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Introduction

The Metamorphoses has gained special attention from a significant number 

o f scholars because o f its uniqueness and the way Ovid adapts different motifs and 

generic conventions and because o f the breadth o f its mythological subjects. Studies 

o f the Metamorphoses have been concerned with investigating the unity, style, form 

and literary models o f  the poem while attempts at broader analytical interpretations 

o f its multiple thematic links or chronological frameworks are numerous.1 2 Indeed, 

the variety o f themes, the blending o f moods and the constant shift in tone from 

heroic to elegiac to tragic and to bucolic which are linked together under the 

framework o f an aetiological carmen perpetuum  emphasize the manifold character o f 

the poem and create contradictory views o f its content and structure. Ovid stresses 

from the very beginning the innovative style and miscellaneous character o f his 

poem by defining noua corpora and mutatas formas as its subject-matter. The 

central theme o f transformation o f human beings into other forms provides grounds 

for experiments with tradition and rhetorical practices as appropriate tools for the 

developments o f  wit and humour.

Within this framework modem scholarship has frequently drawn attention to 

the poet’s innovative techniques and his tendency to rework and refresh traditional 

and well established motifs. O f the multiple rhetorical devices Ovid uses to animate 

his style personification emerges as an important element. Personification as a means 

o f giving life or form to lifeless, formless or abstract things is thus closely connected 

with the act o f ‘bringing-before-the-eyes’ realistic representations. In this framework 

then, personification can be used as a device to enliven a narrative and thus becomes 

a suitable device of ornamentation. Undoubtedly, poetic personification has a long 

tradition that goes back to archaic epic poetry.

1 Discussions on structural and thematic links in the Metamorphoses have been made by a 
number of scholars through the years. There is a huge bibliography on the subject of which 
considerable surveys are FrSnkel (1945); Wilkinson (1955); Otis (1970); Coleman (1971); 
Due (1974); Galinsky (1975); Knox (1986); Solodow (1988).
2 Webster (1954), 10 lists three different categories associated with human activities where a 
case of personification may occur. These include (a) physical activities, (b) possession of 
feelings, (c) bodily representation. This classification shows that personifications range 
between abstract personified representations of concepts concerning emotions or activities 
and more concrete anthropomorphic figures. On discussions of the term and on the problem
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Chapter 1 

Inuidia

1.1 Introduction

Envy and the evil eye possess a significant place in ancient thought which is 

also reflected in the literature of the period. Poets especially have found in the 

concept a piece o f literary machinery which they use as a vehicle to state their 

polemical poetics or define poetic preferences. Ovid brings together different and 

common features o f the imagery o f phthonos in Greek and o f inuidia in Latin while 

he varies the available material to create a concrete personified figure. The 

personified Inuidia o f book 2 forms an organic part o f the myth o f Aglauros where 

the Inuidia ekphrasis is introduced as an embedded episode. Aglauros’ infection 

with envy sets in motion the transformation of the girl into a stone which is the 

aition in the story Ovid is telling.

The discussion which follows aims to demonstrate Ovid’s innovative 

techniques in the use o f personification ekphrasis. The presentation o f Inuidia 

provides a clear example of the poet’s artistry in reshaping and embellishing well- 

worn and well-established motifs. The poet’s quest for clarity which coincides with 

his interest in realistic representation is evident in the wealth o f visual details both in 

the description o f Inuidia and of her domus. Personification thus sets up a 

combination o f different rhetorical and stylistic features; this results in an extensive 

use o f linguistic and etymological wordplays that shed light on Ovid’s witticism. The 

whole Inuidia episode is itself a testimony o f metamorphosis in action that takes 

place, as will be shown, on different levels.
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1.2 Preliminary Remarks

The story o f Aglauros is narrated at Met. 2.708-832. Mercury having punished 

Battus by changing him into stone {Met. 2.676-707), flies over Athens where he 

spots Herse taking part in the Panathenaia festivals in honour o f Athena; he instantly 

falls in love with her and he approaches the house o f Cecrops in an attempt to reach 

Herse but instead he finds her sister Aglauros who agrees not to tell anything to her 

parents about Mercury’s erotic intentions for Herse; in exchange she asks for gold, a 

request that Minerva overhears. The goddess, full o f anger, seeing Aglauros’ double 

success in having Mercury’s favour and being rich as well, and recalling the girl’s 

former betrayal, visits Inuidia's domains and orders her to poison Aglauros with 

envy, a command that Inuidia immediately carries out.1 2 As soon as the girl is 

infected by envy she begins to waste away with jealousy at the thought o f her sister’s 

happiness, a feeling that motivates her to block Mercury’s passage to Herse’s room. 

The god, angry at Aglauros for breaking her promise, punishes her by transforming
�

her into a rock.

1 The first extensive literary representation of the personified Envy in the tradition before 
Ovid is given by Callimachus in the Hymn to Apollo (cf. also Aetia prologue). For other uses 
of the personification in literature see Börner (1969), 416f.; Moore-Blunt (1977), 154 on Ov. 
Met. 2.760; OLD s.v. inuidia lb; Roscher, s.v. Phthonos; Roscher s.v. Invidia.
2 Aglauros and her sisters Pandrosos and Herse have already been mentioned at Met. 2.552- 
561. Here Ovid refers to the transgression of the girl against the goddess Minerva. 
According to the myth, Minerva had placed Erichthonius, who was born without a mother, 
in a chest and gave it to the daughters of Cecrops (Pandrosos, Herse and Aglauros) with the 
express command not to open it. Pandrosos and Herse obeyed but Aglauros disobeyed the 
goddess; she opened the forbidden box and saw the child with a snake stretched out next to 
him. Aglauros’ punishment is thus pending already from the previous events. Thus, lines 
710-832 seem to continue the story of the three sisters from where Ovid has left off. Yet, 
lines 748-749 connect the story Ovid is narrating at this point with Aglauros’ previous crime 
which is now doubled and the goddess cannot postpone the punishment any longer. Ovid 
combines the story about Mercury’s love for Herse and Aglauros’ subsequent petrification 
{Met. 2.708-832) with the story of Erichthonius briefly narrated by the crow at Met. 2.552ff. 
A later source which is listed in Apollodorus (3.14.3) refers to the union of Herse and 
Hermes from where Cephalus is born but he does not mention Aglauros to have any 
particular role to this. A fragment from Hecale found in a papyrus {PHerc. 243 11.1-6; see 
Keith (1992), 124) shows that the story Ovid narrates at Met. 2.708ff. has a Hellenistic 
version. However, in this version Aglauros is replaced by Pandrosos. For a detailed analysis 
see Keith (1992), 13-22 on the daughters of Cecrops and 124-134 for a detailed analysis of 
the Aglauros myth; also Barchiesi (2005), 279-281 for a summary. For further discussions 
see Wimmel (1962), 326-333; Börner (1969); Galinsky (1975), 164-168; Fredericks (1977), 
244-249; Forbes Irving (1990), 283f.; Feeney (1991), 241-247. For the Cecropides in 
general see Powell (1906) esp. 1-8 for the different versions of the myth.
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The Inuidia episode is introduced at Met. 2.760ff. with a five line description of the 

place she inhabits:

protinus Inuidiae nigro squalentia tabo 
tecta petit, domus est imis in uallibus huius 
abdita, sole carens, non ulli peruia uento, 
tristis et ignaui pienissima frigoris et quae 
igne uacet semper, caligine semper abundet.

{Met. 2.760-764)

Similar descriptions o f sceneries in epic usually begin with the stereotypic est locus 

formula.5 Here Ovid makes a slight variation o f the motif. The ekphrasis opens with 

the adverb protinus which informs us of the goddess’ immediate execution o f her 

plan to punish Aglauros while Ovid carefully identifies the house with its inhabitant 

by coupling Inuidia with nigro ... tabo / tecta {Met. 2.760-761). After these first 

indications, Ovid devotes the following four lines to a more thorough description of 

the place which is now introduced with the typical geographical opening domus est. 

Inuidia’s house is hidden low in a valley; therefore, sun and wind cannot reach the 

place {Met. 2.762: sole carens\ 2.762: non ulli peruia uento). It is further filled with 

chilliness {Met. 2.763: ignauiplenissima frigoris), for fire never burns there (2.764: 

igne uacet semper) and darkness {Met. 2.764: caligine semper abundet).

Lines 761-762 in particular convey a sense o f mystery concerning the 

location o f the place. Domus, imis in uallibus and abdita suggest that Inuidia and her 

house cannot be easily seen; so, Inuidia is inuisibilis. This creates a striking 

wordplay between seeing and not seeing; Inuidia who is by nature connected with 

vision (see also p. 24f.) cannot actually be seen. The suggested play hints at the 

opposition between clear vision, clarity and their opposite on which the whole 

episode depends. Furthermore, the use o f the pronoun huius in the sentence (761) 

strengthens this first impression of obscurity created by the unspecified borders of 

the house. This lack of precision is in keeping with the mysterious atmosphere that 

pervades the setting;6 yet, the permanent presence o f caligo adds more to this.

5 For other examples of this see Introduction n. 10.
6 Ovid’s technique as well as the lack of precision that characterizes his text here may well 
be influenced by Callimachus’ Hymn to Apollo. In the last lines of the Hymn (cf. 105-113) 
the personified Phthonos first of all appears out of nowhere while no indication is given 
about the citation of the meeting between the god and Envy. I believe though that this lack
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764 respectively suggest the presence o f light and thus life. The coupling o f sole 

with carens and igne with uacet deftly reverses this sense and so emphasizes their 

absence from the domus. The negative connotations that carere and uacare carry 

exclude life which in turn anticipate death; besides, ancient sources suggest an 

unbreakable bond between cold and death.10 Further, the weakness caused by cold, 

the lack o f wind and of nature’s sounds which suggest immobility and lack of 

energy, the sense o f depression suggested by the absence o f light, the dirt and black 

gore all add to the funereal atmosphere which in turn recalls the gloomy domain of 

the underworld. In any case, tristis and frigus (763) are technical terms suggesting a 

connection with Hades; yet Virgil refers to the underworld as tristes sine sole domos 

(Aen. 6.534). Keeping this in mind, lines 761-763 seem to follow the Virgilian 

description. However, Ovid offers a new twist by splitting the line from the Aeneid 

which he further develops in three successive lines. Thus, domus (761), sole carens 

(762) and tristis (763) are a reflection of the aforementioned Virgilian line which in 

turn creates a point o f contact between Ovid’s passage and Virgil. The fact that Ovid 

draws on a detail found in Virgil for the construction o f Inuidia’s place vindicates 

the choice o f domus instead o f antrum’, domus marks the allusion more emphatically. 

In addition, line 764, igne uacet semper, caligine semper abundet, gives a more 

explicit connection with Hades. The double repetition o f semper suggests perpetuity 

o f a situation. The emphasis on the perpetuity o f darkness and cold in the house 

suggests the permanent presence of night which draws a clear association o f the 

place with the permanent gloomy atmosphere o f the underworld itself. Ovid re-uses 

the same details in the description o f the cave o f Somnus later in book 11 which he 

embellishes with a more lengthy description. Thus, Inuidia's domus in a sense is a 

concise version o f Somnus’ dwelling place. The connection between the two places 

emphasizes the identification o f Inuidia's place with the underworld which in the 

case o f Somnus is clearly demonstrated by the identification o f the place with the 

land of the Cimmerians, the mythical race that Homer also places in the underworld 

(cf. Od. 11.13-19 and chapter 3 below).11

10 E.g. in Lucr. DRN 4.923-924: namque iaceret /  aeterno corpus perfusum frigore leti\ Virg. 
Aen. 12.951-952: ast illi soluuntur frigore membra /  uitaque cum gemitu fugit indignata sub 
umbras’, Ov. Met. 2.611: corpus inane animae frigus letale secutum est.
11 Such representation may well have issued from previous associations of Inuidia with the 
underworld. One of the most familiar passages where Inuidia is placed in the underworld is 
to be found in Virgil’s G. 3.37-39: Inuidia infelix Furias amnemque seuerum / Cocyti metuet
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This impression is strongly emphasized by what follows. The reference to the 

door o f the house (Met. 2.766-768) and the horrible first sight of Inuidia eating 

snakes (Met. 2.768-769: uidet intus edentem /  uipereas carries, uitiorum alimenta 

suorum) recall Aeneas’ first contact with frightening personified and mythical 

figures placed at the entrance o f the Virgilian underworld (Aen. 6.273-289; cf. Virg. 

