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Introduction

The Metamorphoses has gained special attention from a significant number
- of scholars because of its uniqueness and the way Ovid adapts different motifs and

generic conventions and because of the breadth of its mythological subjects. Studies
of the Metamorphoses have been concerned with investigating the unity, style, form
and literary models of the poem while attempts at broader analytical interpretations
of its multiple thematic links or chronological frameworks are numerous.' Indeed,
the variety of themes, the blending of moods and the constant shift in tone from
heroic to elegiac to tragic and to bucolic which are linked together under the
framework of an aetiological carmen perpetuum emphasize the manifold character of
the poem and create contradictory views of its content and structure. Ovid stresses
from the very beginning the innovative style and miscellaneous character of his
poem by defining noua corpora and mutatas formas as its subject-matter. The
central theme of transformation of human beings into other forms provides grounds
for experiments with tradition and rhetorical practices as appropriate tools for the
developments of wit and humour.

Within this framework modern scholarship has frequently drawn attention to
the poet’s innovative techniques and his tendency to rework and refresh traditional
and well established motifs. Of the mul_tiple rhetorical devices Ovid uses to animate
his style personification emerges as an important element. Personification as a means
of giving life or form to lifeless, formless or abstract things is thus closely éonnected
with the act of ‘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.

! 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 Frankel (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



Personification and Classical Literature

The tendency to endow abstractions, emotions and ideas with human
qualities constitutes a prominent feature in both Greek and Roman literature. To
begin with, Homer and Hesiod exploit personification in an impressive yet diffe.rent
way from later writers. At this early stage, Homeric personifications are briefly
mentioned to fulfil a variety of mythological roles or they appear as pictorial
ornaments; the}} do not generally possess speech and with the exception of Eris, Litai
and Ate, details of their physicai form are not given. Aside from their role as agents
of the Olympian gods, Homeric personifications develop an early system of
genealogical connections. Of equal significance is the consideration of different
natural elements, namely earth, rivers, winds, sun, stars, as deities where sometimes
they are conceived as anthropomorphic with superior powers in the physical world.?
Hesiod in the Theogony systematizes the tendency for genealogical relationships
between abstract concepts. Natural elements are now more effectively classified as
they obtain the ability of reproduction. Gaia, Chaos, Pontos, Ouranos, Day and
other abstract concepts like Night and Eris are represented to exist in genealogies
and give birth. The fact that the Olympians themselves originate from such abstract
elements reinforces their anthropomorphic and divine status.*

Later elegiac, iambic and lyric poetry offer a prolific field for the
development of such abstractions. Genealogical and familial relationships are still an
impdrtant part of lyric poetry while the innovation introduced now is the fact that
personification takes a more personal character (e.g. the poet’s address to his soul, to

his lyre, to wine).’ A turning point in the history of the device is introduced with the

of the definition of literary personification in general, see Stafford (2000), 9-19; On the
terminology and ancient definitions of personification see Whitman (1987), 269-272; Paxson
(1994), 11-20; Smith (1999), 139-141; Stafford (2000), 3-9; Siorvanes (2005), 82-88;
Stafford and Herrin (2005), xix; Bendlin (2007), 842-846 s.v. Personification; Dodson
(2008), 27-50 (chapters 1 and 2).

3 Cf., for example, Hom. /. 3.277 where Agamemnon invokes as witnesses of his oath
equally Zeus, Sun, River and Earth; also //. 21.212ff. where river Skamandros acquires
human qualities; Od. 12.132 where Sun appears as a father of Lampetie and Phaethousa.
Besides, poetic cosmogonies Where Gaia, Ouranos, Oceanos have a prominent place follow
this belief (see, for example, the Shield of Achilles at Iliad 18.483-489).

4 Generally on the use of personification in Hesiod see Petersen (1939), 8-15; Feldman
(1971), 7-41; Duchemin (1980), 1-15; Northrup (1980), 223-232.

5 Pindar is of much importance; the richness and the variety of personified abstractions in his
poems give a good example of the use of the trope among the lyric poets. For a



ancient Greek Drama. In addition to the abundant use of personifications in tragedy
and by far in comedy there are few instances where personifications are presented to
possess physical forms and human attributes. In this context, inspired by the general
notion of mpoowmronoiia as a device of character invention, the tragedians manage to
create personifications acting as real characters on the tragic stage (dramatis
personae). Aeschylus’ Kraros and Bia and Euripides® Lyssa and Thanatos are of the
most representative samples of this tendency. Likewise, personifications as on stage
characters are a vital part of the extant Old Comedy. The comic poet Aristophanes
follows this tendency and includes a great variety of personified figures as prominent
‘characters with main or minor roles (e.g. Dikaios and Adikos Logos, Polemos and
Kydoimds, Penia and Ploutos).6 Thr; frequency with which such personifications are
used during this period attests that by this time such representations are technically
accepted as natural parts of the plays. The technique of personification continues to
play a prominent role in the Hellenistic period as well (e.g. Eros in AR. Arg,;
examples are also found in Menander’s comedies, as for e.g. Elenchos; Aletheia,
Parrhesia (Fr. 717 (545) Koerte), Agnoia (who appears in the prologue of
Perikeiromené (Koerte), while a considerable number of personified abstractions is
used in the Hellenistic epigrams listed in AP).

Worthy of note is also the fact that from the great number of personified
abstractions appearing in literature most acquire a female form, although there are
some examples of male personifications. This may result from the grammatical
gender that these figures have in their abstract form as nouns.” A considerable
number of abstractions became part of the religious system of the Greeks (e.g.
Hygieia, Tyche, Eirene, Kairos) and this is attested by the appearance of shrines,

statues and altars dedicated to them in different parts of Greece. Homer and Hesiod

comprehensive list of personifications used in lyric poetry see Keith (1914), 61-103; also see
the brief references in Deubner (1902-1909), 2098.

¢ For a thorough treatment of Aristophanes’ personifications see Komornicka (1964). See
also Lever (1953), 220-223; Kanavou (2010); although her study is mainly concerned with
the significance of the names in Aristophanes, she deals with some of the personifications
appearing in his comedies.

7 On the gender of personified abstractions see the discussions by Paxson (1998), 149-179,
esp. 159-160; Stafford (1998), 43-56; (2000), 27-35.









is central to poetic ekphrasis and as Hardie notes it ‘effects the illusion of sight.’!?
The term denotes a tendency for clarity evident in its ability to present images before
the reader’s eyes. Realistic or descriptive representations of this kind thus have a
direct appeal to the sense of sight. In this respect, ekphrasis and enargeia are ;:losely ’
connected to each other as both rely upon viewing and gazing. An immediate effect
of vi>sion is to evoke an emotional reaction to the description as the readers are lulled
into the belief that they have actually witnessed what has been described. Within
such a framework then Ovid’s personiﬁcafion ekphraseis enhance the vividness in
description. The combination of ekphrasis and personification that Ovid effects here
enriches the sense of visual representation as both terms are connected with one way
or another with vision and realism and thus with the animation of the inanimate. The
placement of personifications in ekphraseis encourages the intended audience or
readers to create realistic images of what they are reading or hearing. Inevitably,
vividness and vision, as we shall see, are key terms in the descriptions of the Inuidia,
Fames, Somnus and Fama ekphraseis, which Ovid elaborately emphasizes through a
considerable use of nouns or verbs that bear the sense of seeing.

