludes to an "omnivoli Iovig", he is really
picturing the Lesbia of poem 58,

Harkins8 had pointed the way to this identif§cation When he seid,
"Lesbia, who is multivola, is like omnivolus Jove'"’, Poems 11 and

58 show that Lesbia-consorted with many men, and that therefore she
suited the epithet "multivolae". Hnrkins continueg, "Catullus is like
Juno in restraining his wrath ot Lesbia's lapses" ., The identific tion
of Catullus with Juno is obvious from the fact that both must keep their
anger within bounds to avoid appearing poscessive ("molesti", poem 68,
1.137) in their opposite's eyes.

Catullus, according to Elder, intended consciously to compere
Lesbia with three heroines, Lrodemia, Helen and Juno, and unconsciously
to identify himsgelf with two of these three - Laodamia and Juno. At
line 142 of poen 68, says Elder, "the unconscious identification censes,
for Catullus goes on to remind himself that Lesbia wog not led to him
by a father's hand, and so then he looks at the furta from her point of
view, 28 furta from her husband"s
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"3ed furtive dedit mira munuscula nocte
Ipsius ex ipso dempta viri gremio" (1's 145-6)

The 'furtiva mira munuscula' recall the "furtivos amores" of
poen 7 and this link cdds further to the hypothesis that Jove in
poem 68 symbolizes Lesbia and her infidelities.

While Jove, on the one hend, represents thc bad side of lLesbia
in poem 68, Cupid at lihes 133f{. portrays the good:

"uam (i.e. Lesbiz) circumeursans hine illine saepe
Cupido
Fulgebat crocina candidus in tunica.™

Here Catullus ascribes to Lesbia the cttributes of Venus, cf.
Horace Odes 1.2.33, "Ercyina ridens, quam locus circumvolat et
Cupido". Cupid repres:nts the force of love in the world and portrays
Lesbia, as she once was to Cetullus -« a faithful lover. The idea of
"Love" watching over someone is repeated in poem 45, where imor
(1.94 and 1.17ff.) is shown as sneezing her auspicious omens on the

young couple. It will be noted that Acme ~nd Septirius are happy
lovers, cf., 1l's 25ff,

The singular form "Cupido" occurs once more in Catullus, at
line 3 of poem 36, "nam sanctae Veneri Cupidinique", where Lesbia
is portr.yed as having made a promise to Venus end Cupid, that if
Catullus stopped writing slanderous poetry about her, she would destroy
the worst poems of the worst poet in the world., The very fazct that
Lesbia hed invoked Cupid and Venus, is proof of the sincerity of her
promise 2nd possibly of her love for Catullus, whether it be as strong

or weak., There is no cvidence in poem 36 that Cupid represents an
unfaithful Lesbia,

Elsewhere in Catullus, "Cupido" is found in the plural, linked
with the Loves (Veneres), i.e. poem 3, 1.1 and poem 13, 1l.1ll. Both
terms are borrowed by Martial (ix.11.9, xi.13.6) and the plural forms
PR AR R (o S I P e L T L W b
the graces and charms of mind and body". In other words "Veneres
Cupidinesque" represent all the zood physicul and mental qualities,
which Catullus considered were possessed by Lesbia. Conseguently
there is nothing from the subject matter of poems 3 and 13 which
deals either with Lesbia in person (puella, pm. 13 1.4) or alludes
to her through her pets, e.g. the sparrow of noem 3, which prevent
our treating the references to "Cupidines" as anything other than
complements to the picture of a "fidelis Lesbia!" and this fact in
turn links up with the initial hypothesis that Cupid, in poem 68,
symbolizes Lesbia as a good and faithful lover.

For a possible further identification between Cupid and Lesbia,
we may refer to the Peleus and Thetis poem (64) at line 95, where
Cupid is addressed as "sancte puer". Catullus describes Lriadne's
reaction to Theseus' form at 91ff

"Non prius ex illo flagrantia declinavit
Lumina, quam cuncto concepit corpore flammam
Funditus atque imis exarsit tota medullis".
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Cupid is introduced at 1.95 as the agent of Ariadne's passion
and frenzy :

"Sancte puer, curis hominum qui gaudia misces,
Qualibus incensam iactastis mente puellam
Fluctibuseeo. "

This is not the Cupid of poem 68, "resplendent in his saffron
robe" (crocina candidus in tunica, 1.134). Instead we have before
us a mischievous god, who puts flame into lovers' hearts (incensam,lv97)
and causes them to grow pale (expalluit 1.100). In fact some of the
symptoms of Ariadne's love are similar to those of Catullus. Ariadne
is aflame (incensam) at Theseus' form and her eyes are ablaze (flagrantia..
lumina, 1's 91ff). Catullus, likewise, burns (poem 72, 1.5) when he
addresses Lesbia, and at line 2, poem 85, he is tortured by the fact
that he is in love (excrucior)a It seems likely, therefore, that
Catullus means to identify himself with the "puella" of line 97. In
addition the emotion and frenzy implied in the words flagrantia (91),
flamma (92), exarsit ()3), furores (94), incensam jactatis 2975,
fluctibus (98) and fulgore (100) signify Catullus' love as of the
"hate-love" (poem 855 type in his relations with Lesbia.