G. 4.481-484). Besides, the first impression gained o f Hades is that o f emptiness and 

darkness (Aen. 6.268-272: Ibant obscuri sola sub node per umbram, / perque domos 

Ditis uacuas et inania regna: /  quale per incertam lunam sub luce maligna /  est iter 

in siluis, ubi caelum condidit umbra / Iuppiter, et rebus nox abstulit atra colorem.)}2 

A similar feeling arises once we look at Inuidia's abode. The murky atmosphere 

suggested by the prevalence o f cold and darkness seems to be the basic characteristic 

o f both underworld and Inuidia's place. Besides, the sulphurous fumes which 

emerge from the lake Avernus (cf. Virg. Aen. 6.240-241 talis sese halitus atris /  

faucibus effundens), the entrance o f the underworld recalls the nigro squalentia tabo 

/  tecta o f  Inuidia's abode. Also significant, is the belief, common in antiquity, that 

caves or grottos constituted entrances or served as passages to Hades. Circe, for 

example, instructs Odysseus how to find the grove o f Persephone from where he can 

get access into Hades (Od. 10.504-40). In the same way, the Cumaean Sibyl leads 

Aeneas to the oracular cave o f the Lake Avemus when he seeks to visit the

tortosque Ixionis anguis /  immanemque rotam et non exsuperabiie saxum. A convenient 
explanation for such illustrations may be found in the belief that envy lies low on the 
ground. Indeed nothing is lower than the underworld; thus, Inuidia's presence there seems 
reasonable. The earliest ancient account where Phthonos is found to inhabit the underworld 
is [Demosthenes] 25.52. Here, Phthonos is further mentioned to be part of a group of other 
evils, namely Strife, Discord, Blasphemy, Curse, which surround the impious (doEpEig) in 
Hades. Inuidia seems to have a similar role in Virgil as she is represented as accompanying 
two of the mythical sinners of the underworld in antiquity, Ixion (G. 3.38-39: tortosque 
Ixionis anguis /  immanemque rotam) and Sisyphus (G. 3.39: non exsuperabiie saxum). For 
Inuidia in Virgil’s Georgies 3 see Dickie (1983), 65-79, esp. 67-68 on literary 
representations. The grouping of Phthonos -  Inuidia with a number of other ills is also found 
elsewhere in literature. Euripides, for example, places Phthonos among the greatest evils of 
the world (Tr.: 766-769: d> TvvSdpsiov epvog, ovnor ’ cl Aiog, /  ttoULcov Se narepcov (ptjpi a ’ 
¿KTtEcpvKEX’ai, /  AXdmopog pev npmxov, eha Se <P0ovov, /  <Povov re Govorov 6 ’ oaa te yij 
xpEtpEt Kaxa). Equally, Plautus refers to a range of major evils of humankind that must be 
banished from the city; among them is Inuidia (Per. 555-557: perfidia etpeculatus ex urbe 
et auaritia si exsulant, /  quarta inuidia, quinta ambitio, sexta optrectatio, /  septumum 
peiiurium).
12 Cf. G. 4.467-468, where Virgil describes the darkness of the place: caligantem nigra 

formidine lucum and the mention of a cave which was reputed to be entrance to the 
underworld: Taenarias etiam fauces, alta ostia Ditis; also 4.478-480: quos circum limus 
niger et deformis harundo /  Cocyti tardaque palus inamabilis unda /  alligat et nouies Styx 
interfusa coercet.
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raws abest, nisi quern uisi mouere dolores, 
nec fruitur somno uigilacibus excita curis, 
sed uidet ingratos intabescitque uidendo 
successus hominum carpitque et carpitur una 
suppliciumque suum est.

Unhappiness is one of the most manifest characteristics of the envious person when 

confronted by the good fortune and happiness o f others and Ovid is playing here 

with the notion.25 The frustration that Inuidia experiences because o f the misery she 

feels as she sees the success o f others makes her wither away (780-781).26 27 The 

vertical alignment o f  the verb uidere with successus hominum underlines this belief. 

Vision is an important factor as it is through the eyes that people basically witness 

prosperity and success which in turn provokes their envy. Ovid re-states the same 

idea at 787-788 where the connection between vision (here in the sense o f the evil 

eye) and success is again emphatically stressed, Ilia deam obliquo fugientem lumine 

cernens /  murmura parua dedit successurumque Mineruae.

The clever etymological play on the name o f Inuidia developed at 768-770 

stresses the importance o f vision in the episode but also emphasizes its dangers. The 

noun inuidia derives from the privative prefix in and the verb uideo ‘to see.’ The 

combination suggests a negative meaning which emphasizes the flawed act o f vision. 

Ancient sources suggest an etymological association o f inuidia with the verb uideo; 

Hier. in Gal. 5.21 p.417B: invidia ... cum ... alium esse videns meliorem dolet se ei 

non esse consimilem; cf. Isid. Diff. 1.610: invidiae autem nomen dictum est a nimis
���

intuendo felicitatem alterius. The emphatic positioning o f the noun Inuidia 

between uidet and uisa and the noun oculos at 768 and 770 respectively underscores 

an intentional etymological play upon the name of Inuidia; in addition the 

juxtaposition o f uidet and uisaque indicates an ancient etymological derivation o f the

25 On the widespread ancient belief that prosperity, success and happiness can provoke envy 
see, for example, Hor. Ep. 1.14.37-42; Carm. 2.10.5ff.; Soph. Ph. 776-778; Call. Ap. 105- 
113. Pindar also develops the belief that human envy is linked with success and its praise; 
see 0.6.7, 74-76; 0.8.54-55; 0.11.7; P. 1.81-86; P. 11.29-30; A.4.36-41; W.8.17-22; 7.1.41- 
45; 7.2.43-45; 7.5.22-25. For the Pindaricphthonos see generally Kirkwood (1984), 169-183; 
Bulman (1992). On epinician envies see also Most (2003), 123-142, esp. 133ff. with further 
references and bibliography. For a detailed analysis of envy and the Greeks see Walcot 
(1978).
26 Cf. Hor. Ep. 1.2.57-59: Inuidus alterius macrescit rebus opimis; 1.6.14: defixis oculis 
animoque et corpore torpet.
27 Maltby (1991), s.v. invidia.
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more vivid description the three Hesiodic epithets which he now uses to build up a 

concrete image. If this is the case, then the phrase edentem /  uipereas carries, 

uitiorum alimenta suorum (2.768-769) and lingua est suffusa ueneno (2.777) glosses 

the meaning o f ¿voKck-aSoq ‘envy with its tongue o f malice.’34 Snakes and poison as 

seen are important for Inuidia to nourish her vices. Ovid upgrades the metaphorical 

use o f envy’s tongue o f malice which in the Hesiodic passage seems to bear the 

sense of ill-speaking to a more realistic representation; the vivid image o f venom 

dripping from her tongue as a result o f her eating snakes suggests that malice is 

inherent in Inuidia which for Ovid is presumably another possible way to explain the 

epithet dvoKekaSoq. In addition, KaKo/aproq ‘rejoicing in evil’35 is clearly explained 

at line 778, risus abest, nisi quern uisi mouere dolores. Nevertheless, the meaning of 

the adjective is more adequately highlighted in what follows; lines 780-781, sed  

uidet ingratos intabescitque uidendo /  successus hominum carpitque et carpitur una, 

788-789, murmura parua dedit successurumque Mineruae /  indoluit and 796, uixque 

tenet lacrimas, quia nil lacrimabile cernit, which emphatically develop the misery 

that Inuidia feels watching the success o f others highlight per contrarium the sense 

o f happiness arising from the misery o f others that the Hesiodic epithet suggests. 

Especially, Inuidia's exaggerated reaction at the sight of prosperity where she has 

difficulty restraining her tears, a situation that naturally causes the opposite, creates 

an oxymoron that underlines more emphatically the sense o f mKoxapmq. Further to 

this, the Hesiodic epithet awyepcbmjq deriving from arvyepoq + coy/ comes to mean 

‘loathsome in sight’ with dry/ connected in turn with the verb opto ‘to see, to look’.36 

Although Hesiod uses the specific adjective to suggest an imagined loathsome 

appearance o f envy, its derivation betrays a hidden connection with eyes and thus 

with vision. This suggestion seems to have been taken up by Ovid; Inuidia is 

practically connected with vision; this in combination with her loathsome appearance 

schematizes a wit play on the meaning o f the Hesiodic epithet.

Details about Inuidia' s physical appearance are given at lines 775-777. Ovid 

moves from face to body and vice versa. The description is divided into six 

hemistichs while each hemistich deals with a different characteristic. Much emphasis

34 See LSJ s.v. The adjective is used metaphorically to describe somebody who uses vicious 
tongue to criticize men’s actions which is a characteristic feature ofphthoneroi -  inuidiosi.
35 See LSJ s.v.
36 See LSJ s.v.
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number o f talismans {probaskania) which were thought to diverse the envious look 

and thus combat it.44

In addition, the reference to Inuidia’s black teeth (776) alludes back to the 

symbolic use o f the ‘tooth o f Inuidia’ {ater dens) in antiquity. In literary 

representations inuidia or inuidi are said to attack or tear the object o f their hatred by 

biting or gnawing with their black ‘tooth’ and the verbs carpere or mordere are used 

frequently by ancient writers to capture the symbolic ‘violent wounding’ that the 

bitterness o f the envious was thought to inflict upon others.45 Especially, the 

emphasis on the blackness o f Inuidia’s teeth suggested by the verb liuere (776), on a 

literal level, results from the existence o f rubigo that causes physical decay but on a 

metaphorical level can be explained as an allusion to her enmity.46 This is more 

effectively reflected by the double use o f the same verb carpere (781). Especially, 

the passive tense, carpitur, bearing the sense o f self-injuring emphasizes Inuidia'’s 

inherent malignity.47

Finally, the poisonous tongue of Inuidia described at 111 bears the 

metaphorical meaning o f ill speaking that normally accompanies the envious. Evil 

speech is often linked with the evil eye as an aspect o f the ill will o f the envious who 

disparage others in an attempt to destroy their achievements because of envy. 

Accusations come in the form o f muttering, whispering or murmuring because 

envious people do not express openly their enmity as a consequence o f the fear they 

feel to make their thoughts public. And this is precisely how Ovid represents Inuidia 

as acting when she thinks o f Minerva’s success {Met. 2.788).48 Fel (cf. fe lle)

44 Attempts to ward off the evil eye resulted in the use of a number of talismans. Ogden 
(2002), 224 states that in antiquity it was believed that the evil eye could be averted by 
spitting, by use of phallic charms and ornaments and by the skin of the hyena. See also 
Barton (1993), 167-172, where a list of probaskania used as defence from the evil eye is 
given.
45 For Inuidia’s ‘tooth’ compare also Hor. Epod. 6.15; Serm. 2.1.76-78; Ep. 1.14.38; 1.18.82; 
2.1.150-151; Ov. Tr. 4.10.123-124; Ter. Eu. 410-412 with Dickie (1981), 200-203; also 207 
n. 68-70 where he discusses its use in Horace Epode 6. He further discusses the association 
of envious people with dogs and inactivity and he provides interesting ancient examples on 
this.
46 Black or dark colours are mainly connected with evil. See for example the genealogy of 
Night in the Theogony or the dozens of monstrous creatures inhabiting the entrance of the 
Virgilian underworld.
47 For the idea of the envious injuring themselves because of the misery they feel see 
Dunbabin and Dickie (1983), 12-15.
48 For the traditional topos of the secretive talk see Pind. O. 1.47; P. 1.8 Iff.; 2.74-96; 11.25- 
30; N. 7.61-63. However, the most descriptive example of the topos is found in Callimachus’
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punishment (jioiq) is her transformation into stone which it is eventually 

accomplished by Mercury. Ovid through a chain o f different events animates the 

ancient topoi o f tragedy; Minerva with the help of a lower power brings about the 

failure o f  Aglauros’ plans which signals her subsequent downfall.