In the scholarship on' Ovid’s Metamorphoses, only a few works have
included a discussion of the use of personification. The most recent study is that of
Hardie (2012) on the House of Fama where he sees it as a prologue to epic subject
matter. He further argues that the Fama ekphrasis takes the role of the Muse while
structurally it replaces the storm scene which opens the first book of the Aeneid. One
of the main themes quoted is the issue of fictionality and poetic authbrity which
connects Fama with the figure of the poet. A number of interesting wordplays are
noted which are useful for further analysis. His concluding section on Fama’s
relation to Inuidia, Fames and Somnus summarizes a number of thematic links
between the four. In his Ovid’s poetics of Illusion (2002, ch. 7), Hardie considers the
four personifications as extreme examples of transformation of Ovid’s language. As

he argues, they are themselves products of metamorphosis as they lend physical form

Catullus’ story of Ariadne in poem 64; Virgil’s Shield of Aeneas (Aen. 8.626-728).
Generally on the theme of ekphrasis see Deroux (1986), 247-258; Heffernan (1993), 9-36;
Faber (1995); Elsner (2002), 1-18. On enargeia and ekphrasis see in general Zanker (1981),
297-311; Walker (1993), 353-377 on enargeia and the Historians; Laird (1996), 75-102;
Webb (1997), 112-127 on enargeia and the arousal of emotions; Hardie (2002), 5-8; 17. On
ekphrasis and its connection with image (imago) in Ovid see Barkan (1986), 1-18. On
ekphrasis and the works of art see Fowler (2000), ch. 3, 64-85.

2 Hardie (2002), 5.



to linguistic abstractions. This suggestion follows from Tissol (1997) who also
recognizes the power of personification to produce linguistic transformations and to
create illusions of presences that animate the inanimate. Both scholars stress the
importance of enargeia or phantasia ‘visualization’ closely attached to the use of
personification while their observations give ground for further analysis. Further,
Lowe (2008), in his article on personification allegory in Virgil’s Aeneid and Ovid’s
Metamorphoses, discusses Ovid’s debt to Virgil for the creation of his four extended
allegorical personifications, alréady recognized by earlier scholars as well,'® and he
offers an interesting description of Inuidia, Fames and Somnus. Keith (1992) focuses
her study on Metamorphoses book 2 where Ovid’s debt to Callimachus for the
creation of the stories narrated is under discussion. She devotes chapter 5 to a
discussion of Aglauros myth, while she gives a useful literary overview of the
programmatic use of envy in the previous tradition. Useful background is also
provided by Feeney (1991) who discusses the connection of Inuidia with vision,
Solodow (1988) who considers personifications as ‘brilliant examples of the general

. . .. o14
striving towards clarity’

and Dickie (1975) who sees Inuidia’s house as an
allegory. All these studies are certainly useful while they provide ground for further
analysis and discussion. Additionally, Anderson’s, Hollis’ and Bomer’s
commentaries with either detailed or brief notes give a good point to start.

| Ovid seems to revel in his description of these characters and so to emphasize
their function in the poem. He also plays with literary references to Greek and Latin
texts and succeeds in presenting abstract ideas as real figures. The poet describes
them as acting, thinking and feeling as human beings. What is more, - the
transformative powers of the figures Ovid creates highlight the artistic multiformity
of the literary motif. The vivid representation of these personified figures in the
Metamorphoses creates strong images of reality blended with fantasy which
interchanges in a constant transformative scheme between picture and words, poetic

imagination and art. Within such a general framework, the general questions

addressed throughout the examination will focus on two general views: first, how

13 Cf. Bomer (1969), 417; Hardie (2002), 233 considers Allecto as a mode! for the
construction of Inuidia and Fames; also (2009b), 104 where the significance of Virgil’s
Fama and Allecto for the creation of Inuidia, Fames, Somnus and Fama is recognized.
Hardie notes that ‘Their persons and modes of operation combine allusion to both Fama and
Allecto, and this shared allusion forms part of the intricate network of intratextuality that
weaves together the four personifications within the Metamorphoses itself.’ '
14 golodow (1988), 197.



and to what extent do these personification ekphraseis fit within the general context
of the episodes in which they abpear? Does Ovid introduce them simply for thematic
effect? Are they consistent with Ovid’s poetics or are they merely rhetorical
exercises? What is the effect of their inclusion in the stories? Secondly, I will
attempt to demonstrate how these extended personifications serve as testimony for
the poet’s artistry and wit. In the overall study of the personification as poetic
machinery an importaht part of the discussion will be devoted to the investigation of
wordpléys and etymological plays especially in light of the overall theme of
metamorphosis. In this sense, personification will be investigated as a paradigmatic
example of Ovid’s playing with language and style.

This thesis, apart from aiming to contribute towards the discussions of Ovid’s
ingenium and poetic style, will also offer a new twist in the study of Ovidian
personifications by considering them not as individual set pieces but as organic parts
of the general framework of the poem. What will be argued is that the four
personification ekphraseis are particularly concerned with Ovidian aesthetics,
generic orientation and poetic self-reference which lies between the epic and elegiac
style of writing in a sense that they work as a self-commentary on the narrative style
of the poem given by the poet himself. This will be attested through an investigation
of the language and imagery developed in the ekphraseis which, as will be shown, is
consistent and repeated in all four instances with slight variations. 1 hope that my
view of Inuidia, Fames, Somnus and Fama will contribute further to a thorough

investigation of Ovidian language and style.

" Structure

In the pages which follow I will attempt to analyse each figure by structuring the
discussion in multiple sections. A brief overview and preliminary remarks on the
different myths and the literary context relevant to each of the ekphraseis set the
background for detailed discussions of the individual episodes. The choice of the
episodes where Inuidia, Fames, Somnus and Fama appear and their specific place in
the Metamorphoses is, as | believe and will attempt to demonstrate, by no means

accidental. The discussion follows the structure with which Ovid ‘views’ and
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- Chapter 1

Tnuidia

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 of literary machinery which they use as a vehicle to state their
polemical poetics or define poetic preferences. Ovid brings together different and
common features of the imagery of phthonos in Greek and of inuidia in Latin while
he varies the available material to create a concrete personified figure. The
personified Jnuidia of book 2 forms an organic part of the myth of Aglauros where
the Inuidia ekphrasi& 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 of personification ekphrasis. The presentation of 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 of visual details both in
the description of Jnuidia and of her domus. Personification thus sets up a
combination of different rhetorical and stylistic features; this results in an extensive
use of linguistic and etymological wordplays that shed light on Ovid’s witticism. The
whole Jnuidia episode is itself a testimony of metamorphosis in action that takes

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

The story of Aglauros is narrated at Mer. 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 of Athena; he instantly
falls in love with her and he approaches the house of 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 of anger, seeing Aglauros’ double
success in having Mercury’s favour and being rich as well, and recalling the girl’s
former betrayal, visits /nuidia’s domains and orders her to poison Aglauros with
envy, a command that Jnuidia immediately carries out.' As soon as the girl is
‘infected by envy she begins to waste away with jealousy at the thought of 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.2

! 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 Bomer (1969), 416f.; Moore-Blunt (1977), 154 on Ov.
. Met. 2.760; OLD s.v. inuidia 1b; 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 Mer. 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; Bomer (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 ekphrasis is placed near the end of book 2 (Met. 2.760-805). The
appearance 'of Inuidia in Aglauros episode technically inaugurates Ovid’s
engagement with the technique of the personification ekphraseis as a piece of poetic
machinery which ends with the figure of Fama at book 12. The choice of the
feminine noun inwidia instead of its masculine Latin equivalent /iuor presumably
explains the rep_reéentation of the figure in female form. The gradual construction of
Inuidia’s character creates a series of events that-have a direct appeal to vision;
particularly the emphasis on her physical reactions, diet preferences and physical
appearance provides a means for further exploitation of the conjunction between
visual and verbal representations. What is more, by adopting a number of stock
physical characteristics — both internal and external — attributed to inuidia and
phthonos, Ovid makes a link between Inuidia and the literary tradition.’ Let us now

focus on how Ovid constructs Jnuidia’s portrayal by describing first her domus.