If the "puella" of poem 64 symbolizes Catullus, the "sanctius
puer" can only be identified with Lesbia. 1In poem 109 Catullus
prays to the gods that Lesbia's wish be sincere that their relation-
ship be everlasting and that he may share a holy bond of friendship
(sanctae foedus amicitiae - 1.6) with her for the whole of his life.
Does the M"sanctae amicitiae" link up with the "sanctus puer"? It
does not seem very likely, at first hand, for Catullus alludes both
to himself and Lesbia, by using the term "amicitia".

However, if we accept my suggestion that the "Loves" in poem 3
symbolize a "Lesbia fidelis", then a link between "sanctus puer" and
"sanctae amicitiae" becomes more apparent. In poem 36 Lesbia makes
& vow to Venus who is described as "sanctae" (1.3). By a process of
simple logic, we can say that if Lesbia is symbolized by Venus, and
Venus is "sancta", then Lesbia is "sancta, Moreover, if Cupid is
portrayed as "sanctus", then Lesbia is gymbolized by Cupid., A
criticism may be made at this point that logistic methods of reasoning
have no place in Catullan scholarship, especially in such a subjective
field as the treatment of symbolism. However, I feel in this case that
this method of reasoning helps to prove an important link between the
poems, and even without the aid of logic there exists an intentional tie
between ‘sancta puer" and "sanctae amicitize" which is sufficiently
strong to make an identification between Lesbia and Cupid very feasible,

Elder 13 saw in the identification between line 133 of poem 68
and the "Veneres Cupidinesque" of poems 3 and 13 a possible pointer
to the nature of Catullus' love. He asks the question s "does the
line (133) "quam ecircumecursans hine illinc saepe Cupido" suggest the
romantic desire on the part of Catullus to endow Lesbia with the
Cupids and Venuses that hovered over her in earlier days?" The
answer to this question is, as I believe, that Catullus had no
romantic desire to have his 'fidelis Lesbia'back. The imperfect
tense of "fulgebat", 1.134 ("used to shine"), was surely deliberctely
chosen by Catullus to show that the Lesbia of poem 5 ceased to exist
any more and that there remained instead the whore of poem 8,
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Just as Cupid in poem 64 (1.95) is described as mixing cares
with joy, so Venus in poem 68 (1.51) is said Lo be of a twofold
nature (duplex) and the occasioner of C.tullus' iﬂxiety (mihi ﬂgderit
curam - 1.51). 7y is Venus "duplexi’? Kelley ' aond Iordyce ” think
that the epithet has the same meaning as when Horace applies it to
Ulysses at Odes 1.6.7, "cursus duplicis Ulixei", where the adjective
takes on the meaning of "treacherous". However, in poem 68,
Catullus is detailing an honest account, 4irect to Allius, of his
own love for Lesbia, which, as we know from poem 85, is twofold in
nature, i.e. of the "odi et amo" type. It is to this love, peculiar
to Catullus, that the adjective "duplex" refers and therefore it must
be taken quite literally as meaning that Catullus both loves and
hates his girl. The twin idea of love and pain is mentioned earlier
at line 18 in the phrase "dulcem amaritiem', where Tenus is shown as
& goddess not in the slightest ignorant of Catullus' love life, "non
est dea nescia nostri", and this reference, in turn, vnlidates a
literal rendering of "duplex'".

While Venus symbolizes both the love and grief in CGatullus' s 1,
Cybele in the Attis poem (63) symbolizes his madness. As Harkins
had said, "the only clear clue that poem 63 contains as allegory
applicable to Catullus himself, comes in the short prayer to Cybele
at the end of the poem (1's 91-93),

"Dea magna, dea Cybelle, Didymei dea domina,
Procul a mea tuus sit furor omnis, era, domo:
Alios age incitatos, alios age rabidos!

Why is this petition for release from "furor" made to Cybele
herself? Because she, as the symbol of the frenzy (animo aestuante,
1.47) experienced by those like Attis who were initiated into her
rites, had put the "furor" into Catullus' heart. The w.orship of
Cybele was orgiastic, and accompanied by the frenzied sound of the
tympana, cymbale, tibize and comu, and culminated in scourging,
self-mutilation, syncope from excitement, and even death from
haemorrhage or heart-failure. (cf. Lucretius, II.578ff., Varro
Sat. Men., 131ff. Ovid Fast. IV. 179ff).

The symptoms of the initiates, brought on by these musical
instruments, can be well applied to the frenzy of Catullus' love.
The "furor animi" (1.38) of Attis corresponds to Catullus' picture
of his own passions as a "vesana flamma" (poem 100, 1.7), Attis'
faintness, "langor" (1.37) after his frenzied revel (1+iff) reminds
us of the numbness which Love infused into Catullus' limbs at line 21
of poem 76 - "Hei mihi subrepens imos ut torpor in artus"; finally
the affliction which goads Attis to frenzy (furenti rabie, 1.4)

anticipates Catullus' om plea at line 93 ~ "alios a e incitatos, alios
age rabidos".