The brief description o f lnuldia’s journey with the emphasis on her withering 

vegetation and polluting with her breath nature and cities wherever she passes {Met. 

2.791-794) is particularly descriptive and foreshadows the effects that she will soon 

cause on Aglauros’ mind and body. As soon as she arrives in Athens, Inuidia with no 

further delay enters Aglauros’ room and here Ovid takes the opportunity to focus on 

her work capturing visually step by step the infection o f different human parts of the 

girl:

iussa facit pectusque manu ferrugine tincta 
tangit et hamatispraecordia sentibus implet 
inspiratque nocens uiruspiceumque per osso 
dissipât et medio spargitpulmone uenenum.

{Met. 2.798-801)

Inuidia’s poison spreads quickly within Aglauros’ entrails afflicting the girl’s 

organs. Virus and uenenum are similar in meaning while their vertical alignment at 

the middle and ending o f successive lines underscores the importance o f the poison 

for the transformation o f Aglauros. Particularly the emphasis on the colour o f the 

poison, piceum  ‘pitchy’ and thus black, and its malignity suggested by nocens give 

preliminary indications o f its effects on the girl. Each part affected is emphatically 

placed near the middle or ending o f separate lines which suggests the progress o f the 

contamination. Pectus and praecordia are the first organs infected. Words are 

carefully chosen to highlight the extent o f the infection produced by Inuidia's 

poison. At first, Inuidia strikes the very heart o f the girl, her pectus, the centre o f the 

human emotional experience. The verbs tangere and implere emphatically stress the 

direct contact o f Inuidia to Aglauros which suggests the immediate contamination of 

the girl. Inuidia’s initial touch gives the first fatal results: black rust defined as 

ferrugo  causes the first effects as it fills the heart o f the girl with sharp thorns (799: 52

52 See OLD s.v.
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emphasis on the internal anguish that the girl experiences. Its coupling with occulto 

and anxia stresses the hidden gnawing that envy inflicts on Aglauros’ soul. The 

repetition o f anxia at the end and beginning o f successive lines and the antithesis 

created by the pairing o f node  and luce at 806 and 807 respectively underlines the 

unceasing nature o f her suffering. The internal torment causes her wasting while the 

simile o f the melting ice creates visual images o f the condition o f her body. In 

addition, Inuidia’s uenenum working through the senses but especially through the 

eyes o f the girl makes her particularly vulnerable; yet, it is sight that activates in the 

first place the envy of the girl. The fact that Aglauros’ mental state is affected by the 

imagined happiness o f Herse marks Inuidia’s full control over her vision and mind 

which in turn sets in motion the gradual alienation o f Aglauros from herself; this sets 

the scene for the final steps in the story.

Aglauros’ physical metamorphosis into a rock is thus an extension o f her 

emotional change observed in her attitude as Inuidia attacks the girl. Envious o f both 

Herse and Mercury, Aglauros denies entrance to the god whose immediate response 

is metamorphosis as punishment for her breach of promise. Her transformation into a 

statue is carefully described while the words used are deftly chosen to represent the 

transformation as a kind of death. The connection o f Aglauros with Inuidia is still 

remarkable even during her final transformation where her lost o f humanity is 

visually verified:

surgere conanti partes quascumque sedendo 
flectimur ignaua nequeunt grauitate moueri. 
illa quidem pugnai recto se attollere trunco, 
sed genuum  iunctura riget frigusque per ungues 
labitur et pallent amisso sanguine uenae; 
utque malum late solet inmedicabile cancer 
serpere et inlaesas uitiatis addere partes, 
sic letalis hiems paulatim in pectora uenit 
uitalesque uias et respirammo clausit. 
nec conata loqui est nec, si conata fuisset, 
uocis habebat iter; saxum iam colla tenebat 
oraque duruerant, signumque exsangue sedebat. 
nec lapis albus erat; sua mens infecerat illam.

(Mei. 2.820-832)
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The interchange between images o f immobility and movement emphasizes the 

paradox o f the situation. Aglauros tries to raise herself from the ground but she 

discovers that she is unable to move her limbs. Ovid then moves from a general 

reference to the stillness o f Aglauros’ body (822) to a more specific description of 

the different parts gradually turning to stone. Her legs are the first parts to be 

affected; cold and pallor are consequences o f the freezing o f blood in her veins 

which predicts the forthcoming death. The use o f 	���������  here is used in its 

metaphorical meaning referring to the pallor o f an imminent death;60 the �������  

���� �  o f 827 reinforces more effectively this sense;61 62 as her body gradually petrifies 

affecting vital bodily tissues, her blood begins to dry too thus foreshadowing death. 

When it reaches her 	�����  (827) the area where �������  has first poisoned with 

envy, the description becomes more intense; the sealing airways confirm the change 

which it is finally completed as her neck and mouth are turning into rock. Lack of 

blood suggests death while deprivation o f human speech indicated by the ���� ���  

��&��  (829) essential characteristic of humans testifies to the end of Aglauros’ human 

life. The confirmation o f the change is given at line 831, ������&��� �%������  

����#���  Stone suggests permanence and immobility which reflects Aglauros’ new 

form; what is more, stone is symbolic here bearing witness on her cruel behaviour 

against Mercury while the black colour to which the statue is painted is a reminiscent 

o f her envious mind. The X����� ���� ��� ���� ���� ����� ��� ������� ��	 � ��� ’ o f 817 

foreshadows to a certain extent her transformation now taking place. The fact that

60 E.g. in Virg. )���  4.644: 	������� ������2����� ; 8.709: 	��������� ������2������  Cf. Hor. 
 ����  1.4.13: 	�����������*  Lygd. [Tib.] 3.1.28: 	��������������&�� ; 3.5.21: 	��������� �����K  
Virg. )���  4.26: 	��������� ��#���� ���#�*� 0�  1.277: 	�������� "�����  For the use of 	������  
	���������	������  and the like for underworld, death and the dead see Pease (1935), 109 on 
)���  4.26; Nisbet and Hubbard (1970), 67 on Hor.  ����  1.4.13; Antolin (1996), 443 on 
Lygd. 3.5.21; Maltby (2002), 349 on Tib. 1.10.37-38.
61 The combination �������������  here is striking. The epithet �������  meaning deadly or lethal 
is associated with death while �����  regularly is used for the coldness of the weather during 
winter. The clustering suggests a metaphorical connection of the noun �����  with the cold 
caused by death and thus here has the metaphorical meaning of 2�����  which is also 
associated metaphorically with death ("'�  s.v. 2�����  4a); e.g. Ov. ����  2.611: 2������ ������  
with n. 10 above (p. 17).
62 See Chinnici (2002), 105-116 who offers an interesting discussion on the Aglauros 
episode with special emphasis on the infection scene and Aglauros’ transformation into a 
black stone. Chinnici also notes some parallels between �������  and her victim Aglauros. For 
similarities see also Anderson (1997), 330-332 on Ov. ����  2.821-832. For the relation 
between metamorphosis and sculpture see Viarre (1964), 45-68; also 69-96 for the 
association with painting. For stone transformations in general, see further Forbes Irving 
(1990), 139-148; on the use of stone imagery in the �������	�����  see also Bauer (1962), 
1- 21.
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behaviour. In this respect, Inuidia's use in the story activates a complex nexus of 

events. The statue imagery highlights the importance o f images which in turn 

underscores the poet’s interest in visual representations. Production o f images is also 

a characteristic feature o f Inuidia which identifies her with the poet-artist. Besides, 

Inuidia's etymological connection with the verb uideo and the wordplay developed 

around nouns and verbs o f seeing hint at the importance o f vision in the episode. 

More importantly, through the above examination it becomes evident that the Inuidia 

ekphrasis is not only used here as a device to enliven the narrative or for thematic 

effect; rather, the episode bears further implications which instruct us to re-read the 

passage in a different way. Technical vocabulary developed in the ekphrasis leads to 

an identification with Ovid’s aesthetics. The alternation o f language and imagery 

which is programmatically-charged with different generic conventions both 

associated with the different styles that epic and elegy aspire, recalls the 

programmatic statements on the stylistic orientation o f the Metamorphoses. Besides, 

literary background connects the personified figure o f Phthonos, as we have seen, 

with equal programmatic statements o f art. What is more, the use o f the 

personification o f Inuidia in a narrative context that owes much to Callimachus 

reinforces its programmatic use here. Overall, the examination o f the implications 

serve as an ideal introduction to Ovid’s methods in constructing an allegorical 

reading indicating that the Inuidia ekphrasis is based on a combination o f two 

generic traditions which marks the distinct character o f Ovid’s epic endeavour. 

Significant thematic links are emphasized through clever combinations o f words 

while interesting wordplays highlight the antithesis between life and death on which 

the episode is based. The Inuidia ekphrasis thus offers a good testimony o f the close 

relationship between poet and text.
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known or perhaps well-treated myths o f the ancients. This gives Ovid the ability to 

work on it more freely; what is more, the connection o f the Fames ekphrasis (Met. 

8.788-822) with the rhetorical technique o f enargeia contributes to a certain extent to 

the visualization o f the text. The investment of a single piece o f information or series 

o f details with realistic tones adds to the vividness o f the character that Ovid creates 

here.

In a passage o f roughly thirty-five lines, Ovid manages to build up Fames' 

image calling upon vision. The scene opens with a brief representation o f Fames' 

dwelling place outlined by Ceres’ instructions to the nymph (Met. 8.788-795); then, 

Ovid moves to a first encounter with Fames herself, given from the Dryad nymph’s 

point o f view on her arrival at Scythia (Met. 8.796-800), which in turn gives way to a 

detailed description o f the character’s physical appearance (Met. 8.801-808). The
i

ekphrasis concludes with a reference to Fames' immediate response to Ceres’ orders 

where she infects Erysichthon with hunger (Met. 8.814-822). The subsequent lines 

(with a temporary interruption at 847-874 where Mestra’s multiple transformations 

are listed) introduce a crescendo o f Fames' effects on Erysichthon (cf. Met. 8.823- 

846 and Met. 8.875-878).