1.3 Domus est ... Entering Inuidia’s World (Met. 2.760-764)

The wrath that Minerva already feels for Aglauros because of her previous
betrayal now provokes her envy as she contemplates the girl’s good fortune and

success. Her immediate response is to call upon Inuidia who becomes her agent.4

3 Of the commonest features attested in literary sources and the visual arts, we can mention
the secretive talk, sidelong glance, ill-speaking, emaciation, pallor, the frowning brow, the
grinding of the teeth; equally, associations with venomous creatures (snakes or scorpions) as
well as representations of the envious people harming themselves or suffering from an
internal torture are also important parts of the iconography of Phthonos or Inuidia. An early
portrayal of Phthonos is to be found in the Calumnia (dated between 332-329 BC) painted
by Apelles A description of the pamtmg is gwen by Lucian (Cal. 5): fjyefrou d¢ ¢ aw]p w)(pog
Kai a,uop¢og, o0& éséopxa)g Kkai E01kAS T0TG EK VOa0V HaKPAS KaTEOKANKOEL. T0DTOV 0DV £lvau
1ov POovov av 1ic eixdoeie. The representation highlights a few of the stock characteristics
of phthonos’ iconography, namely paleness, ugliness, acute eyes while the reference to him
looking like suffering from a disease suggests bodily emaciation. For a discussion on these
features in literature and art with further ancient examples see Dunbabin and Dickie (1983),
7-37.

4 For the Inuidia episode see Bomer (1969) and Anderson (1997) on Ov. Met. 2.760-832;
also Delande (1935), 277-285; Dickie (1975), 378-390 for a discussion of the house and its
allegorical meaning; Solodow (1988), 200-202; Tissol (1997), 65-67; Chinnici (2002), 110f.;
Fantham (2004), 111; Lowe (2008), 425-427; Hardie (2012), 168-171 for a connection
between Jnuidia and Fama.
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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 plenissima frigoris et quae
igne uacet semper, caligine semper abundet.

(Mer. 2.760-764)

Similar descriptions of sceneries in epic usually begin with the stereotypic est locus
formula.’ Here Ovid makes a slight variation of the motif. The ekphrasis opens with |
the adverb protinus which informs us of the goddess’ immediate execution of 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). 1t is further filled with
chilliness (Met. 2.763: ignaui plenissima 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 of mystery concerning the
location of the place. Domus, imis in uallibus and abdita suggest that Inuidia and her
house cannot be easily seen; so, Jnuidia 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 of 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 of 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. 1 believe though that this lack
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764 respectively suggest the presence of light and thus life. The coupling of 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 wacare carry
exclude life which in turn anticipate death; besides, ancient sources suggest an
unbreakable bond between cold and death.'® Further, the weakness caused by cold,
the lack of wind and of nature’s sounds which suggest immobility and lack of
energy, the sense of depression suggested by the absence of 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
(den. 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 4eneid
* 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 of contact between Ovid’s passage and Virgil. The fact that Ovid
draws on a detail found in Virgil for the construction of Jnuidia’s place vindicates
the choice of domus instead of 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 of semper suggests perpetuity
of a situation. The emphasis on the perpetuity of darkness and cold in the house
suggests the permanent presence of night which draws a clear association of the
place with the permanent gloomy atmosphere of the underworld itself. Ovid re-uses
the same details in the description of the cave of Somnus later in book 11 which he
embellishes with a more lengthy description. Thus, Inuidia’s domus in a sense is a
concise version of Somnus’ dwelling place. The connection between the two places
emphasizes the identification of Jnuidia’s place with the underworld which in the
case of Somnus is clearly demonstrated by the identification of 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)."

Y 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 gych representation may well have issued from previous associations of Jnuidia 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 amnemgque seuerum / Cocyli metuet
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This impression is strongly emphasized by what follows. The reference to the
door of the house (Met. 2.766-768) and the horrible first sight of Jnuidia eating
snakes (Met. 2.768-769: uidet intus edentem / uipereas carnes, uitiorum alimenta
suorum) recall Aeneas’ first contact with frightening personified and mythical
figures placed at the entrance of the Virgilian underworld (4en. 6.273-289; cf. Virg.
G. 4.481-484). Besides, the first impression gained of Hades is that of emptiness and
darkness (den. 6.268-272: Ibant obscuri sola sub nocte per umbram, / perque domos
Ditis uacuas et inania regna: / quale per incertam lunam sub luce maligna / est iter
in siluis, ubi caelum condidit umbra / luppiter, et rebus nox abstulit atra colorem.).12
A similar feeling arises once we look at Jnuidia’s abode. The murky atmosphere
suggested by the prevalence of cold and darkness seems to be the basic characteristic
of both underworld and Inuidia’s place. Besides, the sulphurous fumes which
emerge from the lake Avernus (cf. Virg. Aen. 6.240-241 tdlis sese halitus atris /
faucibus effundens), the entrance of the underworld recalls the nigro squalentia tabo
/ tecta of 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 of 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 of the Lake Avernus when he seeks to visit the

tortosque Ixionis anguis / immanemque rotam et non exsuperabile 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 (doefefs) 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: rortosque
Ixionis anguis / immanemque rotam) and Sisyphus (G. 3.39: non exsuperabile saxum). For
Inuidia in Virgil’s Georgics 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. Eurlpldes, for example places Phlhonos among the greatest evils of
the world (Tr.: 766-769: & Tovddpeiov epvog, obmot’ €l Aidg, / moIAGBY 8¢ narepwv onui ¢’
ems(pvxeval / Aldotopog pev mpdtov, elta 8¢ POGvov, / Pévov 1€ Bavétov O’ Soa 1e ij
1péper koxd). Equally, Plautus refers to a range of major evils of humankind that must be
banished from the city; among them is Jnuidia (Per. 555-557: perfidia et peculatus ex urbe
et auaritia si exsulant, / quarta inuidia, quinta ambitio, sexta dptrectatio, / 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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underworld (4en. 6.237-242). The close connection of the house of Inuidia to the

underworld makes us imagine it as a similar place.

1.4 Introducing Inuidia’s Character (Met. 2.768-782)

The description of the outer appearance of the house which opens the
ekphrasis is followed by a four-line sequence which works as a transitional link

between the description of the setting and the portrayal of Inuidia’s character:

huc ubi peruenit belli metuenda uirago,

constitit ante domum (neque enim succedere tectis
fas habet) et postes extrema cuspide pulsat.
concussae patuere fores

(Met. 2.765-768)

huc (765) brings Minerva, the basic instigator of Aglauros’ punishment, back to the
scene and marks the transition from the outer setting to the inside of the cavern
where Inuidia, the owner of the place, lies. Emphasis is given here to her loneliness
as Inuidia is sitting all alone. This detail, as will be shown in the chapters that
follow, differentiates her from Fames, Somnus and Fama where all are found to
inhabit their places accompanied by a number of other minor personifications. This
may result from Ovid’s interest in variation but may as well reflect general ancient
notions concerning the character and the general behaviour of the envious people.
What is moré, the opening of the door of the house at 768, concussae patuere
fores, is a poetic trick which vividly indicates a new start in the narrative; uidet intus
in the same line verifies the change of setting as we are now transferred to the inside
of the house. The verb widere (768) which initiates the rehearsal of Inuidia’s physical
appearance and attributes highlights the significance of vision in the description of
the personification. Vision suggests clarity while by his repeated appeal to eyes and

sight Ovid invites us to become eye-witnesses of the procedure in animating the
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suggests indifference which in turn provokes inactivity.?' Lack of activity is one of
the main characteristics of the house as the phrase ignaui plenissima frigoris (763)
suggests. Here ignauus differs little in meaning with piger and iners while its
~ coupling with frigoris in the same line intensifies the sense of inactivity;?* the
scheme emphasizes Inuidia’s idleness. The connection of envy with inactivity is
based on the common belief among the Greeks and Romans that a man who is prone
to envy usually is described as inactive and filled with spite.” Ovid offers a striking
reworking of this ancient belief. Inuidia’s inactivity is not the result of an external
factor. Instead, sluggish inactivity is part of her very essence as she is already
inactive before the visit of Minerva. Jnuidia apparently passes her day sitting all
alone on the ground. The temporary disruption caused by the presence of Minerva
fofces Inuidia to a sluggish, most possibly unwilling, movement (771: surgit humo
pigra) as she notices an unusual change taking place. Additionally, Inuidia’s
sluggishness and the coldness of the place she inhabits reflect the association of
frigus with inactivity (cf. also Met. 8.790: Frigus iners). Cold makes a person lazy
and it is because of frigus that Inuidia moves lethargically towards the goddess
(772).