Harkins (p.107) comments, "throughout 63, "furor" rcpresents the
state of soul wrought in a worshipper of Cybele". This statement is
true of both the mentel dispositions of Attis and Catullus. Both
discovered a love that proved detrimental to themselves; Cybele's love
for Attis caused him to mutilate himself; Catullus! love for Lesbia
proved torturous to himself ("excrucies", poem 76, 1.10). Further,
the fact that the "furor" is associated with the goddess, through the
adjective "tuus" (1.92), indicates strongly that Cybele in poem 63
symbolizes Catullus' frenzied passions for Lesbia.
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Elder17 considered that Catullus, who as an external observer
had witnessed the goddess' rites in Bithynia, took an objective view
to Cybelean frenzy, and that it was the avesome effect on mankind of
such a sweeping passion that attracted him to write poem 63. Hovever,
how can Catullus be an objective observer, if he mskes a personal
prayer to the goddess that he be kept away from, the madness, to vhich
he had for a long time been so ekin? Harkins mekes a more
apposite remark to the question, when he offers the suggestion "Perhaps

Catullus mey be said to pray at 1.91 (poem 63) thet he be spared a return
to frenzy as Attis suffered".

While Cybele is pertinent to poem 63, whose theme is madness, in
epitomizing the frenzy of her own initiates and in revealing Catullus'
ow. state of mind, the characteristics of the gods in poem 64 who =re
invited as guests to the marriage feast of Thetis and Peleus are such
that neither can they offer significance to the related themes of the
poem - the marriage of Peleus and Thetis and the desertion of Ariadne,
nor can they lend much truth to a view that they are treated symbolically
by Catullus. The divine guests are Chiron (1.278), Penios (1.235),
Prometheus (1.274) and Jupiter and Juno (1.298) together with most of
their children; Apollo alone is left in heaven (1.299).

Chiron is described as "portans silvestria dona" and loaded with
enough flowers to perfume the palace (1.284); in fact he brings so many
flowers that they cannot be arranged artistically ("indistinctis", 1.283),
The treatment of Chiron can be nothing other than humorous, as no other
parallel to this type of description of the centaur can be found in any
literature before Catullus, except possibly in Apollonius' "Argonoutica',
IV. 1143-5, where the treatment is very much less detailed.

Penios is treated with burlesque. He arrives "non vacuos" (1.288;
which is an understate ty in view of what he has brought (1's 283-291),
I concur with Kinsey's view of the treatment of these two minor gods,
that Catullus is going out of his way to poke fun at them without being
ill-humoured. 1In being able to treat the gods light-heartedly,

Catullus has divorced himself from any identification with them fer it is

not his intention to poke fun at himself, cf. his oun gravity of
character in poem 76.

On lines 294 ff. Kinsey 19 remarks: "One would expect after Chiron
and Penios that the great gods and their more splendid gifts would now
be described at greater length. This does not happen.  Prometheus comes
next"(l.295-7). This comment implies a pattern to the descriotion of
the divine guests and to the order in which the gods enter. But
Catullus surely in his portrayal o: the divine guests is being purely
descriptive, and in so doing, is making a colourful build-up to what is

far more important to the theme of the poem, namely the utterance of the
Fates to Peleus and Thetis,

Prometheus is described at line 294 as having an inventive heart
§"sollerti corde") and as bearing the traces of his old punishment
"veteris vestigia poenae", 1,295). The adjective "sollers" corresponds
to the Greek compound adjectives moAupnti¢ and molxLAoBouroc and refers
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to the old myth of Prometheus in Aeschylus' "Prometheus Vinctus",
where the god gave fire to mortals, TaoalL TeEXVal fpoToLOLY éx
Hpopnaeuﬂ;%l.506). If we ignore the erroneous statement of Fordyce
that the noun "cor" is the seat of the intelligence, not of the
emotions (cf. Plautus, "Truculentus" 1.2.75, "aliquem amare corde
atque animo suo", and Horace Odes 1.28.8 "corde tremit"), we may
conjecture that Prometheus' inventiveness is a possible allusion

to Catullus' own skill either in controlling the emotions of his
love or in finishing the relationship with Lesbia. The latter
hypothesis may be strengthened by the "veteris vestigia poenae"21
which can be taken as symbolic of "the healing of 0ld wounds"

or, to make it more specific, of Catullus' cure from the pains °
he used to endure, when he was Lesbia's lover.

Putnam 22 says that the appearance of Prometheus "somehow
breaks the enchanting spell". Accepting a symbolic interpretation
of Prometheus, the loss of the enchanting spell will be doubly
emphasized; Prometheus both destroys the picturesqueness of the
flowers of Chiron and the descriptive portrayal of the various trees
of Peneus, by bearing visibly the scars from the attacks of the
vulture, and at the same time provides an image of a wounded Catullus,
gripped by old memories.

Jupiter and his wife, together with most of their children, are
dismissed in a line and a half (1's 298 ff.) and their treatment may
be described as nothing other than conventional.

Other references to the gods in Catullus deserve little comment
for the purposes of symbolic interpretations. The address to Diana
(poem 34) is purely a festival hymn and was probably suggested by
the annual festival to the Diana of the famous temple on the Aventine,
held at the time of the full moon in the month of August. Similar
invocations to Diana may be found in Horace, Odes I.21, IV.6, and
in the "Carmen Saeculare".

Vulcan in poem 36 (1.7) is described as "tardijedi deo". The
adjective "tardipes" is a stock epithet of the lamed god, cf.
Hephaestus in Nicander's "Theriaca" where he is described as xehalmoug,
and again in Callimachus, fr. 228.63 (Pfeiffer) where he is SvOTOUG.
Likewise "uterque", the epithet of Neptune in poem 31 (1.3) is
conventional, in that it points to the twofold function of the god,
as ruler over "stagna" and "mare" (cf. Martial, "Liber Spectaculorum"
13.5., "numen utriusque Dianae", as goddess both of hunt and of birth).