2.3 Est locus... Entering Fames' World (Met. 8.788-798)

The preparation o f Fames' appearance in the story is well articulated: Ceres 

agrees to the punishment but some technical difficulties keep the goddess from the 

immediate imposition o f the penalty while Ovid delays her entrance in order to keep 

interest alive; Ceres cannot contact Fames personally because o f the potential danger 

o f contamination as their functions are in fact antithetical to each other. The poet

17.5); Achaeus 20 F6-11 TrGF (Snell). For discussions on the Erysichthon story in general 
see Lafaye (1904), 132-138; Crump (1931), 239f.; Wilkinson (1955), 164; McKay (1962), 
esp. 5-60 for an exhaustive discussion of the literary sources; Hollis (1970) 128-133, for 
ancient sources see esp. pp. 128-130; Otis (1970), 65-70, 203, Appendix 413f.; Anderson 
(1972), 400-401; Galinsky (1975) 5-14, who offers an interesting comparison between 
Callimachus’ Erysichthon story and Ovid’s version of the myth; Börner (1977), 232-238; 
Hopkinson (1984), 18-31 ; Robertson (1984), 369-408; Griffin (1986), 55-63; Degl’lnnocenti 
Pierini (1987), 134-148; Solodow (1988), 16-17, 159-162; Tsitsiou-Chelidoni (2003), 341- 
357; Murray (2004), 207-241; Van Tress (2004), 160-190, esp. 164-167 for literary sources.
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of house she possesses. This specification comes much later in the ekphrasis where 

Fames is represented as leaving the fecundum  part o f the orbem {Met. 8.821) and 

return to domos inopes and adsueda antra {Met. 8.822).8 Once Fames has 

accomplished her task and has infected Erysichthon with hunger, she has to be 

removed from the scene so that the story may continue with Erysichthon and the 

effects o f his punishment. The coupling o f the antithetical pictures created by the 

fecundum orbem and the domos inopes, suggests the opposition between two 

different modes o f life, that o f  civilization and barbarity represented by the world o f 

Ceres and Fames respectively. A similar juxtaposition between the antithetical 

powers o f  Ceres, the goddess o f  abundance and agriculture, and Fames, the 

embodiment o f starvation, has been earlier introduced in the narrative at Met. 8.793 

where civilization is emphatically opposed to savagery and pre-civilized life; the war 

imagery produced by uincat earn superetque meas certamine uires highlights further 

the hostility between the two powers.9 Thus, the opening and closing o f the Fames 

ekphrasis creates similar imagery based on antithetical pairings; Fames' entrance 

and removal from the scene is achieved by an elaborate ring composition which 

stresses more her alienation from the fecundum orbem o f Ceres {Met. 8.821) and 

vindicates her immediate departure. The grouping o f the two powers creates an equal 

symmetrical structure and highlights their importance for the dispatch o f the 

punishment: Erysichthon’s transformation into boulimos is an effective consequence 

resulting from his impious behaviour towards Ceres.

The choice o f a barren cave {antra) as a preferable home for Fames puts 

emphasis on the impoverished situation in which she is living and highlights her 

uncivilised nature. Indeed, caves are the most suitable dwellings for uncivilised 

creatures to inhabit. Particularly antrum and (ristis suggest a point o f  contact with 

Inuidia's dwelling place. Inuidia, an equally uncivilized figure, is found to inhabit a 

cave while the description o f her place with the emphasis on the lack o f movement 

and its cold and stiffy atmosphere suggests, as seen, a connection with the 

underworld. A similar impression is produced by the description provided here

8 Tarrant’s edition (2004) from where I quote prefers arm  instead of antra. On this line 1 
follow Anderson’s edition (1977). The use of antra creates a fitting link with the domos 
inopes found in the same line as it glosses the type of place that Fames inhabits. Domus is 
also used for Inuidia's abode and its repetition here suggests an identification of the two 
houses. See also Anderson (1972), 409 on Ov. Met. 8.822.
9 See also Anderson (1972), 407 and Hollis (1970), 140 on Met. 8.793.
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takes up the role o f a messenger and at the same time she becomes an agent of Ceres. 

The additional clarifications about the time that Fames takes action {Met. 8.818: 

noctis enim tempus) may also allude to her chthonic ancestry (cf. also section 2.3, p. 

62). Further, the reference to the night at this point, intentional as it may be, creates a 

connection with the darkness o f the underworld which foreshadows to a certain 

extent Erysichthon’s imminent ‘death’.

%+.�  ��� ������ +$	������ � ���� ���� 3����������� 3������*� :�������� ���  

0�������������

The departure o f  Fames from the scene signals the beginning o f a new series 

o f events in the story. Ovid focuses again on the main protagonist where a listing of 

Fames’ effects is outlined. Erysichthon experiences the first symptoms o f hunger 

while still asleep. Imago, bearing the sense o f hallucination, is a keyword here. 

Eiysichthon’s vain attempts to feast on unreal food capture vividly the size o f his 

deception caused by the false images o f banquets appearing in his visions. Sub 

imagine, as in the case o f lnuidia and Aglauros, draws attention on the importance of 

vision. Imagines sent by Somnus do have the ability to induce the sense o f realistic 

representation which adds to the visual illusion that Erysichthon experiences during 

his dream-vision. The contrast created between imaginable feasting on food and 

devouring o f thin air produce a sense o f emptiness which in a manner o f speaking 

foreshadows Erysichthon’s subsequent voraciousness;32 this is emphatically stressed 

in his reactions as soon as he is awake. His feasting only whets his appetite more; 

even when he is offered food that is enough to feed whole cities {Met. 8.832-833), he 

still complains o f being hungry {Met. 8.831-832); this contrast is more effectively 

stressed by the oxymoron o f line 842, locus ... inanis edendo.

In this regard, Erysichthon’s possession by hunger forces him to undertake a 

role that drives him away from the known human world as he is gradually 

transformed into a new version o f Fames. The identification between the two is aptly 

achieved in the repetition o f a similar imagery: the locus f i t  inanis edendo {Met.

32 For the dream of Erysichthon see Walde (2001), 342-346. For general bibliography on the 
use of dreams in Greek and Roman literature see also ch. 3, p. 125 n. 52.
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1.2.1-5 Ovid recognizes that he suffers from lovesickness because o f the physical 

symptoms he is experiencing: Esse quid hoc dicam, quod tam mihi dura uidentur /  

strata, tieque in lecto pallia nostra sedent, /  et uacuus somno noctem, quam longa, 

peregi, /  lassaque uersati corporis ossa dolent? /  nam, puto, sentirem, si quo
■ye

temptarer amore. Catullus, adopting Sappho (Ode 31 Campbell), becomes even 

more explicit: lingua sed torpet, tenuis sub artus /  flamma demanat, sonitu suopte /  

tintinant aures, gemina teguntur /  lumina nocte (c. 51.8-11; cf. also c. 50.9-11). In 

the same way Propertius in 1.5 highlights the difficulties o f the devotion to love. In 

listing o f a number o f love symptoms (1.5.11-30), he includes among others 

insomnia (11: non tibi iam somnos, non ilia relinquet ocellos), pale complexion (21: 

nec iam pallorem totiens mirabere nostrum) and loss o f weight (22: aut cur sim toto 

corpore nullus ego). The phrase toto corpore nullus ego echoes the traditional topos 

o f amatory poetry which frequently represents the lover as growing thin by love.35 36

In this regard, Fames' connection with the imagery and topoi o f elegiac 

poetry relates her to the elegiac lightness which makes a witty allusion to the poetic 

principles o f Callimachus. Her bodily emaciation becomes a token for the slender 

verse preferred by Callimachus and Roman love poets. Fames is in a manner of 

speaking an embodiment o f paupertas which figures as metaphor for the 

Callimachean stylistic stereotypes o f smallness and simplicity in language and 

subject-matter in contrast to the excess in themes and pompous language o f the 

archaic epic which Callimachus rejects. Nevertheless, a contradictory statement can 

be suggested if  we consider Fames' neglected appearance as an allegory for a 

different kind of poetry. Fames' physical decay comes practically in contrast to 

elegiac concerns with beauty, refinement and grace implied by the terms tenuis,

35 For a discussion on the lines see McKeown (1989), 34-37 ad loc.; cf. also Ars 1.729 for 
paleness: palleat omnis amans: hie est color aptus amanti and for emaciation see 733: 
arguat et macies animunr, 735: attenuant iuuenum ... corpora.
36 See Keith (1999a), 54 and n. 44. Greek lyric and Hellenistic poetry offer interesting 
examples of the conception of love as disease; in a fragment from Archilochus we read 
Svarqvog eyxapai noQan, /  aym/og, /aXcinpai Oecbv odvvqum ¿xqri /  nenappevog Si ’ omecov 
(Fr. 193 West); Theocritus (Id. 2.82-90) refers to frenzy, paleness, wasting away and 
physical weakness as symptoms of lovesickness; cf. also Horn. Od. 4.787-789; Eur Hipp 
27-42; 131-140; 173-5, 269-283; 477-479; 727-31, 764-775; Med. 24; Call. Epigr. 30 
(Pfeiffer); Lucr. DRN 4.1120; Ov. Am. 1.6.5-6 with McKeown (1989) ad loc. for further 
ancient references; Met. 3.339-510. For general discussions on the theme of love as sickness 
with further examples and bibliography see La Penna (1951), 187-209; Toohey (1992), 265- 
286; Booth (1997), 150-168; Caston (2006), 271-298.



>@

mollis� ���� gracilis.� ��	�� 	�� ������� ����������� 	� � ��� ������� ���� 8�	�� ��������� ����

������	�	��� Elegia�	�� Amores�<� �>: �;

uenit odoratos Elegia nexa capillos,�
et, puto, pes itti longior alter erat.�
form a decens, uestis tenuissima, uultus amantis,�
et pedibus uitium causa decoris erat.

F��� odoratos capillos {Am.� <� �>1� ���� ���� uestis tenuissima (Am.� <� �B1� ���	������

������� ���� ���	����������� ���	����� ����� ���������� ���������� &�����%�3���	��� ������� 	��

����������� �����	���� ��� tenuis, mollis� ��� leuis� �� "��	�� ���	������� ��������	��� � � �

2���	� �����9� ����	��	�� 	����� � �� k em o ^q ������ ��������� ���� �����	��� ���� ���� ���7����� � ��

����	��� ��	��� $���� ������ ���� ������ ����� ��� ���� 3���	��� ������ ��� ������� ���	��

�����	������������.��'����	��:2���	����������	��	���������������	�� ������

#���� ��� ��	�%� ����	��� �����%� �����	����� )������	��� ���� ������ 8�	�%� ���� � ��

����	��� �������� 	�� ������	D	��� ���� �������� ������� � � ����� �	�������� 3���	��� topos� 	��

����� ���� �	��	��� � � � ���� �������	��� ��������� � � � ���� puella � ������	��� �� ��������� 	��

�����	��	��� ����� ����� ����� ��� ���� ����� ��	��� ������ ���� ����� � �� �� �����������

)������	��%� ���� �'�����%� 	��  ��� ������� � � � 2����	�9�� ���������� ����������� ����

���	��� ����� ������	D	��� ���� ����	��� ���� ������ ��� ��	�%� ����2���� �����	��� / ��� :<5�

�� �C:?1������������������� 	�����	�����������'��	��� ��������7�� ������� ����� ���:������

������ ��������/ ��� B:� %� <�1� ��	��� 	�� �� �<: @� ��� ������� ����������� ���� 	����� �	������

���� ������ 3'��	�	�� �����	��	���� � � ����� ����	�	D��� ������� ����� � � ����� puella � ���� ��� ���

������ ����� 	�� 8�	�9�� Amores.� &��  �C� >:�@%� ��������� ��� )������	��� �� C%� ���� �����

����������� ���� � � �2��	���9�� ���������� ����� ������ ��� ���	�	��� ���� ���������%� ����%�

�������%� �����%� �	��%� ���� ������ 3������%� 	�� Am.� <�<�<: @� 8�	�� ������� ��� �	�� � 	������9�

�������	�%���	���������'	��%���	������������������� �����<>�<A����� ����������8�	�����������

���� �����	��	��� � � � Fames'� ����	���� ����������� 	�� ���� ����� � � � �� ���������� ��	���

�������� ��� ������ ��������� ����� ����� ����� ��� ���� ����� ���� ��� ����� ������� ����� ���

��	�� ����	��� topos\� 	�� ��	�� ����%� �������%� ���� ����� ��������� ���� ���	����� � � � Fames'�

����� ��	��� 	�� �������� ��� ���� ��'���	D��� ����� ���� ����	���� ������� � ������ ����	��

<>�������'��	�������,������/ BB@1�
19� �� � � � �� � � : $ ; � � �  � / BAB1%�  �<: ��� � � 8�� Am� �� �� "
��������0	���������F�������/ B>A1%�>C����F���� Carm.���@�� �� ^ �V� )� [





76

later Fames is called ieiuna, a word metaphorically connected with the plain poetic 

style, as suggested by its connection with the term tenuis, hinting at the 

Callimachean ideal.43 44 In this respect Fames' use in the episode is primarily literary 

as she becomes a manifesto o f Ovid’s poetic style. The blending o f genres effected 

on a metaphorical level on the different interpretations o f Fames' description creates 

a strong connection with the proem of the poem where Ovid announces its neoteric
�� �� 44orientation.