Inuidia’s first reactions when confronted with the beauty of the goddess,
utque deam uidit formaque armisque decoram, / ingemuit uultumque una ac suspiria
duxit, belong to typical reactions of the envious when they come across to the virtues

or prosperity of others.”* Lines 778-782 thematize more aptly the ancient belief:

2 Cf. Prisc. gramm. 11 127.19: piget piger; Isid. Orig. 10.212: piger, quasi pedibus aeger. est
enim tardus ad incedendum: quod nomen per usum transiit ad animum. See Maltby (1991),
s.v. piger.

22 gee Dickie (1975), 385 where he notes the metaphorical use of firigus and its derivatives in
the sense of inactivity and 389-390 where he cites Aen. 11.336-39 as a characteristic
example of this association. For the association between cold and inactivity compare also
Ov. Am. 3.6.94: pigra ... hiems; Pont. 1.2.24: et quod iners hiemi continuatur hiems; Hor.
Carm. 1.22.17 with Bdomer (1969), 418 on Ov. Met. 2.763 and 771 who also notes the
connection. .

2 Gee Hes. Op. 303-13 (cf. also 195f) for an early example of this; for the same idea see
also Plaut. Bac. 540-544: multi more isto atque exemplo uiuont, quos quom censeas / esse
amicos, reperiuntur falsi falsimoniis, / lingua factiosi, inertes opera, sublesta fide. / nullus
est quoi non inuideant rem secundam optingere; / sibi ne inuideatur, ipsi ignaui recte
cauent. Dickie (1975), 385 lists Plutarch as the first Greek writer who explicitly connects
inactivity and envy (Moralia 92a-d); cf. also 385 n. 30 where he cites Seneca (Dial.
9.2.10ff) as the most detailed example that survives from antiquity for the connection
between inertia and envy. For further discussions and examples on the connection of
inactivity and envy see Dickie (1975), 384-390.

2 g g Aesch. Ag. 836-837.
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risus abest, nisi quem 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 of others and Ovid is playing here
with the notion.?® The frustration that Inuidia experiences because of the misery she
feels as she sees the success of others makes her wither away (780-781).2% The
vertical alignment of the verb uidere with successus hominum underlines this belief,
Vision is an important factor as it is through the eyes that pe-ople 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 of the evil
eye) and success is again emphatically stressed, /lla deam obliquo fugientem lumine
cernens / murmura parua dedit successurumque Mineruae.

The clever etymological play on the name of Jnuidia developed at 768-770
stresses the importance of vision in the episode but also emphasizes its dangers. The
noun inuidia derives from the privative prefix in and the verb wideo ‘to see.” The
combination suggests a negative meaning which emphasizes the flawed act of vision.
Ancient sources suggest an etymological association of inuidia with the verb uideo§
Hier. in Gal. 5.21 p.417B: invidia ... cum ... alium esse videns meliorem dolet se ei
non esse consihzilem; cf. Isid. Diff. 1.610: in{)idiae autem nomen dictum est a nimis
intuendo felicitatem alterius®” The emphatic positioning of the noun Inuidid
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 of uidet and uisaque indicates an ancient etymological derivation of 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; O.11.7; P. 1.81-86; P. 11.29-30; N.4.36-41; N.8.17-22; I.1.41-
45; 12.43-45; 1.5.22-25. For the Pindaric phthonos 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). - :

% 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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verb uidere. Ancient sources, for example Varro Ling. 6.80, etymologize the verb
video a visu (cf. also Macr. Sat. 1.1_5.16: quod Graeci ideiv dicunt, nos ‘v’ littera
addita videre dicimus).*® Further, the emphatically circular coupling of Inuidia with
the phrase oculos auertit glosses the meaning of the verb inuidere ‘to-look at
askance’® from where the noun inuidia derives; in this sense, Jnuidia becomes the
embodiment of faulty visual perception.

The etymological association is again underscored at 780-781: sed widet
ingratos intabescitque uidendo / successus hominum; the phrase thematizes the
scheme success — envy. Jnuidia sees with profound hostility the success of people
and she wastes away at the sight, with the repetition of uidet ... uidendo emphasizing
the etymological association. Envy is basically, as quoted above, activated through
sight and the repeated and frequent use of the verb wideo (cf. Met. 2.768: uidet,
2.770: uisaque; 2.773: uidit; 2.778: uisi; 2.780: uidet ... uidendo) and its derivatives
(748: oculis; 752: luminis; 770 and 803: oculos; 774: uultumque; 787: lumine) in the
episode highlights its importance. Precisely, the unwillingness of the goddess to look
straight at Jnuidia (770) sets Inuidia as a personification of the sidelong glance. This
is emphasized by its double repetitidn few lines later at 776, nusquam recta acies
and 787, obliquo... lumine cernens.>’

The fact that Inuidia’s acute distress derives presumably from her seeing
another’s prosperity creates a complex point of contact between clear vision and its
opposite. Ovid’s insistence on Inuidia’s seeing or watching while at the same time
he assures us of her inability to look straight in the eyes — a token of skewed vision —
suggests distortion of what she actually sees. Besides, later at 805 Ovid emphasizes
Inuidia’s tendency to magnify everything in scope and dimension: cunctaque magna
facit; a change of this kind corresponds equally to distortion of true events.
Magnification suggests exaggeration which in turn increases the size of the internal

torment leading finally to wasting. This is poetically expressed by the use of

intabescere and carpere verbs similar in meaning.3! Suppliciumque suum est at 782

28 gee Maltby (1991), s.v. video.

2 Qee OLD s.v. inuideo 1.

3 For the etymological play on Inuidia — uidere in the episode see Michalopoulos (2001),
08f; for a discussion of the etymological connection between inuidia and uidere in general,
see also Wieland (1993), 217-222.

31 Equivalent in meaning Latin verbs such as tabescere and macrescere are used among
writers to delineate the emaciation of the body as a result of the feeling of envy. These verbs
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captures the internal torture and the anguish that Jnuidia feels at the sight of human
success which is further the reason of her being sleepless. Her misery is also well
expressed by the absence of laughter. This notion is humorously expanded at lines
794-796, et tandem T ritonida conspicit arcem / ingeniis opibusque et festa pace
uirentem, / uixque tenet lacrimas, quia nil lacrimabile cernit. Here the glories of
 Athens cause Inuidia to weep. Lamenting as a natural consequence of the good
fortune of the city outlines /nuidia as a source of malice. This idea is also stressed by
the use of carpere (781: carpitque et carpitur una); the active and passive tense of
the verb puts emphasis on Inuidia’s destructive effects both on herself (envy as self-
injuring) and on the things she gets in touch with. It is not by chance, that Ovid has
Inuidia wasting the nature (cf. Met. 2.791-794: quacumque ingreditur florentia
proterit arua / exuritque herbas et summa cacumina carpit / adflatuque suo populos
urbesque domosque / polluit).32

An interesting passage found in Hesiod’s Works and Days gives the first
literary testimony, although brief, where the malignity of Envy is emphatically

stressed:

Zijlog 6’ avBpdmoiary oilvpoistv droot
SvoKELASOC KOKGYAPTOC OUAPTHOE GTOYEPHTNC.