From the poems which I have discussed, two conclusions may be
drawa about Catullus' treatment of the gods. First of all, he
associated the gods closely with Lesbia, cf. poem 68, 1.70, where
she is described as "diva", and secondly on the occasions when homest
words failed, he resorted to t ? gods as symbolic expressions of hisg
own love for Lesbia. .- Daniel aptly comments: "#hen the reality of
love was painful to express and the usual forms of epigram and elegy
seemed inadequate to convey Catullus' concept of -vhat love might be,
the poet turned to mythology to add a new dimension to his philosophy
of love". This statement is especially true of poem 68, where, as we
have seen, Jove and Juno are made to represent, so-to speak, the
opposite extremes of love.

Allen in his paper on Propertius 24 notes that "the figures of
mythology are the prototype and models of humanity, and their
character and conduct provide the norms for the character and conduct
of contemporary man; what is true in myth is also true and significant
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in the immediate present". These ideas, I consider, in the main
approximate to Catullus' own philosophy of the gods as mythological
and symbolic figures. The mythological view is the conventional
view and the symbolic view is the poet's view. Catullus often

had both these outlooks in mind when treating the gods, andtherefore
the statement that Catullus' view of the gods is normally con-
ventional, that is, mythological, should be treated with some
qualification.

J .. /OOLLAM.
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M.C.J.PUTNAM, "The art of Catullus 64! H.S.C.P., 64,
1960, p. 191.

M.L.DANIELS, "Personal revelation in Catullus 64", C.J. 62,
1967, p 351-356; quotation from p. 351.

A.W.ALLEN, "Sunt qui Propertium malint" in Critical essays on
Roman Literature, ed. J.P.Sullivan, (London, 1962), p. 142.
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THD NIRZETRI LYRICS

A manuscript discovery in vestern Turkey

(The following contribution was submitted by Professor Maurice
Coorer, Head of the School of Classical and Byzantine Studies at
Bildvin-Tallace College, Ohio, 7ho is a personal friend: of Ben
Benz:inski, Upon hearing that the Classical Society in Exeter
published a magozine, the Professor mentioned that the Zditor might
be interested in specimens of the late Creek lyric poems discovered
in 1970 in Yiestern Turkey. about a month later the Editor received
the cxcerpts which are reproduced here; they were previously pub-
lished in the Boldwin-./zallace College Journsl, Insight, Vol. 23,
April 1971).

These lyric poems are two out of 2 total of fifteen from a
fifteenth-century manuscrint discovered by chance in a monastery
litrary in the small toim of Wirzeiri, in estern Iurkey. The poens
were vritten in a miniscule hand on four sheets of rather poor
parchment, mecasuring approximately 6 ins. by 8_ ins; the poems
are &lmost certainly considersbly earlier than the date of the manu-
script. The line-divisions are as they appear in the manuscript,
although the looseness of the metre is puzzling, and we may
possibly suppose that the joems 7ere sung to an improvised tune
in a similar fashion to the later Greek “mentinadhs®.

The poems, vhich on the vhole displey a marked fatalistic
vone, were almost certainly composed at the time of marauding raids
by large bands of heathen Turks, or possibly longols, which eventually
drove the Greek settlers Irom the fertile interior of Turkey and
forced them to congzregate on the western coast. Clearly at the
dete of the poems' composition the time of migration was not far
awvay. ihis would date the poems somevhere around 1270-1300.

The full text of the lyrics, with parallel translation and
comprehensive annotation, will be published by York State University
Press in the spring of 1972.

1. ALTd, Zduwpvd,
oe tLva xSpnv,
& -
el tv’ f¢
xonoipa ondey
Anériy el $pny”
8\ 67 olir’ R
neAdpevog. k'
dwdta y’, olddd
BG tepat.

"I prey to you, Zakorns, about a certain girl - ah! alas! - for
she drags her veauty into my anger, vhich mekes me cry out; but I
do not even rush around a great deal, or look for gifts from her,
nor do I long to go to hex.™




e ALTO 1 2 late form of Alttopat taking a double accusatives
ALtw oe TLva, "I pray to you about someone", is far as can be
aszertained the iota is short.

Zexdova ¢ apparently a Persian equivalent of Aphrodite,
vrobably from "ze kare', "the m*lden“, the second element of this
being coznate with the Greek wdpm , with the etymologically
common intrusive V.

iii. & 1 a cry from the heart.

ive gl ¢ the apodosis is suppressed. Translate "since' or
"seeing that".

v’ f¢ xpfdoLpa 8 the interpretation of this sentence is uncertain
=nd larﬂelj depends on the assumptlonfﬁ = deﬂg The subject must
be 1 xSpn understood. TLVE must go with xenotpa , end, as the
text stonds, ng with tiva xpncha s "she drags her certain useful
things into my anger®. xpnoipa is a superb understatement of the
lady's charms, but expresses perfectly the fatal attraction they
have _or the poet.

ve. ondet ¢ lack of contraction meiri gratia.

vie 9fpnv ¢ Wwe camnot tell why anger should have become a feminine
enotion among the settlers in lurkey. Possibly a sarcastic reference
to shrewish vives.