This generic differentiation is more emphatically illustrated in the description 

o f Fames' physical appearance; the duality in diction points again to two ways o f 

writing. Yet, Fames' pallid complexion and her emaciated physical look employs 

allusions to the Alexandrian slender verse while frigus  (790), hirtus (801) and dura 

(803) create an opposing image o f rigidity and harshness which points to the epic 

stylistic grandeur that contrasts the refined and light verse o f elegy.45 Besides the 

epithet durus is a technical term for the epic verse.46 Especially lines 802 and 807 

schematize more effectively the stylistic contrast. The juxtaposition o f scabrae (802) 

auxerat and tumebat (807) creates a playful allusion to Callimachean imagery 

developed in the concluding lines o f the Hymn to Apollo. Filth and swollenness are 

metaphors for the epic verse which Callimachus connects with the great flow o f an 

Assyrian river (Call. h. 2.108-109: Aaovpiov noxapoto peyaq pooq, a lia  xa. no)J.a /  

Xvpaxa yfjQ tcai no)lov etp ’ vSaxt avptpexdv eakei.). In this context, the macies o f 807 

technically works as a substitute for smallness making thus an allusion to the ‘low’ 

style o f elegy. The antithesis created between Fames' ‘attenuated’ body and her 

‘swelling’ feet visualizes the contrast between durus -  grauis and leu is -  mollis 

hinting thus at the generic contrast between epic and elegy. The deliberate placement

43 Cf. for the use of ieiunus as a technical term for poetic style see the entry in OLD s.v. 
ieiunus 2c. Originally the word means ‘hungry’ or ‘starved’ and metaphorically is connected 
with poetics denoting the ‘uninteresting’ or ‘meagre’ style. E.g. in Cic. Brut. 82.285; de 
Orat. 1.50; 1.218. See also Fantham (1972), 172-174; Keith (1999a), 44, 54. For* the 
etymological derivation of ieiunium see Maltby (1991) s.v.: Cassiod. In Psalm. 34.13 I. 264 
A. ieiunium ... dictum est quasi medium, quod abstinentes diutius ad inediam usque 
perducat’, Isid. Orig. 6.19.65 ieiunio nomen est inditum ex quadam parte viscerum tenui 
semper et vacua, quod vulgo ieiunum vocatur (11.1.131 ieiuna tenue intestinum, unde et 
ieiunium dicitur).
44 Ovid in the programmatic opening poems in Am. 1.1, 2.1 and 3.1 develops the differences 
between epic and elegy. In a tone which recalls Callimachus’ polemics he announces his 
preference to the elegiac simplicity. On Ovid’s use of Callimachus in the Amores see 
McKeown (1987), 32-62. See also Lateiner (1978), 188-196; Keith (1994), 27-40.
45 For pallor and frigus as key terms for poetry see also ch. 1, p. 43 n. 82 and 85
46 See Hinds (1987), 21-22,126-127, 141 n. 58.
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2.6.3 Ceres, Fames, Erysichthon and Callimachus

8�	�%������������ �������� ���%��������	��������	��	�����	�����	�����������������

�	'	��� �	�������� ���������� =	��	�� ���� �����'�� � � ����� ����9�� �����	��� ��� ����� F��	���

���� 2���	������� /����� ���������	��� �� �	�������� �����1%� ���� 	��������� � � � �������

�������� � ���� ���	�	��� 	�� ���� ���	����	���� �	������ � � � 2����� ���� ���� �	���	��

3���	������%� ��� ���� ������ ���� � .�� ������� ��� ���� ������� � ��	�� ����	��� �	���� � � �����

2���	�������� +/��� ��� )	����� � +�� ����9�� �	����� �������� �� ������� � � � ���� ����

�������2���	������� ���������� 3������%���������� ������������������ ������������ ���	���

���� ��	��� ���� ����� /+������9�� ��	��������1� ������ ��� ���� �������� ������	D�� ����

���������� ���� ���� ������ 2���	������� ��������C�� ���� ��������	��� �	������ ��������

�������� ���� ��������� ����� +������� �������� ���� ���� �	����� ���� ���������� ����� � � �����

�	����3���������������	D������� ���	����	��������������������������	���

C��2����� )	� � 1 1 0 - 1 1 2 ;  ���������	��� )����� 3 . 1 . 1 - 7 :   ���������������� ��� ���������.�������� �K�
��� ��������� &������� ��� ������� ���� ������ � K�	������ ���� ����������	���� ���2����� �������� �K�
������	���0������ �����2����� ������� �K���������&���	������� ������� ���������� ��� ����� �K�&���� �
	���� �������+�&������#�#�������&���� �K������������.���#���&�����&�������������������6� �
���������#������ (20 0 4 ), 2 1 2 - 2 1 3  ����+������������������ ��2���	������������	���



A 

&�� ��� ����	���� 2����� ��� ��� ��������� ���� ���� 2���	�������� �������	��%� �����

3���	������9�� ������� ��� ���� �������� ���� ���� ������� ������ �������� �	�	������

������	��� ���� ��������	���� ��2����9� ������������	����������� �������� ������	����� ���	����

���� �������� �����������%� ��� �� ��������	���� �����%� 	�� ���� ��� ����� ��� ��� ���� � � �����	�	���

���	���� ����� 2����� ����������� ��	��� ������ 3���	������� ��� ��������� � � � ����

2���	�������� ����	���C<� 3���	������9�� ��:2���	�������� ��	�	�� 	�� ����� ������	�����

����	���� 	�� ���� �����	��	��� � � � ���� �������� ����� ��� �� 9� ��	���� ��������� ��� �	���

������ � ����� �� 2���	�������� ���� ��:2���	�������� �	����%� ��� ��� ����� ����� �����%�

������ 3���	������� ���� 	���� �� ������� � � � �'����	������� ���� ����� 	���� ��� ��:�

2���	�������� �������� ���� ���������� � � � 3���	������9�� ������� 	�� ���������� 	�� �	��

���	������ �������� �������������	���� ��	������������������ $���� �A�A<�:A< ;�&���	������ �

&����������� &������� �K�	����� 15� ��	�� 	�� ����� ������	������ ���������� 	�� ���� ������	����

� � �3���	������9�������	��� ������� �������� ����	��� � � �������� ����	��� 	���� ���� ������� � ��

���� ���� $���� � A�A<C:A<?;���&���C������� ����	��� ��� �����2��� ���� ����� � K����� �������� �

�&����	���������&��� �#�#����� ��� 5� ���� 2����� �� � ?�AB:B�1�� *��������� ��� � ����� ����%� ���

�������� 	�� ���� ����� � � �#�����%� 	�� ������	�� ��	��� ���� 	������� �������� ��������� ��

�	����� �����	��� ��� 2���	�������� ���������%� ���� ����� ����� I������ 	���9� 3���	������9��

�������� ������� ���� �� � ��@@��C �@#	�%��/2B&�<��� ��C(�#A�HO	�,� � � ��� � �A	�	���A�$�� � �� �A:�

 �B1�� �	�������.����	����	��������	�������

&�� ���	�	��%� ���� �'���������� �����	��� � � � 3���	������9�� ����	�	��� ��� ����

����������� ��������������������� �	������ � ��������	����������'�������� 	�� ����	���� ������

��� 	�������C��������C�� � � � � ���� ����� � �������� ���	�� ���� ��������������� � � ����� ���������

.��������� ���� ���������� ���'� ���������� ��� ���� ������ ������� � � ������ ����� ������ 	����

3���	������9����������	�� 	����	�	����	�����������	����� ������ � ������������� � ������	���:�

���� ��	��� 	�� ����� �������� ������	��	������ 8�	�9�� 	�����	��� ��� ��	��� �� ������ �

	��	����� � � ���� ����� ����� 8�	�� �������%� �������� ���� ��������� ����������� �����������

���� ��	����� 	������� ����� ��������������� ������ ���	���� ������ �����2���	��������'��	�	����

��7����� ������	D��� ���� 2���	�������� 	��������%� ���	�	���	��� ����� 2���	� �����9�

����	���C@

C<� (��� �� �	�	���� �	�����	��� ��� ���� �������	���� ���� � �� +������� ���� 3���	������� 	��
2���	������9� +/������������� �����#������/���@1%�� �:� ?�
C@�(�������������������	��� ����=	�����/ B?�1%����:<<5�������������� 	���	���	��� ���� ��������
2��������/ B>B1%�  :  5���������������2���	�������������	�������,��'�/ BAC1%�  �>:  B�



82

The change from water to fire imagery in the description o f Erysichthon’s 

growing hunger constitutes again a reflective allusion to Callimachus. The use of 

imagery and language that directly allude to a more slender new style indicates, at 

least on one level, the importance o f Callimachus as a particular intertext for the 

story Ovid narrates. That Ovid plays with elegiac themes is evident in the fire 

imagery developed in the episode. A similar play on the vocabulary o f the elegists 

was also noted in the description o f the effects that Inuidia's poison causes on 

Aglauros. In the same way, Erysichthon’s hunger is like a rapax ignis {Met. 8.837) 

which bums deep inside his bones and never subsides. Fire imagery has also another 

important function. Ovid is here editing Callimachus’ simile o f a wax doll melting in 

the sun (h. 6.91: ��"  de?Jco evi nkayydjv) used to described the wasting of 

Erysichthon’s body; the change from melting body to ‘all-burning flesh’ captures 

more effectively the fiery nature o f Erysichthon’s suffering and adds to his pathos. 

His hunger is as destructive as the damage, that the burning flames can produce. The 

alteration effected here is similarly important for another reason: Erysichthon’s 

impiety is stressed at lines 739-740 by the absence o f sacrificial fires and offerings to 

the gods. Therefore, reference to.fire symbolizes, in a manner o f speaking, the 

sacrificial rites that Erysichthon offends; in this sense, fire imagery anticipates his 

transgression which in turn causes his downfall.

What is more, Ovid develops further the fire imagery into a portrayal of 

Erysichthon’s physical and psychological torment given in the form of madness and 

disease. Line 828, furit ardor edendi, and later line 876 develop more effectively 

Ovid’s play on the imagery o f passionate love to describe Erysichthon’s passionate 

desire for food.55 Becoming furens was a typical image o f ancient representations o f 

lovers experiencing frustrated or unquenched love.56 Ancient literature often

55 Hardie (2009b), 107 observes that ‘Erysichthon’s hunger is a kind of desire of love ... the 
self-fuelling and insatiable desire that is typical both of greed for money and material goods 
in Roman moralizing discourse, and of another of Ovid’s self-consuming characters, 
Narcissus, the depiction of whose insatiable love owes much to Lucretius’ contrast between 
an erotic desire which can never be filled, and physical hunger and thirst, which under 
normal circumstances are easily satiated.’
56 Dido, Ariadne and Medea are characteristic examples of this emotional and psychological 
torment caused by love. E.g. in Cat. 64.54: indómitos in corde gerens Ariadna furores; 94: 
heu misere exagitans immiti corde furores', 124: saepe illam perhibent ardenti corde 
furentem; Dido in Aen. 4.101: ardet amans Dido traxitque per ossa furorem; 283: quo nunc 
reginam ambire furentem', 300-301: saeuit inops animi totamque incensa per urbem /  
bacchatur, cf. also Aen. 1.658-660: Cupido /  ... furentem /  incendat reginam atque ossibus 
implicet ignemy, also in Prop. 1.1.7: ei mihi, iam toto furor hie non deficit anno.
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grauis (cf. also Met. 2.808: saucia). Thus, the progression from fire imagery and 

madness to the imagery o f sickness shows the different stages that Erysichthon’s 

transformation undergoes which gradually makes him nullus to his body leading to 

his final annihilation. Line 876 adds to the paradox; the phrase deeranlque graui 

noua pabula morbo seems to suggest that Erysichthon’s physical as well as mental 

state is getting worse by eating. Lines 877-878 which follow create a kind o f a 

commentary on line 876 which explains better the meaning of the paradoxical effect 

created.62 The verb consumere (cf. Met. 8.875: consumpserat) which is technically 

used to describe his final act o f autophagy is close in meaning to macerare and 

tabescere which generally are associated with the imagery o f wasting away and 

torment. Besides, macies (807) is one o f the characteristics of Fames. The 

melodramatic description o f the growing size o f Erysichthon’s hunger which takes 

epic proportion is finally deflated in the last picture o f him minuendo corpus by 

feeding on his flesh {Met. 8.878).