(Op. 195-196)

The passage cited above belongs to the general context of Hesiod’s discussion of the
degradation of human race which expands from the ideal Golden Age of the past
down to the present Iron Age of the poet. Basic characteristics of this agé are now
the prevalence of sorrows, violence, toils and injustice. The presence of the
personified Envy at the end attests the prevailing of evil during this age. It is
tempting to suggest that Ovid has in mind the specific Hesiodic passage while

constructing the character of Inuidia. However, he seems to embellish with a far

are Latin translations of the verb wmjxerv used by the Greeks to describe similar effects of
phthonos. See also Dunbabin and Dickie (1983), 15f. for further examples.

32 This idea of unhappiness associated with envy was already mentioned by Plautus; see
Capt. 583: est miserorum, ut maleuolentes sint atque inuideant bonis; Truc. T43ff.; mihi
inimicos inuidere, quam med inimicis meis; / nam inuidere alii bene esse, tibi male esse,
miseria est. / qui inuident egent; illis quibus inuidetur, i rem habent; Ter. Eu. 412: illi
inuidere misere.

33 1 quote from Solmsen (1983).
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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 carnes,
uitiorum alimenta suorum (2.768-769) and lingua est suffusa ueneno (2.777) glosses
the meaning of dvoxéAadog ‘envy with its tongue of malice.”** Snakes and poison as
seen are important for Jnuidia to nourish her vices. Ovid upgrades the metaphorical
use of envy’s tongue of malice which in the Hesiodic passage seems to bear the
sense of ill-speaking to a more realistic representation; the vivid image of venom
dripping from her tongue as a result of her eating snakes suggests that malice is
inherent in Inuidia which for Ovid is presumably another possible way to explain the
epithet dvoréladog. In addition, kaxdyaprog ‘rejoicing in evil’® is clearly explained
at line 778, risus abest, nisi quem uisi mouere dolores. Nevertheless, the meaning of
the adjective is more adequate'ly 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 of others highlight per contrarium the sense
of happiness arising from the misery of others that the Hesiodic epithet suggests.
Especially, Jnuidia’s exaggerated reaction at the sight of prosperity where she has
difficulty restraining her tears, a situation that naturally causes the opposite, creates
an oxXymoron that underlines more emphatically the sense of kaxdyaproc. Further to
this, the Hesiodic epithet aroyepadnng deriving from otvyepdc + dy comes to mean
‘Joathsome in sight” with @y connected in turn with the verb dpd@ ‘to see, to look’.>¢
Although Hesiod uses the specific adjective to suggest an imagined loathsome
appearance of 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 meaﬁing of 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 of phthoneroi — inuidiosi.
35 See LSJ s.v.

3 See LS s.v.
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number of talismans (probaskania) which were thought to diverse the envious look
and thus combat it.**

In addition, the reference to Jnuidia’s black teeth (776) alludes back to the
symbolic use of the ‘tooth of Inuidia’ (ater dens) in antiquity. In literary
representations inuidia or inuidi are said to attack or tear the object of 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 of the envious was thought to inflict upon others.** Especially, the
emphasis on the blacknesé of Inuidia’s teeth suggested by the verb liuere (776), on a
literal level, results from the existence of rubigo that causes physical decay but on a
metaphorical level can be explained as an allusion to her enmity.*® This is more
effectively reflected by the double use of the same verb carpere (781). Especially,
the passive tense, carpitur, bearing the sense of self-injuring emphasizes Jnuidia’s
inherent malignity.’

Finally, the poisonous tongue of Jnuidia described at 777 bears the
metaphorical meaning of ill speaking that normally accompanies the envious. Evil
speech is often linked with the evil eye as an aspect of the ill will of the envious who
disparage others in an attempt to destroy their achievements because of envy.
Accusations come in the form of muttering, whispering or murmuring because
envious people do not express openly their enmity as a consequence of the fear they
feel to make their thoughts public. And this is precisely how Ovid represents Jnuidia

as acting when she thinks of Minerva’s success (Mer. 2.788).*® Fel (cf. felle)

“ 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
iven.

‘% 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.

4 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.

41 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. 1.81ff.; 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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‘bitterness’ but also ‘venom’® forms a matching with the last word of the line
ueneno which underlines its significance. The same emphasis on poison is again
given during Aglauros’ infection to which I will return.

Considering the above, lines 775-777 represent six of the basic and most
common external symptoms of phthonos — inuidia according to ancient thought. All
these characteristics, emaciation, paleness, filthy teeth with its allusion to the
Bitterness of the feeling of envy, green bile and poisonous tongue and especially the
sidelong glance all constitute common features of the imagery of envy. Besides, all
suggest symptoms of illness. Especially the reference to rubigo (776) and few lines
later to her manu férrugine (798) with which she first infects Aglauros indicate
Inuidia as something malum capable of corrupting the physical as well as the mental
state of those affected. This presumably follows ancient descriptions of envy as

something similar to disease.’®

1.5 The Inuidia Ekphrasis and the Aglauros Episode: Functioﬁ and

Intérpretation

So far the discussion in sections 1.3 and 1.4 has mainly focused on how Ovid
structures the portrait of Inuidia in a linear order. The poet moves the events of the
narrative in sequential order, outlining first the outer environment; then emphasis is
placed upon the main inhabitant of the place, Jnuidia. Particular attention is given to
her activities and attributes which construct her personality and less to her physical
appearance. As we have seen, Ovid selects fundamental features of the effects of

envy observed within envious people as attested in earlier sources; he chooses those

Hymn to Apollo 105-113 where Phthonos is represented to whlsper into Apollo’s ears the
critics against Callimachus’ poetic achievements.

4 Gee OLD s.v. 2.

50 For ancient representations of envy as disease see Aesch. Ag. 833-835; Eur. Fr. 407
(Nauckz) or Fr. 403 TrGF (Kannicht); Men. Fr. 538.6-8 (Koerte): 6¢ d¢ 10 kdxiorov 1dv
kax@v mavtwv pOovog / pBigikov memoike kai monjoet kail moiel, / yoxils rovypas dvaaefiis
nopdoraoig. For a listing of the stereotyped images and features attributed to phthonos -
inuidia mention in section 1.4 with further references see especially Dickie (1975), 378-390;
(1981), 183-208; Dunbabin and Dickie (1983), 7-19 on literary sources. For general
discussions on the terms inuidia, inuideo and inuidiosus see Odelstierna (1949); Stiewe
(1959), 162-171; Kaster (2003), 253-276; (2005), 84-103. For inuidia in the Roman thought
in general, see Barton (1993), 85-175 ch. 3, 4 and § with further bibliography.
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appropriate for his character and organises them in content in an integrated
representation. Literary tradition and popular belief are thus embodied within Ovid’s
Inuidia. His interest in the construction of a dwelling place éppropriate to the nature
and character of Inuidia, as we have seen, is to be found in the notion that the house
is an extension of her personality. In this respect, Ovid creates an important
narratological framework of the passage within which the personified figure has a
leading role. Having examined the portrait of Jnuidia, we shall now investigate the
meaning and the significance of the personification in the episode of Aglauros and
its relation to Ovidian aesthetics; /nuidia’s intrusion in the human world, and more
specifically in the house of the Cecropides, signals the new direction that the story
will take. Her appearance defines Aglauros’ actions that set in motion her final
transformation into stone which is the aition of the story Ovid narrates. Inuidia’s
participation in Aglauros’ metamorphosis authenticates her as an organic part of the

Metamorphoses which talks about bodies changed into new forms.