AndTLy ¢ ‘the derivation of this word is uncertain, though

. . - . ’, . o .
there is an Ionic word found in Homer, ndta , a masculine adjective

s " s " " 3 0n M Lot ] ’

meaning "calling" or Yerying", from the verb nmiu , "to shout out
loudy In the ebs nce of further evidence we must assume our form
is a femiwimgacjective agreeing with $UpMY  and take the sense as
"causing one to cry out'.

i::. bwdta ¢ this has the appearance of & particirzial form, but
we may assume this is accusative plural of - neuter noun Swdtov
s giftV¥ The sense is considerably compressed, but quite clear;
the vistful irony of the last four lines is unmatched in Creek
lyric poetxy.

2, Zlyxa odv OYLE
~ b
netyv’ ol mw XeLto.
,. 9 ~ ’
wdrn’ Sgpal odpov.
thv e BAABwe
éﬁﬁ HTelY, & ?af.
o
xou £vea wcLdog
od newvd Siva plpoav vy’
&v te ouvousia,
¢deL e 8looov

. 0paxeLVe
A fathex's iameﬂ% a%er his young son killed in a raid.
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"Singka, the Lote One, was not yet lying in hunzer for
you. “hole tribes went to render her tribute, «nd —ith
grievous injury to kill in her name, ny son! .nd when the
clash of battle did not hunger after such a child, for it

hed carnage enough of its oun, it was your fate to pay her
trofold tribute.

i. ZIlyxa ¢ obviously a female equivalent of Lres.
There is a minor underivorld deity of the Hindu religion
called Singkala, but I can trace no resemblances.

gov $ 2 lste Ionic variant form of o€

BuLE i "the Late One", from root &0e . I take this
epitiiet to be a grim euphemism akin to the "Zuxine" or the
'Bumenides" s a death in this kind of warfare must have come
early rather than late.

ii. melv’ s formelva, "in hunger". The elision of long
syllables is common in these poems - cp. KfELVﬂL 1.5,

111. 0¢pab $ we must supfose this to be a lengthened form of
69pa (metri gratia, as aleL for aEL), meaning "in order that".
Je must supply some verh of which ¢opov is the obgect. I take
the sense to ve ¢Ura ( €Br) Sppat @opov (vnotcknGELev ). TFor

the image cp. Soph. Antigone 1.133. #Aumov Znvl tponaly méyxaixa TEAR.

ive TNV s for altnv, I Drefer to take this as an accusative
of the person 1nterested, with xtelval intransitive s to take 1y
as the object of xtelval makes very poor sense.

7’
KteLval ¢ epexegetic, as common after verbs of motion.

BAdBwe 1 adverb from BAaROC,"anurlous", a corrupt adjectival
form from BAdBM.

vii. OL& Bépcav: BUpoa is, properly, aia animal-hide before tanning.
I take duh BUpoav  here s "on account of the skin-torn-off", a
savage metephor for the carnaze of battle. Such a "Iarmyard"
image is not inappropriate at a time when good 7e2D0Ns vere scorce

and the yeoman soldiers wrould h4vgbone into battle armed with flails,
scythes and pickaxes,

viii. guvovola ¢ "being-together" indicates an almost continuous
state of battle and war to vrotect one's lands ~gainst the invading
barbarians.,

ix. 8(coov 3 why the tribute should be %wofoldwe cannot tell .
Perhaps there is & hint &t human szerifice to heuthen gods,

x. 9opaxelyv s if this reading be correct, we must suppose an N
othervise unknom verb gopaxi , of similar meaning to ¢Spov Umoteld,

Professor Maurice 3, Cooper, B.&.,R.C.
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CASAUBON GOES FORTH AGAIN

In what follows, I take issue once more with a view expressed
meny years ago, and held with great tenacity ever since, by Professor
Gordon S. Haight. I should like to meke it clear that whatever I
have to say on this point has not diminished the great respect in
which I hold George Lliot's literary genius and Professor Haight's
massive erudition and sympathetic appreciation for the great novelist
to whom he hes devoted his life's work. I do, howvever, believe that
no nortal, however great his work, is perfect, and no scholar, however
expert he may be, is infallible. It would do only honour to Professor
Haight's justifiably solid and established reputation if he admitted
that on one small point his former view has been showm, albeit by
other people, t0 be in need of correotion.1

R b R BRI AR

In an «<rticle published in this magezine more than three years ago,2

I gavg my support to the view expressed by Mr. John Sparrow in a recent
work,” in wvhich he argued that Mark P:ttison was to a large extent the
model drawn on by George Eliot for her character the Reverend Edward
Casaubon in Middlemarch. There was nothing new in this, but what