Ovid’s use of metaphors and imagery connected to madness, torture or self- 

torture (internal or external), sickness and burning which are in various ways 

connected to elegiac subject matter attenuates the tones. However, Erysichthon’s 

exaggerated reaction to the poison o f Fames creates contrasting imagery.63 The 

generic inconsistency between grauis and mollis is emphasized by the witty pun 

created at line 844; the coupling o f the verb attenuare with the epithet inattenuatus 

points to the mixing o f the two styles. As Barchiesi argues, inattenuatus is a hapax 

legomenon in Latin. Its use here, meaning ‘unreduced’64 and thus metaphorically 

‘lofty’ or ‘epic’ activates a play on attenuatus which is a technical term for a ‘low’ 

and ‘slender’ style.65 Their coupling at the same line visualizes the generic contrast 

between the two distinct poetic styles. Indeed, attenuatus meaning literally 

‘impoverished’ can also be considered as a technical term meaning tenuitas, 

hnxóxt]!;, connected thus to refinement which is the ideal that Callimachus

62 Hollis (1970), 147 on Ov. Met. 8.876 notes that dare pabula morbo is a quite common 
idea and he gives as examples Propertius 3.7.3 (Pecunia) tu uitiis hominum crudelia pabula 
praebes and Ov. Fast. 1.214 atque ipsae uitiis sunt alimenta uices.
63 Cf. the epithets used to describe the effects of hunger on Erysichthon: plura (834 and 
839), innúmeras (838), uoracior (839), alti (843), uoragine (843), inattenuata (844), dira 
(845), graui (876).
64 See OLD s.v.
65 See Barchiesi (2006), 279; for the term attenuatus as a technical term for elegy see Knox 
(1986), 22.
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2.7 �����  and Ovidian Wit
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coupled at the beginning o f the line but now in a reversed order.67 The two 

appearances o f the oxymoronic wordplay are deliberately placed in significant points 

in the narrative as the name coupling each time denotes a new beginning; the first 

occurrence at 785 marks the appearance o f Fames in the episode while the second 

foreshadows (814) the immediate execution o f Ceres’ commands for punishment.

A striking wordplay also occurs in the use o f the epithet ieiuna at 791 and its 

derivative noun ieiunia at 820 and 831 respectively. A first indication o f Fames as 

suffering from starvation is highlighted by the use of ieiuna with which she is 

introduced. The choice of the specific word as an appropriate epithet for Fames gives 

in a manner o f speaking an explanation o f what her essence consists of. Ieiuna 

Fames can cause ieiunia which in turn is what she spreads into Erysichthon’s veins 

{Met. 8.820). The fact that Ovid plays on the ieiunia which grammatically is a neuter 

noun instead of the abstract noun fam es  which is of feminine gender to affirm 

Erysichthon’s infection by hunger works as a signpost for the subsequent loss of his 

human self which in turn leads to his annihilation. The play on images o f emptiness 

in the sense both o f absence and shortage add to this. Primary evidence o f this is 

provided by lines 824-827; here the first symptoms o f hunger on Erysichthon are 

described while special emphasis is put on his futile attempts to feast on unreal food. 

The reality o f his vision prompts him to oraque uana mouet dentemque in dente 

fatigat / exercetque cibo delusum guttur inani I proque epulis tenues nequiquam 

deuorat auras {Met. 8.825-827). The repetition o f different words associated with 

emptiness such as uana, inani, auras gloss the meaning o f uacuis (820) which in 

turn mirrors a double play on ieiunia both meaning ‘hungry’ and ‘empty;’68 what is 

more, ieiunium was thought to be etymologically connected with inedia which are 

both equivalent synonyms o f the noun fam es.69 The sense is emphasized in what 

follows. Lines 831-832, poscit et appositis queritur ieiunia mensis /  inque epulis 

epulas quaerit, create a strange connection between images of absence and presence 

which develops further the paradox. leiunia and the repeated scheme epulis epulas 

conflate images o f hunger and shortage with images o f abundance and gluttony

67 For the paradox see also Tissol (1997), 68 who argues that the paradoxical declaration of 
hostility between Ceres and Fames is at the same time rejected with the meeting of the two 
powers in the same verse.
68 See OLD s.v. ieiunus la.
69 ieiunium ... dictum est quasi medium, quod abstinentes diutius ad inediam usque perducat 
(Cassiod. In Psalm. 34.13 1. 264 A). See Maltby (1991), s.v. and n. 43 above (p. 76).
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indication of her future fate. Wind as well as water will constitute parts o f her new 

form; what is more, the presence o f the two kingfishers in the world explains the 

aition o f the halcyon days during winter where sea and winds are calmed.114 This is 

emphatically highlighted by the coupling o f Aeolos and aequor at the beginning and 

end of the last verse (748). The repeated reference to words meaning ‘water’ or ‘sea’ 

(746: aequore; 747: unda mans', 748: aequor) and words denoting the presence of 

winds (747: uentos) at the final three lines, strongly personified in the figures of 

Alcyone and Aeolos placed at 746 and 748 respectively, strengthens the etymological 

play on ales which in turn defines the permanence o f Alcyone’s new form. The name 

reveals the nature o f its bearer while the recurrent water imagery depicts poetically 

Alcyone’s future habitation; water -  sea is the obstacle that separates the two lovers 

in the first place but at the same time it is the one that finally reunites them.

Further, aera at 732 indicates a possible hidden etymology on Juno’s name. 

Ovid indicates that the transformation o f Ceyx and Alcyone comes as a reward for 

their love because gods pitied them (741: superis miseraruibus). This metamorphosis 

as a physical outcome o f divine pity may suggest that Juno is implied among the 

compassionate gods because o f her earlier etymological connection with aer. Homer, 

Plato, Apollonius Rhodius, Cicero and other sources allegorically connect Juno/Hera 

with arjp (aer), the ‘lower air, the sphere for storms o f wind and cloud’115 and this 

connection is also found in several passages in Virgil’s Aeneid (cf. 12.791-792, 796, 

810, 842). Following Feeney’s suggestions, O’Hara observes that this association of 

Juno and aer colours her first action in the Aeneid, where in book 1 she appears to 

send a storm.116 The fact that Ovid places Juno in a similar context suggests that he

114 Cf. Theoc. 7.57-58 where the halcyons calm the sea and winds (yàÀKuóvcg axopcacvvxi rà 
xvpaxa xàv re Oólaaoav /  rdv xc voxov rov r ’ cupov).
115 Feeney (1991), 132.
116 Cf. Cic. N.D. 2.26.66: Aer autem, ut Stoici disputant, interiectus inter mare et caelum 
lunonis nomine consecratur, quae est soror et coniux Iovis, quod <eì> et similitudo est 
aetheris et cum eo summa coniunctio. effeminarunt autem eum Iunonique tribuerunt, quod 
nihil est eo mollius. sed lunonem a iuvando credo nominatam; Horn. II. 21.6-7: rjcpaS' "Hpq 
/  nixva npóaOe fiaOcìav epvxcpcv; PI. Cra. 404c: 'Upa Sè cpaxij xig, cóoitcp ovv xaì Xcycxai ó 
Zevg avxijg cpaaOcig cyv.iv. incog Sè pcxccopoXoycòv ó vopoOcxqg xòv àcpa Hpav ” còvópacrcv 
ÈTXiKpvTxxópevog, Ovìg xtjv àpyijv cnì xvjxvxqv yvonjg S ’ àv, ci noMùxig Xcyoig xò xijg Hpag 
óvopa', A.R. Arg. 3.210-214 with Hunter (1989) ad loc.: xoìai Sè viooopévoig llpq  <pika 
pqxiómaa �� qv.pa xovXvv c<pi}Ke Si ’ acrxeog, ótppa ÀàOoicv /  KóXycov pvpiov cOvog ��� Aiijxao 
Kióvxcg' /  4��� ��S ox �� �neSioio �05 � � � � ��- �Scopa.0 ����0� �� �Anjxcco, xóxc S ’ avxig ÙKcnKcSaocv 
vcipog 'Hpry, cf. Servius’ comments on Aen. 1.78. See Feeney (1984), 184; (1991), index s.v. 
Hera and Juno', O’Hara (1996), 18, 29, 68, 107, 239-240 and index s.v. luno. On a
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Chapter 4 

Fama

4.1 Introduction

This chapter discusses the importance o f the personification o f Fama in the 

Metamorphoses. The Fama ekphrasis at the beginning o f book 12 signals the 

reworking o f Homeric and Virgilian subject matter which at the same time confirms 

the transition from the mythological part o f the poem to the historical. The 

multiplicity of voices which appear to interact in the transmission o f information in 

and out o f Fama's house creates the sense o f constant change that anticipates the 

world o f the poem. Equally, the change in tonality provided by the conjoining of 

words weighted with programmatic meanings suggests an allegorical re-reading o f 

the passage at least on one level. In this framework, Fama can be read as a symbol 

for the poet and his poetry. What is more, significant themes are underlined through 

clever combinations o f words and etymological wordplays while minor 

personifications add to the overall impact o f the narrative. What the ekphrasis 

creates in the end is a sense of constant metamorphosis both thematic and stylistic.

4.2 Preliminary Remarks

The story o f Ceyx and Alcyone and the metamorphosis o f  the couple into 

birds discussed in chapter three is a transitional stage between mythological and 

historical material which resets the narrative back to the Trojan land, already 

introduced at Met. 11.194ff.; the transition is carefully formed: an old man sees Ceyx 

and Alcyone, now changed into birds, flying across the sea and tells a parallel story 

o f the transformation o f Aesacus, son o f Priamus {Met. 11.749-795). Book 12 opens 

with Hector and his brothers giving funeral offerings to an empty tomb bearing 

Aesacus’ name. The absence o f Paris from the scene and the reference to the rapta 

longum cum coniuge bellum /  attulit in patriam {Met. 12.5-6) lead directly to the
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Trojan War. The events that precede the expedition o f the Greeks against the 

Trojans, that is to say the assembly o f the Greek troops at Aulis, Calchas’ prophesy 

o f Greek victory at Troy after nine years o f fighting and the sacrifice o f Iphigeneia to 

Artemis in order to achieve a good wind, are narrated concisely (cf. Met. 12.10-34) 

while what follows is summarized in the phrase multaque perpessae Phrygia 

potiuntur harena {Met. 12.38).’