1.5.1 Inuidia and Aglauros: Punishment and Metamorphosis

A two-line speech delivered by Minerva (784-785: ‘infice tabe tua natarum
Cecropis unam; / sic opus est. Aglauros "ea est.’) forces Inuidia, although
unwillingly, to take immediate control over Aglauros. Aglauros’ behaviour so far,
Minerva’s reaction to this and the summoning of Inuidia recall the structure and -
form of the ancient tragedy. Here we can trace the triptych ofpig, arn, tiocic which
constitutes the basic form on which a tragic play is constructed: 5fpi¢c against the
gods provokes their wrath which results in the punishment of the transgressor.”! In
the same way, Aglauros’ former disobedience of Minerva is an act of 9fpi¢c which is
now doubled by her arrogance; the scheme gratia and praemia to which the girl is
aiming causes Minerva’s envy which motivates her to pay a visit to Inuidia.
Inuidia’s intervention could be considered as the ¢ty sent by the goddess. As soon as
Inuidia infects Aglauros she works through the girl’s envious mind which equally

corresponds to the mental blindness a tragedian hero suffers as well. Aglauros’ final

5! For the scheme in tragedy see the brief note from Broadhead (1960), 204-205 on Aesch.
Pers. 821-822.
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punishment (tigig) is her transformation into stone which it is eventually
accomplished by Mercury. Ovid through a chain of different events animates the
ancient topoi of tragedy; Minerva with the help of a lower power brings about the
failure of Aglauros’ plans which signals her subsequent downfall.

The brief description of Jnuidia’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 of different human parts of the

girl:

iussa facit pectusque manu ferrugine tincta
tangit et hamatis praecordia sentibus implet
inspiratque nocens uirus piceumque per 0ssa
dissipat et medio spargit pulmone uenenum.

(Met. 2.798-801)

Inuidia’s poison spreads quickly within Aglauros’ entrails afflicting the girl’s
organs. Virus ahd uenenum are similar in meaning while their vertical alignment at
the middle and ending of successive lines underscores the importance of the poison
for the transformation of Aglauros. Particularly the emphasis on the colour of the
poison, piceum ‘pitchy’ and thus black,> and its malignity suggested by nocens give
preliminary indications of its effects on the girl. Each part affected is emphatically
placed near the middle or ending of separate lines which suggests the progress of the
contamination. Pectus and praecordia are the first organs infected. Words are
carefully chosen to highlight the extent of the infection produced by Inuidia’s
poison. At first, Inuidia strikes the very heart of the girl, her pectus, the centre of the
human emotional experience. The verbs fangere and implere emphatically stress the
direct contact of /nuidia to Aglauros which suggests the immediate contamination of
the girl. Jnuidia’s initial touch gives the first fatal results: black rust defined as

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

52 Gee 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 of anxia at the end and beginning of successive lines and the antithesis
created by the pairing of nocre and Juce at 806 and 807 respectively underlines the
unceasing nature of her suffering. The internal torment causes her wasting while the
simile of the melting ice creates visual images of the condition of her body. In
addition, Jnuidia’s uenenum working through the senses but especially through the
eyes of 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 of Herse marks Inuidia’s full control over her vision and mind
which in turn sets in motion the gradual alienation of Aglauros from herself;, this sets
the scene for the ﬁnal steps in the story.

Aglauros’ physical metamorphosis into a rock is thus an extension of her
emotional change observed in her attitude as /nuidia attacks the girl. Envious of 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 of Aglauros with Jnuidia is still
remarkable even durihg her final transformation where her lost of humanity is

visually verified:

surgere conanti partes quascumque sedendo
[flectimur ignaua nequeunt grauitate moueri.

illa quidem pugnat 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 respiramina 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.

(Met. 2.820-832)
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The interchange between images of immobility and movement emphasizes the
paradox of 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 of 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 of the freezing of blood in her veins
which predicts the forthcoming death. The use of pallescere here is used in its
metaphorical meaning referring to the pallor of ah imminent death;® the letalis
hiems of 827 reinforces more effectively this sense;® as her body gradually petrifies
affecting vital bodily tissues, her blood begins to dry too thus foreshadowing death.
When it reaches her pectus (827) the area where lnuidia has first poisbned 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 of human speech indicated by the nec ...
loqui (829) essential characteristic of humans testifies to the end of Aglauros’ human
life. The confirmation of the change is given at line 831, signumque exsangue
sedebat. 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
of her envious mind.*? The ‘hinc ego me non sum nisi te motura repulsd’ of 817

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

8 E.g. in Virg. den. 4.644: pallida morte futura; 8.709: pallentem morte futura. Cf. Hor.
Carm. 1.4.13: pallida Mors; Lygd. [Tib.] 3.1.28: pallida Ditis aqua; 3.5.21: pallentes undas,
Virg. Aen. 4.26: pallentis umbras Erebo; G. 1.277: pallidus Orcus. For the use of pallor,
pallidus, pallens and the like for underworld, death and the dead see Pease (1935), 109 on
Aen. 4.26; Nisbet and Hubbard (1970), 67 on Hor. Carm. 1.4.13; Antolin (1996), 443 on
Lygd. 3.5.21; Maltby (2002), 349 on Tib. 1.10.37-38.
8" The combination letalis hiems here is striking. The epithet letalis meaning deadly or lethal
is associated with death while hiems regularly is used for the coldness of the weather during
winter. The clustering suggests a metaphorical connection of the noun hiems with the cold
“caused by death and thus here has the metaphorical meaning of frigus which is also
associated metaphorically with death (OLD s.v. frigus 4a); e.g. Ov. Met. 2.611: frigus letale
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 Inuidia and her victim Aglauros. For
similarities see also Anderson (1997), 330-332 on Ov. Mer. 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 Metamorphoses see also Bauer (1962),
1-21.

LEEDS UNIVERSITY LIBRARY
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Mercury brings into effect Aglauros’ accidental statement makes him the perfect
statue méker (see also the story of Battus narrated at Met. 2.676-707). This ability
that Mercury enjoys establishes him at the same time as the perfect artist as statue-
making suggests production of images that are set before our eyes; this in effect is
connected with the technique of enargeia which encourages thé visual perception of

| what we witness. Yet, vividness in description is one of the main concerns of the
poet-Ovid as well. .

In this framework, signum (83 1)63 and the nouns saxum (830) and /apis (832)
which precede and follow, are carefully used here to emphasize the significance in
the production of visual images. The details which follow the transformation and the
specification of the colour of the statue have an immediate appeal to the senses. The
permanence suggested by Aglauros’ petrified body gives the impression of a frozen
poetic image that is vividly described before our eyes. Mercury-artist becomes thus a
reflection of the poet-artist.64 Equally, Inuidia’s ability in creating convincing
likeness of images which are indistinguishable from real representations creates a

~ sophisticated identification between her and the poet. Ante oculos and sub imagine
emphatically juxtaposed at lines 803 and 804 respectively draw attention on
Inuidia’s reliance on vision to make her work successful. This makes her further the
embodiment of the poet’s power of enargeia. Indeed, visual illusions have the power
to induce the sense of realistic representation which in many instances is identified
with the power that Ovid possesses to animate his narrative by making us eye-
witnesses of the events in process. The bond is more effectively emphasized by the

265

choice of the verb facere both ‘to make, to create or ‘to compose’™ which is directly

connected with Inuidia’s activities. Facere marks a hidden connection with the

% See OLD s.v. signum 12a: A sculptured figure, commonly of a deity, statue, image. b) a
figure engraved, embroidered, etc., in relief. ¢) a figure in a painting.

64 Mercury is an artist in the creation of statues as the poet Ovid is an artist in making
pictures come to life. This emphasis on the artist and his art is one of the major concerns of
the poem. Compare the song contest between the Muses and the Pierides at Met. 5.294-678;
the weaving contest between Minerva and Arachne at Met. 6.1-145; Orpheus as the
archetypal poet-singer who has the power with his song to bring back to life Eurydice (book
10); Pygmalion is a model-figure of the greatest sculptor-artist in Met. 10.243-97 who can
create statues that convince about their vividness and reality. For art and the artist in the
Metamorphoses see further Leach (1974), 102-142; Solodow (1988), 203-231 ch. 6.