was sO obvious to many contemporaries had called forth public denials
from those who were closest to any of the persons involved, and these
Ppublic denials, however feeble they may seem, had been taken seriously
in later years by more than one person. Both Mr. Sparrow and myself
realized and stated in our publications that Casaubon in Middlemarch
was a caricature, not a photographic representation of an originalj
that it is absurd to say that Casaubon ig Pattison, and that there
vere, of course, differences between the two (or else George Eliot
might as well call him Pattison ond make him the Rector of an Oxford
College wit& special interests in the history of Classical scholarship
etc., etc.) I went ever further and conceded the possibility that
some of the traits of the fictitious Edivard Casaubon mey have belonged
to Dr. Robert Herbert Brabant of Devizes, Professor Haight's candidate,
whose reseagch interests were nearer 'The Key to all Mythologies' than
Pettison's “.  But in order to establish it beyond doubt that George
Eliot did have Pattison in mind while working on the crestion of the
Reverend gentlcman ~, I quoted in my article a hitherto unpublished
section of Sir Charles Dilke's diaries from the British Museum Addit-
ional NS 43132, in which Mrs., Pattison's second husband admits that he
hed himself, ever since the appearance of liiddlemarch, belisred that
Casaubon cnd his wife had been dra'n from the Pattisons, and that
George Eliot admitted Lo him that the letter of proposzl was based on
Pottison's ovm letter '.  This, I believed, coming from a man as
closely related to one of the main characters in this saga as anyone
could wish, might settle the prcblem. what an optimist I was!

Professor H=ight's review of Mr. Sparrow's book 8 vas already
in the press when he received a complimentary copy of my article.
In his review he was concerned mainly with suporessing the new
attempt to claim any connection bhetreen Pattison and Casaubon of the
novel, and at the end of it he refer ed to his own Brabantine view
of the matter as the final and satisfactory ansver to this problem,

e

L L RS

A

A

W



——

- 25 -

from which it was tiresgme of llr. Sparrow to secede. Mr. Sparrow
was not slow to ansuer “, and in his reply he now quoted - in an
extended and more accurate version - two of the passages from the
Dilke diaries which I had clready quoted in my article. Professor
Haight was asked by the editcr of Notes and Queries to reply to 10
this challenge, and his rejoinder followed Mr. Sparrow's answer = .
It was a sad affair, and the arguments he was able to summon forth
in order to discredit the clear and distinct evidence of Sir
Charles Dilke were easily answered by Mr. Sparrow in a rejoinder
published two months later 11

I do not knov when exiatly in 1968 Professor Haight's great
biography of George Eliot was published. It appears that at
the time of writing (or fgvising), the author was already famil§ar
with Mr. Sparrow's book ~~, but his rejoinder oflgovember 1968
only reached him when the book was in the press » 1t is therefore
a mattif of conjecture what he would have gaid to Mr. Sparrow's last
reply . So far, this has been the last word in this debate, and
there I wrould have let the matter rest, but for two pieces of
evidence which have since come to my notice, one new (though the
reader may discover that it ought not to have been new), and one
already quoted by Mr. Sparrow, but neglected during this debate.

To start with the new one. In 1885, five years after George
Eliot's death, her second husband, John Velter Cross, published
his George Eliot's Life 59 The editor of The Nineteenth Centucy
gave the new book,to Lord Acton to review. is review appeared
in the same year ~, and was li?er reprinted among Lord Acton's
Historical Fssays and Studies ~'. Acton's perceptive and rather 8
intense article is twice mentioned in Professor Hasight's biography .
In the second of these passages (p.489), Haight mentions Acton's
identification of Julius Klesmer as the composer Liszt. It is
therefore all the more surprising that another passage in the same
review by the same reviewer and bearing on a very similar issue
would have escaped Professor Haight's vigilant eye. I refer to
Acton's statement on p.480 of the original article (Historical
Egsays p-296). The context is that of George Eliot's life with
Lewes after their move into the Priory near Regent's Park in
October 1863 19¢

Mihen George Eliot came to live near Regent's Park her
house was crowded with the most remarkable society in London. Poets
and philosophers united to honour her who had been great both in
poetry and philosophy, and the aristocracy of letters gathered round
the gentle lady, who, without beingz memorable for what she said,
was Jjustly esteemed the most illustrious figure thet had arisen in
liter.ture since Goethe died. There might be seen a famous scholar
gitting for Casaubon, and two young men - one with good features,
solid white hands, and a cambric pocket-handkerchief; the second with
wavy bright hair and a habit of shaking his head backsrards, who
evoked other memories of the sane Midland Microcosm - while Tennison
read his own last poem, or Liebreich sang Schumann's Two Grenadiers,
and Lewes himself, with eloquent fingers and catching laugh , des-
cribed Mazzini's amazement at his first dinner in London, or the lament
of the Berlin professor over the sunset of England since iir.Gladstone
had put an Essay-and-Reviewer on the throne of Philpotts, "
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There is no need to argue that such a graphic description of
George Elict's galon could only be based on the first-hand cxperience
(compressed here into one 'group painting') of a men who must have
been a frequent visitor to the Priory himself. There is nothing
strange about that. Lord Acton's German background made him a
close acquaintance of Lewes, whose Life of Goethe was at the time
held in high esteem even in Germany, and of George Eliot herself,
who was always more attached to Germany and her culture than to
any other Buropean country. Acton's close relations with the
Leweses25re attested in some passages in Professor Haight's bio-
graphy « I do pot know when Dr. Brabant died. But if he obtained
his M.D. in 1821 y he could not have been born much later than22
1796. George Eliot's strange affair with him occurred in 1843 .
In July 1854, the Lewvescs met him by accident on their visit to
Cologne, and he introduced them to his friend David gfiedrich Strauss
On 28 October, 1874, we are told by Professor Haight™ ', the Leveses
came to Devizes, 'vhere Marian had visited Dr. Brabant in 1843',
and stoyed there for three days. Not a word is said about any
meeting vith him, nor are we ever told that he used to frequent
the Priory. ‘ihen the Leweses moved there in 1863, Brabant must
have been in his late sixties or early seventies, and by 1874 one
presumes he wes dead. If he vere a 'famous scholar', one could
have expected to find more information about him available even
in 1971. But not even that treasure-house of vanished supremacies,
the Dictionary of National Biography, has a word to say about him.
An acquaintance with the latest findings of German theology and the
friendship of men like David Friedrich Strauss - who was admittedly
a famous scholar himself - were rare among country doctors in
Victorian England, but they were not enough to confer on their
holders the title of a famous scholar, Tven more so when the
compliment comes from the lips of 'the most learned Englishmen of
his age', Lord Acton, who was the friend of many of the greatest
scholars in Europe, &nd whose standard of scholarship became higher
&nd more exalted as he grev olders Even if Dr. Brabant were a 25
frequent visitor to the Priory (and we have no evidence for this) ’
Lord icton was most unlikely to call him 'a famous scholar!,
Pattison was one of the few contemporary British scholars gho trere
famous on the continent, and who, despite his limitations s would
satisfy even Acton's standards of scholarship. Need I say more?