Fama, the last o f the four major personifications, is introduced at Met. 12.39- 

63. Compared with the other three personification ekphraseis the Fama ekphrasis is 

shorter occupying only twenty-five lines. Physical details are not given while Fama, 

an agent o f free-will, enjoys the power o f independent action. Her privileged 

positioning at the beginning of book 12 indicates a new phase in the storyline of the 

poem which signals the reworking o f different subject matter. The model o f Ovid’s 

Fama ekphrasis is the elaborate description o f the personification o f Fama by Virgil 

in Aeneid  4.173-197 which in turn has been influenced by Homer’s Eris {11. 4.440- 

443) and Ennius’ Discordia {Ann. 1 fr. 220-221 Skutsch).1 2 Virgil’s Fama, placed in 

the middle space between the divine and the human worlds, acquires the role o f the 

agent for the collection and transmission o f information. As a daughter o f Terra and 

sister o f the giants Coeus and Enceladus {Aen. 4.178-179) she can be considered as a 

chthonic deity. She is described as having innumerable feathers, eyes, tongues and 

mouths which indiscriminately appear all over her body {Aen. 4. 182-183: tot uigiles 

oculi subter (mirabile dictu), /  tot linguae, totidem ora sonant, tot subrigit auris). A 

typical characteristic o f Fama is her swiftness {Aen. 174: uelocius ullum) which 

gives her power and strength as she moves forward: initially she is small because of 

fear but soon she grows rapidly in size and reaches the sky {Aen. 4.176: parua metu 

primo, mox sese attollit in auras). Virgil’s Fama ekphrasis forms part o f a larger 

group o f events that follow in the Aeneid. By spreading the news about Dido and 

Aeneas to Iarbas, whom Dido has previously rejected, provokes his reaction. This

1 See also Due (1974), 147f. for the transition to the Trojan War. For discussions on 
transitions in the Metamorphoses in general, see Lafaye (1904), 82-84; Miller (1921), 464- 
476; Steiner (1958), 227-230; Wilkinson (1958), 231-241; Fricaut (1968), 247-263; 
Gal insky (1975), 99-103; Solodow (1988), 41-46; Wheeler (1999), 122-125.
2 As Garani (2007), 26 and Hardie (2009a), 99 note, Ennius’ Discordia is modelled upon 
Empedocles’ NeTicog. This creates a more complex sequence of allusions for the 
interpretation of the Virgilian Fama. For Virgil’s models in constructing Fama see Hardie 
(2009a), 67-135.
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poet connects V&	�G with the underworld (cf. +��  1066-1069, esp. 1066: "���.����  

D	�-����  	�	�3�  Aeschines also considers �W&	& as a goddess.5 On the other hand, 

Euripides (Fr. 857 Nauck and Fr. 865 Kannicht) according to Aeschines, represents 

(pqprj as an agent with great power both over the living people and the dead 

providing thus a close connection between her, the underworld and the after-life 

continuation o f one’s reputation (cited in Aesch. ��� -���  128: #��� ��$��  rov 

+�	����)�� �����	����	����  t//v ����� ����&�� ��� 	����� ���0�  "(���0� !	;	��� ���  

����	���)��� ����1��� ���0� ��� '�1��"����� R��0�� �$$�� #��� ���0� ����$����)#���&�� ����  

$��/G3�R

4.3 .�(����"���������������� ����  and her World  ����  12.39-61)

The Fama ekphrasis is placed between the description o f the arrival o f the 

Greeks on the Phrygian coast (Met. 12.38) and the beginning o f fighting between the 

Trojans and the Greeks (Met. 12.66ff.). The ekphrasis opens with the typical epic 

formula orbe locus medio est which introduces formally the description o f Fama '’s 

house:7

Orbe locus medio est inter terrasque fretumque 
caelestesque plagas, triplìcìs confìnìa mundi; 
unde quod est usquam, quamuis regionibus absit, 
inspicitur, penetratque cauas uox omnis ad aures.

(Mei. 12.39-42)

5 cf. ��� -���  128: #������"�0����	��&�����1������ ���$��	�����X�$��"�� ��.:���	&�����#�����)�  
��$��� �)	��� #��� ���0� �	��X���0� ;	&	�)0� �)0� .���� 	�����)0�Y"�	(�� ��	�	����0/  129: ��0� �:  
���	�&� ����� �� Y��0�� �X� �	"(�� ��3�� .�X�� �����)�� #���)��	��� ��	� ���)�� Z.Z������ �����  
�)��������� Leg. 144: r&��6���&�������)��."�X��&#��[  145: #�����)�	��� 	&		��&	�����.��	"���0  
���/  cf. Paus. 1.17.1 who mentions an altar of her in Athens.
6 For personified Fama or <Pi\pt] in Greek and Latin sources see RE s.v. Pheme (Voigt); RE 
s.v. Fama (Waser); Roscher s.v. Fama; Scheuer (2004), 330-331 s.v. Fama; Nünlist (2007), 
947 s.v. Pheme. See also West (1978), 345-346 on Hes. Op. 764; Bömer (1982), 24-25.
7 For general discussions on the Fama ekphrasis and the house o f Fama see Miller (1916), 
517-520; Delande (1935), 428-435; Due (1974), 148f.; Zumwalt (1977), 209-211; Börner 
(1982), 24-31 on Ov. Met. 12.39-61; Dippel (1990), 26-32; Braun (1991), 116-119; Tissol 
(1997), 85-88; (2002), 307-310; Keith (1999b), 230fi; Hardie (2002), 236-238; (2012), 150- 
174; Fantham (2004), 113f.; Kyriakidis (2007), 45f.; Papaioannou (2007), 45-48; Williams 
(2009), 162-163.
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connection of Fama with Somnus as the house o f Fama forms a clear variation o f the 

cave o f Somnus (cf. Met. 11.592-615). The tranquility o f the Somnus’ cave, a result 

o f the absence of human life and natural movement {Met. 11.597-601) which is 

summarized in the exaggerated muta quies habitat {Met. 11.602) with muta stressing 

in a hyperbolical manner the deadly silence o f the place, is opposed to the lack of 

silence produced by the frem it uocesque {Met. 12.47) in the house o f Fama. In the 

next line Ovid emphasizes the prevalence o f noise by a striking combination of 

words: the phrase nulla quies intus nullaque silentia parte {Met. 12.48) creates an 

interesting play on the notion o f absence and presence; quies and silentia suggest 

absence o f noise; however, the negative formula nulla ... nullaque which defines 

quies and silentia respectively negates the whole notion o f tranquility. What is more, 

the sequence nulla quies and nulla silentia creates a contrasting attitude which 

undoes at the same time the sense o f absence. This idea is more elaborately stressed 

in the doorless threshold that both houses share. The absence o f doors in the cave o f 

Somnus results from the possibility that they might cause noise while in the house of 

Fama doors are not needed because they might keep gossip out. In both cases, the 

absence o f doors suggests unspecified boundaries between the inside and the outside, 

but in a more literal function the boundary-less houses echo the fluidity o f the 

Ovidian text; besides, the milia rumorum, an equivalent variant o f the mille somnia 

found in the cave o f Somnus, suggest diversity in theme effected by the change in the 

formation of words characteristic o f Ovid’s style and technique.77

In addition, an interesting play on paradoxical combinations is developed at 

Met. 12.56: e quibus hi uacuas implent sermonibus aures. The juxtaposition between 

uacuas aures and the verb implent gives the sense o f something which is at the same 

time full and empty. Thus, the coupling o f the antithetical in meaning uacuas and 

implere forms an oxymoron that is directly associated with the twofold function of 

Fama-, as a personification o f public speech and rumour, she uses words to fill the 

ears o f people {Met. 12.56: im plent... aures) but at the same time these rumours are 

nothing more than empty words; and as Hardie argues Fama ‘can be empty in a 

more radical way, if  what she says does not correspond to reality.’78 Empty words 

can thus produce false expectations which increase the possibility o f deception. In

77 Due (1974), 148f. also notes close parallels and oppositions between the Fama and the 
Somnus ekphraseis.
78 Hardie (2009b), 107; cf. Virg. Aen. 4.218'. famamquefouemus inanem.
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4.5.2 Multiple Personifications in the �����+$	������

Lines 53-58 illustrate more effectively the powers o f Ovid’s language to 

invest with a degree o f realism what it represents. The poet uses a sophisticated 

combination o f words to describe the whole procedure o f the collection and 

transmission o f gossip as an act of human interaction between different people. This 

illusion o f human activity is caused by the clever positioning o f turba and uulgus in 

the beginning and end o f the same line (53) framed by verbs implying movement (cf. 

53: ueniunt ... euntque; 54: uagantur) which in turn creates an imagery similar to 

that o f people gathered in groups. The identification o f turba and uulgus with the 

milia rumorum and confusa uerba o f line 55, all vertically aligned in successive 

lines, anticipates the anthropomorphic image created. Besides, the interchange of 

words connected in one way or another with the human senses of speech, hearing 

and vision81 gives visual and vocal substance to the rumours. The association creates 

visual images o f people talking in crowds which is an impression also highlighted by 

the reference to the ceaseless paruae murmura uocis {Met. 12.49) and the presence 

o f the personified Susurri (61) as explicit consequences o f the human talking.

This feeling becomes more striking at lines 59-61 which follow where the 

introduction o f minor personified figures adds to the complexity o f the scene:

illic J����������� illic temerarius +����  
uanaque \�������� est consternatique -����>�  
�������&��� repens dubioque auctore ��������

Fama is surrounded by subsidiary entities which are clearly personified. The 

multiple minor personifications inhabiting the house given in the form of a short 

catalogue82 fill up Fama's profile as a personification o f public speech and intensify

81 E.g. for mouth and speech: /remit, uocesque refert (47); sermonibus (56); narrata (57); 
uox (42); for ears or hearing: sonanti (46); audit (47); audiat (50); aures (42 and 56); auditis 
(58); and for eyes or vision: inspicitur (42); uidet (63).
82 The Catalogue form is a traditional topos of early ancient epic. Examples are to be found 
both in Homer and Hesiod. See, for example, the Catalogue of Ships at 11. 2.488ff.; also see 
Theogony which introduces an extended catalogue narrative. Usually such catalogue 
narratives follow after a formal invocation to the Muse to whom the poet appeals for 
inspiration. For the matter see the articles by Minton (1960) and (1962). For Ovid’s use of 
catalogues of proper names in general, see Kyriakidis (2006) 101-119; (2007), 39-173.
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4.5.3 The Fama Ekphrasis and the Use of Etymological Wordplays

As with the ��	�������  of ��������� �����  and ��������  Ovid experiments 

with etymological connections between words. In regard to this, the figure of ����  

also emerges as a token of the power that the poet has to effect verbal and linguistic 

transformations. The many voices which emanate from the innumerable rumours 

entering and leaving the house o f ����  illustrate more systematically the different 

levels o f transformation that effective combinations o f words or groups o f words can 

produce in the text. Clever etymological associations revitalize traditional themes 

and motifs; at the same time etymological wordplays suggest alternative ways of 

reading and interpreting the text. In a broader context, refined use o f poetic language 

increases the pleasure while in this case etymological wordplays mark intertextual 

relationships in the episode. Yet, ��������#�����  as a pointer o f etymologizing and a 

signpost o f allusion, placed at the beginning o f book 12 (cf. ����  12.2) draws 

attention to Ovid’s debt to earlier sources.