65 Gee OLD s.v. facio 3, Sa.
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represented as awaking fire in the bones of Aglauros. However, this fire will be
different from the fire that Mercury already feels. Aglauros’ fire is metaphorical and
mainly documents her emotional distress on watching, or better say, on imagining
the happiness of her sister. The change in imagery from ignis to frigus brought about
by the inflaming Mercury as a punishment enhances the contrast between life and
death. Thus, as we come closer to Aglauros’ final metamorphosis into a rock,
imagery connected to death is more explicitly developed. Especially, the sense of
death is yivid]y captured in the frigusque per ungues / labitur et pallent amisso
sanguine uenae (823-824) which glosses the signum exsangue of line 831. Amisso
sanguine (824) emphatically describes the dying of the human body as it highlights
the loss of blood. In this sense, amisso sanguine is equal in meaning with sine
sanguine which defines the adjective exsanguis. Absence of blood suggests absence

of life which seals the fate of Aglauros.'?'

1.7 Concluding Remarks

The examination above presents a number of conclusions regarding the
general purpose of the incorporation of Inuidia’s episode within the Aglauros’ story.
In the first place, Inuidia’s portrayal is subject to certain features within the
framework of a stereotyped tradition concerning ancient superstitions about envy and
its potency to cause harm. Ovid studies in depth multiple features of envy found both
in Greek and Latin sources which he reforms under a concrete personified figure.
This allows for a parallel examination of Ovid’s Jnuidia in the light of other
testimonies which leads to a number of interesting conclusions. Secondly, as seen,
the Inuidia episode is well motivated in the general narrative framework while her
transformative abilities connect her directly to the basic theme of the poem.
Aglauros’ identification with Jnuidia sets in motion her emotional transformation

while her transformation into stone is an extension of the change observed in her

121 por ancient etymological association on exsanguis see, for example, Claud. Don. Aen.
2.210 p. 177.8: exsangues ... proprie significantur sine sanguine; Schol. Stat. Theb. 6.196:
sanguis proprie videtur animae esse possessio, unde ‘exsangues’ mortuos dicimus; cf. also
Isid. Orig. 10.89: exsanguis, quod sit extra sanguinem. Maltby (1991), s.v. exsanguis.
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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 of images which in turn
underscores the poet’s interest in visual representations. Production of images is also
a characteristic feature of 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 of seeing hint at the importance of 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 of 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 of the Metamorphoses. Besides,
literary background connects the personified figure of Phthonos, as we have seen,
with equal programmatic statements of art. What is more, the use of the
personification of Inuidia in a narrative context that owes much to Callimachus
reinforces its programmatic use here. Overall, the examination of 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 of two
generic traditions which marks the distinct character of Ovid’s epic endeavour.
Significant thematic links are emphasized through clever combinations of 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 of the close

relationship between poet and text.
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Chapter 2

Fames

2.1 Introduction

Taking the cue from book 2, Ovid redeploys at the centre of the Metamorphoses
story telling as an important feature of his poem while Callimachus is still a
recognizable intertext for the stories told. Chapter 2 is concened with a detailed
analysis of the importance and narrative significance of Fames appearing in the story
of Erysichthon which to a certain extent is an extension of the personification of
Inuidia as similar motifs and thematic links connect the two personified figures;
repetition of imagery found in the Jnuidia episode is here more methodically refined
and developed while Fames® physical appearance is an expansion of that of
Inuidia’s. The Fames episode is developed within the scheme 3fpig, ary, tioig,
already introduced with the Inuidia ekphrasis, as transgression and divine
punishmeht are important features for the appearance of the two. In this sense, both
Inuidia and Fames are sides of the same coin although the cause that prompts the
summoning of each personified figure varies from one episode to the next. The
discussion will focus on an exploration of the poetic significance of the Fames
ekphrasis both in the Erysichthon episode and in the Metamofphoses. The precision
that Ovid induces in the use of language with his tendency to create new verbal
twists is more effectively demonstrated in the transformative potentials of the
personification; the contrasting tones produced enhance the variety of style and

themes both embodied in the physical body of Fames.

2.2 Preliminary Remarks

Fames, the second of the four extended Ovidian personifications, appears in
book 8 of the Metamorphoses. Worthy of mention is the fact that the Fames
ekphrasis is itself an embedded episode included in the story of Erysichthon, which
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itself is an inset story told during the dinner in the cave of Achelous as part of the
general ques'tion whether or not a character can undergo metamorphosis. Although
Mestra is the main character directly connected to the‘subject of metamorphosis as
she has the ability to change into multiple forms (Met. 8.738-739), the greater part of
the episode is devoted to the character of Erysichthon, her father. The Fames
ekphrasis is introduced in the middle of the story and works as an interlude between
its two parts, Erysichthon’s impious attitude and his subsequent punishment. The
complexity of the scheme which ¢onnects the Fames episode with the rest of the
story, given in the form of an embedded story within a story which in turn is an inset
story in a larger group of narratives about metamorphosis, highlights from the very
beginning the complexity in the construction of the personified Fames.

The story begins with a reference to Erysichthon and his impious act.
Erysichthon, by nature a contemptor divum,! decides one day to chop down an old
tree dedicated to Ceres. Ignoring the votive offerings hung on its branches
Erysichthon cuts down the gigantic tree and kills the dryad nymph living inside. The
other dryads call upon Ceres to avenge the loss of their sister. As punishment, the
goddess summons to her assistance Fames to plant herself in Erysichthon’s body, so
that he is continuously tormented by an insatiable hunger; once Fames takes action
upon him, the results of the divine punishment begin to emerge: the more
Erysichthon eats the hungrier he becomes. The story ends with a simple reference to
his autophagy. | |

The fact that the first full version of the myth of Erysichthon is narrated in
the Callimachean Hymn to Demeter (lines 31-117) while other versions of the story

survive only in fragments,2 suggests that this story does not belong among the well-

' The characterization reminds us of Virgil’s Mezentius who is presented as contemptor
diuum at Aen. 7.648; cf. also Met. 3.514 where Pentheus also is called contemptor superum.
Hollis (1970), 134 indicates the verbal similarities between Ovid’s Erysichthon and Virgil’s
Mezentius (cf. Met. 8.739-40; 761; 765-70; 792; 817 and Aen. 7.648, 8.7); see also Galinsky
(1975), 7-8; Solodow (1988), 160 and 248 n. 4; Van Tress (2004), 181 all of whom draw
attention to Ovid’s allusion to Virgil. Worthy of note is the fact that Ovid seems to offer a
kind of commentary on Virgil as lines 739-740 give a periphrastic explanation of the phrase
contemptor diuum as qui numina diuum / sperneret et nullos aris adoleret odores which
glosses the Virgilian terminology. Such periphrastic references are features of the epic style;
Hollis (1970) commenting on verse 738 observes that “periphrastic method of description is
regular in epic poetry’; also Van Tress (2004), 181. For the use of the stylistic feature of
?eriphrasis in Ovid in general, see Frécaut (1972), 95-104; Solodow (1988), 132f.

Cf., for example, Hesiod, Catalogue of Women (Fr. 43a Merkelbach-West); Lykophron,
Alexandra 1393-1396; Nicander, Heteroioumena (Fr. 45; also cited in Antoninus Liberalis
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known or perhaps well-treated myths of the ancients. This gives Ovid the ability to
work on it more freely; what is more, the connection of the Fames ekphrasis (Met.
8.788-822) with the rhetorical technique of enargeia contributes to a certain extent to
the visualization of the text. The investment of a single piece of information or series
of details with realistic tones adds to the vividness of the character that Ovid creates
here.