Now to the second piece of evidencec, dealt with briefly by
Mr. Sparrow and forgotten, or at least left out of, a discussion
vhere it provides an important clue. But before I come to the
document itself, it would be useful to clecar up one premiss and
save it from the fate of many a divergent ergument.

Professor Haight himself quotes twice27 Henry Nettleship!'s
obituary of Mark Pattison B blished in The Acedemy on August 9, 1884.
In it, Nettleship appears to deny the relation between Pattison
and Casaubon - this, of course, suits Haight's arsument. But if we
accept Nettleship's evidence on this point, we should ala? accept the
second half of it, quoted by Haight in the same context , and
relating to Rhoda Broughton's Belindas

It was rescrved for a vulgar and frivolous spirit to dare, in a
more recent and inferior novel, such a foolish insult to good
taste,

23 s
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wWhatever Nettleship has to say on the Middlemarch problem,
where I have no evidence that he possessed first-hand knowledge
of the sort which Dilke did, he was qualified to speak of
Belinda. He had lived in Oxford since 1873 as fellow of
Corpus and since 1878 he had been the Corpus Professor of Latin.
In the small world of late Victorian Oxford, everygge knew of
the horrid Miss Broughton and her shocking novels “7. Belinda
aroused a furore in Oxford on its appearance precisely because

. - 0
it was a roman & clé and everyone knew who were the real characters

Professor Haight himself does not appear to contest the claim that
Jemes ¢nd Belinda Forth are based on lMark and Emilia Pattison.
Unlike George Eliot, Miss Broughton was, as we would call her today,
a 'trashy' novelist, and a naughty woman to boot.

It is therefore all the more significant that only a few years
after the publication of Belinda and Mark Pattison's death, Andrew
Lang published in The St. James's Gazette among his Essays in
Epistolary Parody, a correspondence between Forth and Casaubon,

Mrs. Forth and Rivers, lirs. Casaubon and Ladislav and Mrs. Casaubon
and Mrs, Forth - all later reprinted in one and the same chapter
(since the continuity between them is obv%ius) in his 0ld_T'riends,

a book dedicated to Miss Rhodz Broughton “~ .  Any reader informed
about the background will hardly fail to observe that the connection
between these four characters is not meant to be that of merg2
resemblance. Lang's prefatory note to this correspondence

would lose all its subtle irony if we took it to mean mercly that

he had detected some similarity between Miss Broughton's characters
and those of Middlemarch. It can only be appreciated if we assume
that he knew Zfrom iliss Broughton herself, if not from other soulces),
that while the differences betwcen the two fictitious couples ivere
due to their appearance in works of fiction, the striking resemblances
vere due to their derivation from common archetypes. e do ggt

knoi; how intimate ¢ Iriend of Miss Broughton Andrew Lang vas :

but 2 shy and reserved man like him would hardly dedicate & book to

a chance acquaintaence - especially if many of his Iriends may well
consider he also a persona non grate - unless they were good friends.
It is not very likely tha® either he or Miss Broughton ever met

Dr. Brabant of Devizes.

L R R A

J. GLUCKER
Notes
1 See Richard Porson, Letters to Mr. Archdeacon Travis, London
1790, pp. OXIV-XXXV.
2 The Case for Edward Casaubon, Pegasus 9 November, 1967,
pre 7-21 (henceforth called The Case).
3 John Sparrow, Mark Pattison cnd the Ides of & University,

Cambridge 1967, Chapter 1. (Henceforth : 3parrow).
4 Sparrow pp. 9ff. See also note 6 below,

5 The Case, pp. 12-13.
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No one has contested the fact that this appeared to be obvious
to numerous contemporaries who felt like Dilke (The Case, p.ll)
that 'the portrait of the autor of the life of Casaubon under
the name of Casaubon, was a crusl one', It was because this
was s0 obvious, and, I assume, well known in literary and academic
circles, that those close to the mein protagonists had to produce
their unconvincing denials. It cannot be emphasized too.
strongly that George Eliot was an extremely intelligent and
sensitive woman, and it could hcrdly escape her notice that
nobody would be prepared to be deceived by any denials if the
name was so significant. I remember hearing the novelist