In the first place, fire imagery developed at line 12, ��������� ���������  

����#��� ����  underlines Ovid’s etymological play on the element o f fire. The 

sequence ��������� ���������  stresses the meaning o f �����  and glosses the ancient 

etymological derivation o f ���  from ������� �����	 � �� � �����*� ��&���	 � ����� ������ ���  

������ &����	����� �����	������ �#� �������� � � �&����� ��� ����2 � � � ���  (Varro '����  5.38).86 

The wordplay on the imagery o f fire illustrated by the verbs ���������  and 

������������  explains the meaning o f �����  which follows and enhances the 

etymology of ���  from ������  The play on fire and ���  declares from the beginning 

the basic theme of the �'������ � ��� �  with fire here meaning metaphorically the fire o f 

war and the rage o f fighting which underlines the evident function o f ����  as a

86 Cf. Varro ap. Macr. ����  3.2.8 �03�  233.128) 6����� ��A������� ��#���&������ ������ ����  
	�������������������&�����������������������������2������#��������������� ������������������  
������� A���� &���� ��#����d� ������������� ����� ����������� ����� � �� � ���	���  (cf. Serv. auct. 
)���  4.219), Isid. "����  15.4.13 �����&������A���������%������&�����#�� ���������A�������  
��������� ���������� ������� �	���������#���� �������&����0�������	�\�������  ...; �����A������ �#  
����������� ������ ���������  Maltby (1991), s.v ara; see also Michalopoulos (2001), 33ff. for 
the etymology of ���  from ������������  and �����  elsewhere in the �������	������  esp. 34 
where he mentions, among other passages, ����  12.12 as an example for the frequent 
coupling of ���  and ������  The etymology of ���  from �����  is also found in the Ceyx and 
Alcyone episode at ����  11,583f.
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thought, the 	������ �������� �����  o f line 49 could be identified to the attenuated 

voice o f the poet which supports my previous argument on the blending o f genres 

and the change o f tonality effected in the ����� ��	������ .93 It is not by chance, I 

argue, that the first metamorphosis narrated after the ��	������  is that o f Cygnus into 

a swan.

Multiple etymological wordplays are also developed at ����  12.44-61 and 

����  12.64-66:

���������&��� ������� ��� ������ 2���� �� � �������  
���R�����������R���������2��������	 � ����*  
����������&���	������ ����������%��������������  
�����2�-� ��������&�����2����R�����&���&����������  
������&����������������&����R�������	�����  
���������������������� � � � 	����������������"���  
&���������	������� ���&���	 �� �� ���������� �����  
�������������&��������������� ������		����������  
�����	������#���� �%�����������������������  
���������#�������*���������� ����� �������� ����&��  
��%��&������� ������ 	����� ������������������  
�������������� ���2���&��� ���(�� ���������  
��&��#�������������R�	������������#���������  
� ����������2� �� � �������� �������&���2 � � �  
��������� ��������������&������������������������  
������ ����������� R���������������������  
����&���'����������������������R&���1�� ��-��  
�������&�����	������#��&����������� ��������

�������������������0���������� ������� 2� ���  
����������������� ��&������%	����������������  
�������������

First, the pairing o f �����  -  � ����  -  ������  is remarkable. The coupling o f �����  (44) 

with � ����  (55) marks the ancient etymological derivation o f ������ ���� �� ������������  

����� ��� ��������� &����� ��������M� ����� ��� ������� &���� 0������ ������� �������� �/�����  

A�����  (Isid. "����  3.3.5).94 In addition, the vertical juxtaposition o f � ����  and ������  

at the beginning and end o f lines 55 and 64 respectively suggest an etymological 

allusion to the ancient derivation o f the noun � ����M� "����� 3���� ������  I p.144.4

]  See ����  2 .367-380  on the  C ygnus m etam orphosis  w ith  K eith  (1 9 9 2 ) 1 4 0 ff w ho
d 'sen sses  the program m atic use o f  n o r  tenn is as a po in ter to  a  lighter genre 
y Maltby (1991), s.v. ������





 B<

���� �� �/@B1%������ � /C 1� ���� �%������ �������� � /C�1� ��������� �� ������� ��������	����

����� ��� ���� ����	��� � � � �������� � ���� ������ ��	��� �������� 	 � � � ���������� � ��� ����

���� ������� � � ������� ������������������������	������ 	������ ����� ���	��� 	�����	�	��� ����

������ � � �������	������	�	������	����������	��� � �� ���������

3������%� �	���� C<:CC� �'����� ��� ���������� ��������	���� ������ ���� �	����

�����	��� ���� ������	��� �������� ��� ���� �	'	��� � � � ����� ������ ���� �	��	���� ��	��� ����

��	�	��� � � � ������ ! � ���#� � 	�� �������	��� �	���� �������� ���� ���������� .�����	��� ���

���	���� ����������� ���#�� � 	�� ��������	������ �����	����� �	��� �����M� A��#��� ��%�� �

A����� ������������ ���� A��#�� ��A�������� ������ ����� ������� ���� 6���� � /6����� ���� +����

1����)�� � BC�1�BA�����%� ���� ��7���	��� ����� � ���C@�	��	������ ���� ��������	���� ���	���	���

� � � ���#��YY � &�� ���	�	��%� ���� �����	��� � � � ������� � �	��� ���#� � �	���� ��� �� �	�����

��������	���� �������	��� � �� ���� � ����� 2� ���� 3���� � 	�� ��� ���	������� ����� ���� 2� � � �

��	��� ���#�� � ����	��� I������%� ������� � ���9 ��� �������� ���� ����� 2� � � � I��� �����9 � �

����� ������ ���� � ���� �������� ��� ��� ���� ����	D��� ��� ���� ���	�	��	��� � � � ������� �

�������� ����� � ���� ���#� ����	����� ���� ����� ��� ���� ���������� � � � ����� �: � ���#�� � ����

��������� ����������� �����	���� � � ���� �	������ ��'�� �������� ��������	�	���	���� � ���� ����

���� ��� ��� �����	����� � � � ���� ������� ����� ��� ����	�� �������� ���� ��������� � � �

 ��������� � ��� �	��� CB� ����� ����� ��� ���� ��������	���� ����� ���������� ������ ����

���	�	��	��� � � � ���#� � /CC1� �������� ����� � /C@1� ���� ��������� � /CB1� �	��� �� ������ � ��

������������� 	�� �	��	���� ���� ��������� � � �  ��������� � �	���	����� ���� ��� ��� � � � ����

������! �������� ��� �������� ���������� � ��� �	�� ������� ���� �������	��� �������� ����� %�

���#�� � ����  ��������� � ������������ ���� ��� ��� � � ������ ��������� � � ������� ��� ����	��

BA� 2��� ����� .������� ������ >�YM� A��#�� �	��� &���	���� �%� ��� 	����� ������ &���� ������ &���� �
A��#������� ����� ��&����������&���������� ���*� ���� ������ ��������� ���� ����&�����A��#������ �
������A���#��������������������� �����������A�������������A����&������%�����2�������*�A��#�� �
�� A���� ������������� ����� ���� ��������� &������� ��2����� ���� ����� &��� A��#��� �� A��� �
&�������������	������� ���	������/���#��������������A�������������� �������������	������� �
A��#��� ����� ���� ��������� ��&������� 	����� ����� �/���#�� A����� �����2������ �������� ������ �
���������A�����������!#���� ����������� � /�����C��6�1� ������	����� #��#���	����� ��%����� �
.��B���0����������������� 6����������0����� �<���<1� X��#��������A��,�� �����A��#������������� �
&����� ��A����� #������� ���� ����A����� �������� ���*� ����� ������ ����	�������� ���������� ����� �
A��#��� ��A��#������� ��� �� A���� ����� ��� ��A����� #������ �������	�������� � #������ / BB 1%�
����� A��#���
BB�#	������������/��� 1%�  ><�
 ���$��� "'� ������ ���#���P�
 � �$��� "'����A��2���
 ���2���6����� '���� � ?�CC;����������� ��2�����2������2�� ��� �/)����� (����� A >�2������2����������� �
���� �	��� 0������� �	&	&� ���  t�B&� �	������* � &�	��� "���� � C��>��?�2���� ���� ������&����2����� ��� �
	��A�������	��� ��������� ���������� ���������� ���	����� � #������ / BB 1%� ��A��2���� � $��� �����
#	������������/��� 1%�>A�������������������	������������ ���� ���� ���� �B� <>: @��



194

his audience and thus to ensure the endless supply o f stories as the phrase hi narrata 

ferunt alio at 57 suggests.

4.6 Concluding Remarks

In conclusion, the Fama ekphrasis brings to an end a series o f four varied 

uses o f personification. Ovid here develops a more abstract figure, as Fama is not 

actually described; instead, her attributes are transferred to her house. This suggests a 

parallel variation of the Virgilian Fama, the obvious model of the text. As a herald of 

the Trojan War, Fama prefaces the reworking o f Homeric subject matters while the 

allusion to Virgil suggests a witty intermixture o f  Greek and Latin material which 

hints at Ovid’s tendency for Romanization. One o f the most eminent features o f the 

house lies in the multiple voices found inside; these same voices correspond to the 

multiplicity and the different narrative levels o f the Metamorphoses. This raises the 

problem of credibility in fictions, one o f the major concerns discussed throughout the 

poem. Fama as the bearer o f  both truths and lies represents the fictitious powers of 

the epic poet to induce belief in his stories; this equates Fama with the figure o f the 

poet in a sense that she is in fact a poetic persona o f the poet o f the Metamorphoses. 

In addition, the opposition between fictum  and factum  developed in the ekphrasis 

makes central to our reading the issues o f belief, disbelief and poetic authority as 

important factors for composing poetry. What is more, the choice o f the vocabulaiy 

hints at the change in tonality between mollis and grauis. Especially, the use o f 

terminology established by Callimachus in the ekphrasis shows how in Ovid’s view 

traditional Homeric and Virgilian subject matter can be narrated in a different, more 

refined and perhaps simpler style. In this regard, the Fama ekphrasis emerges as a 

miniature o f the world o f the poem and a reflection o f Ovid’s style and wit; the 

constant mutability between stories, motifs, characters, moods, tones is one o f its 

basic characteristics in the same way that fluidity and instability characterizes the 

house o f Fama. The identification o f  the poet with the figure o f  Fama is more 

effectively stressed in the closing lines o f  the poem where Ovid envisages the 

survival o f his name, namely of his poetic fame, throughout the ages. As Fama 

gradually alters from being the personification o f rumour and speech into the
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markers o f both Roman love elegy and epic. In this sense, all four become paradigms 

o f Ovid’s generic play. In this regard, Ovid plays with love imagery especially in 

describing the effects that lnuidia and Fames produce on Aglauros and Erysichthon. 

In the Somnus and Fama ekphraseis the interchange between programmatic language 

favoured by Callimachus and the vocabulary o f epic represents a programmatic 

assertion and highlights the distinct character o f the personification ekphraseis as 

metaphors for the ‘reconciliation’ o f epic and un-epic way of writing. The four 

personification ekphraseis become a synthesis o f mollis and grauis and demonstrate 

Ovid’s careful blending o f slight and grand themes which dominates throughout the 

poem. This is effectively underlined by the placement o f lnuidia and Fama as the 

opening and closing figures o f extended personifications in the poem. They are both 

o f particular importance for the understanding o f Ovidian aesthetics as Ovid 

accomplishes in the form o f a ring composition a conflation o f Callimachus and 

Virgil which in turn draws attention on the poet’s aim to write both a Callimachean 

and un-Callimachean poem.

As the study has suggested, all four personification ekphraseis testify to the 

transformative character o f the poem in the sense that they become part o f  its basic 

theme, metamorphosis. The multiplicity and variation in tone and imagery evident in 

the episodes and the allusions to tradition reflect the world o f the Metamorphoses in 

the sense that the figures and the world they represent become reflections o f the 

poem itself. The study o f lnuidia, Fames, Somnus and Fama remains integral to our 

understanding o f the multiformity o f style characteristic o f the poet o f the 

Metamorphoses. Yet, transformation is critical to an understanding o f Ovid’s 

innovative approaches to traditional motifs.

In this framework then, the discussion evaluates personification as a kind of 

self-commentary which represents the poet’s artistic novelty. The four 

personification ekphraseis must be examined not only as individual representations 

o f stylistic adornment but also as variations o f the same m otif as they exhibit some 

kind o f continuity and sequence in themes and tone. What is more, the implications 

behind the recurrent imagery developed suggest a re-evaluation o f their function in 

the poem in the light o f a new reading. It is the contention o f this study thus that the 

four extended personification ekphraseis should, at least on one level, be ‘read’, 

‘viewed’ and ‘interpreted’ as valuable sources for exploiting the poem’s affinity with 

and blending o f epic and elegiac traditions. On another level personification should
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