Angus Wilson on the radio the other day, talking of his
Anglo-Saxon Attitudess The hero is a professor of mediseval
history, and the book was already about to bé printed when a
friend told Mr. Wilson that there was, in fact, a professor of
mediaeval history in one of the English universities who bore

the same-name as the hero of the novel. This was pure co-
incidence, .and Mr, Wilson had never heard of this professor
before, but he immediately contacted his publisher and had the
professor's name in the novel changed. I may add a rhetorical
question. VWhat would be Professor Haight's reaction if he came
across a novel by a close friend of his in which the hero was
called George Eliot, was a distinguished American scholar whose
expertise had won him international reputation, and displayed a
number of other distinguishing merks which were known to be
unique to Professor Haight? Would he look for dissimilarities
and try to find some other candidate?

The Case, pp. 10-11

Notes and Queries May 1968, »p. 191-194

Notes and Queries November 1968

Ibidu Pe 435 .

Notes and Queries December 1968, p. 469.

Gordon S. Haight, George Eliot, a Biography, Oxford 1963.

See p. 449, note 6.

On p. 656, he refers to his own reviev of May 1968 (note 8 above),
but not to Mr. Sparrow's answver.

Georpe BEliot's Life ag related in her Letters and Journals, arranged
and, edited by her husband J.W.Cross. In three volumes. Londcn and

Edinburgh 1885,

The Nineteenth Century vol, XVII, 1885, pp. 464-485, Acton had
already offered his encouragement to Cross during the compilation
of this book: see his Letters to lMary Gladstone, ed. Herbert Paul,
London 1(04, p.64.

Edited by J.N.Figegis and R.V.Laurence, London 1907, pp. 273-304,
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George Eliot p. 393, note 1; p.489 and note 6, Haight does
not mention the fact that the essay has also been reprinted in
% nore accessible form in Acton's Historical Essays. He doesy
however, quote it as George Eliot's Life, the correct form in
which it appears there. In The Nineteenth Century it is
entitled George Eliot's'Life!'.

For the date see Haight, George Eliot, p. 372.

Ibid, p. 406 and note 5; p.544, note 3. Both based on un-
published IS notes in the Cambridge University Library.

Ibid, P 470
Ibid, pp..49-50.

Ibid, ppo 150"151-
Ibid, p. 475.

Pattison 'called often at the Priory' after the publication of
Middlemarch (ivid. p.448) - but also before (elthough I have not
the evidence before me at the moment). I wonder how much more
information of ¢ revealing nature may still be lurking among the
MS notes of Lord .cton in the Cambridge University Library.

Acton was not unawvare of Pattison's prejudices and limitations,
especially in the field of church history. See his Letters to
Mary Gladstone pp. 206-7.

Georze Eliot p. 563; Notes and Queries May 1968, pp. 192-3

On a close reading of the passage, he does not quite deny this
rumour in the categorical menner one could expect of him, If
he had any proof that, despite the similarity in name, circum-
stances of marriage and other details, Pattison had absolutely
nothing to do with Casaubon, he would have said so. ‘hat he
does say is that 'There was, however, nothing in common between
the serious scholar at Lincoln and the mere pedant frittering
avay his life in useless trivialities! (but there vas a lot in
common, as hes been pointed out by Dilke in his diaries and by
Mr. Sparrow, pp. 12-13, I should add, in connection with
'frittering away his life in useless trivialities', that we
know from Pattison's Memoires that he intended to write 2 great
History of Renaissance Scholarship until the end of the French
period, aond his Casaubon, unfinished Scaliger and most of his
essays were merely 'brands plucked out of the fire'). He goes
on to say: 'Nor was George Elict, Mark Pattison's friend, at all
likely to draw a caricature of one she loved and valued'. But
this is begging the question, for we are not concerned here with
a lost text which has to be reconstructed according to likelihood,
but with an extant novel, in which the caricature has many
similarities with the model. Nettleship's argument is as
convincing as if someone had argued that the 'Supermac' of the
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cartoonist Vicky had, despite his name and many strikingly gimilar
features, nothing in common with the Right Hon. Herold Macmillan,
I\{.P.

Michael Sadileir, Things Past, Londoa 1944, pp. 81 If.
Ivid, pp. 109-110.

Chapter XV. First printed 1880, In the 'new edition, 1892' which

I have used, pp. 108-117. The correspondence is briefly discussed
by Sparrow, pp. 18-19, but I camnot remember seeing it used leter in
the debate on this issue.

1892 edition p.108.

The first and only serious biography of Lang is Roger Lancelyn
Creen's Andrew Lang, a Oritical Biography, Leicester 1946. In his
Preface, p. ix, Mr. Green explains that Lang left ingtructions that
no ' official biography' should be written and that his papers were
to be destroyed. His wife reluctantly carried out the latter of
these instructions. Ve are therefore very unlikely to find more
evidence than that cvailable in his printed work as to his personal
relationships with those who were already dead when Mr. Green started
working on his book, nor do I know whether any of her papers have been
preserved. I would, however, never dream of dedicating, say, to
Miss Muriel Spark, a book of mine which included parodies of some
characters from her novels, unless I were a very good friend of the
author,
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