In a passage of roughly thirty-five lines, Ovid manages to build up Fames'
image calling upon vision. The scene opens with a brief representation of 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 of view on her arrival at Scythia (Met. 8.796-800), which in turn gives way to a
detailed description of the character’s iphysical appearance (Met. 8.801-808). The
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 of Fames' effects on Erysichthon (cf. Met. 8.823-

846 and Met. 8.875-878).

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

The preparation of Fames' appearance in the story is well articulated: Ceres
agrees to the punishment but some technical difficulties keep the goddess from the
immediate imposition of the penalty while Ovid delays her entrance in order to keep
interest alive; Ceres cannot contact Fames personally because of the potential danger

of 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; Borner (1977), 232-238;
Hopkinson (1984), 18-31; Robertson (1984), 369-408; Griffin (1986), 55-63; Degl’Innocenti
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 of 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 of his punishment. The coupling of the antithetical pictures created by the
fecundum orbem and the domos inopes, suggests the opposition between two
different modes of life, that of civilization and barbarity represented by the world of
Ceres and Fames respectively. A similar juxtaposition between the antithetical
powers of Ceres, the goddess of abundance and agriculture, and Fames, the
embodiment of 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 of 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 of Ceres {Met. 8.821) and
vindicates her immediate departure. The grouping ofthe two powers creates an equal
symmetrical structure and highlights their importance for the dispatch of the
punishment: Erysichthon’s transformation into boulimos is an effective consequence
resulting from his impious behaviour towards Ceres.

The choice of 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 of contact with
Inuidia's dwelling place. Inuidia, an equally uncivilized figure, is found to inhabit a
cave while the description of her place with the emphasis on the lack of 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 | 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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which is further emphasized by the repetition of the epithet ristis. Besides, ancient
genealogical associations offer sufficient evidence of Fames® connection with Hades.
In the Aeneid, for example, Fames appears to inhabit the very entrance of the
underworld along with other dark and chthonic powers (cf. den. 6.273-84); this
connection may follow from Hesiod where /1ud¢ together with other evil personified
figures are listed among t‘he offsprings of "Epig (Th. 226-232) who in turn belongs to
the genealogy of Night (7h. 211-225).

2.4 Constructing the Portrayal of Fames (Met. 8.799-808)

As soon as Ovid gives the necessary specifications of Fames’ location and
abode, he immediately turns to the description of her physical appearance. Her
portrayal is gradually constructed and it is divided into three different parts in the full
picture of two, two and six lines respectively. The appeal on the senses of vision
suggested by the verbs widere (799 and 809: widit; 812: uisa) and spectare (803:
spectari), as well as the second person address putares (805) add to the vividness of
what Ovid describes here. ' '

Fames enters the scene with a two-line introductory comment which precedes
the main description and concerns aspects of her character.'' The unusual and almost
dehumanized first impressfon created by her representation as sitting all alone in a
rocky field and digging up the scanty herbage with her nails and teeth (Mer. 8.799-
800) emphasizes her monstrosity and paves the way for the description that follows.
Aside from its evident literary effect, Fames® first appearance bears deeper

meanings. If we accept an etymological definition of the name of Erysichthon from

épdew + xOcdv, meaning ‘tearing up the-earth,’'? it can then be argued that line 800,

19 For general discussions of the Fames episode and of Fames’ representation see Bémer
(1977), 248-262 on Met. 8.777-842; Griffin (1986), 60-61; Solodow (1988), 197f.; Tissol
(1997), 67-72; Fantham (2004), 111f.; Lowe (2008), 427-429.

Y Fames or Limos as personifications appear in Hes. Th. 226-227; Op. 298-302; Semon. Fr.
7.99-102 (Campbell); Plaut. St. 155-170; Virg. den. 6.268-281. For a listing of ancient
sources see also Roscher s.v Fames; RE s.v. Fames (Waser); Schaffner (2004), 331 s.v.
Fames: de Velasco (1988), 288 s.v. Limos.

12 18J s.v. EpvaiyBwv. Robertson (1984), 387-388 discusses an interesting association of the
name Erysichthon with agricultural meanings. He identifies the first element of the name as
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unguibus et raras uellentem dentibus herbas, which represents Fames® activities
glosses the etymology of Erysichthon’s name. By hinting at this etymology, Ovid
tries to equate the two protagonists from the very beginning; after all, as will be
discussed below, Erysichthon will turn into a new version of Fames. Furthermore,
Fames’ hostility towards the éarth, as seen by her violent act upon the rare
vegetation of the place, reinforces the previous indications of the poet on the hostility
between Ceres and Fames (cf. Met. 8.785-786; also 814) which results from the
antithetical powers they represent: grauidis oneratos messibus agros (781) as
opposed to sterilis sine fruge, sine arbore tellus (789). This point becomes more
striking, if we bear in mind representations of the goddess Ceres sitting upon the
earth or a rock, as for example the figure of the Ara Pacis."” Ancient etymological
derivations of Ceres’ Greek name from yij wijtnp (dnuntnp — De-meter = Ge-meter)
underscores her connectjon with earth. In this respect, the essential nature of the
goddess was associated with I7j Which gradually was identified as the mother
goddess of earth (Mater T erra).” Further, the figure of the goddess Ceres was
frequently used as a metonymy for brgad15 which gradually came to mean also the

personification for the wheat and her name could be interpreted — as in Greek — as

épbw “to rend’ and he reads Epvoiy0wv as ‘earth-render’ and thus he equates him with a
ploughman. He also cites ancient examples to support his argument. In Strato Comicus
(fr.1.19 K-A) the word EpvaiyOcwv ‘is a kenning for a pig or an ox’; in addition, Lykophron
playfully refers to such connotations implied by the etymology of his name: Tijs
ravtoudppov fascdpas laumovpidos / toxijog, N1’ dgaior taic xal’ juépav / Podmeivay
aAfaiveoxey diuaiav matpds, / 6Oveta yatouodvrog Aibwvos nrepa (Alexandra 1393-1396).
Murray (2004), 238f., on the contrary, sees in Achelous’ words continuam diduxit humum
(Met. 8.588) an etymological gloss on Erysichthon’s name from épdw and y0chv which she
further suggests sets up a connection between the two,

13 For a discussion of the goddess Ceres on the Ara Pacis relief see Spaeth (1994), 65-100.

4 Diodorus Siculus (Bibliotheca 1.12.4) suggests that Demeter’s name had derived from a
combination of Iij and Mijrp. See also Griffin (1986), 59 and 63 n. 26; Tobin (1991), 190-
191; Spaeth (1994), 71 and n. 54. Latin etymologies of Ceres highlight the derivation of her
name from the bearing of fruits; Ennius ap. Varro Ling. 5.64 defines her as quod gerit
fruges, Ceres; Cic. N.D. 2.26.67: Mater autem est a gerendis frugibus Ceres tamquam geres,
casuque prima littera itidem immutata ut a Graecis; nam ab illis quoque dgojp quasi yij
wijtnp nominata est; 3.20.52: Iam si est Ceres a gerendo (ita enim dicebas), terra ipsa dea
est (et ita habetur; quae est enim alia Tellus); 3.24.62: Ceres a gerendo. For other
etymological connections see also Serv. on Virg. G.1.7: Ceres a creando dicta; For the
etymology of Ceres’ name see Maltby (1991), s.v.; O’Hara (1996), 51, 253.

15 Ceres meant originally bread; on this see Fowler (1888), 311. The association of a god or
a goddess with human conditions is broadly used by the Greeks. Thus, for example, Athena
is equated with wisdom, Themis with justice, Ares with war, Aphrodite with love and so on.
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mother of corn or grain.'® Thus, the damage that Fames causes upon the earth is
translated into an act of violence against the goddess herself, Although Fames and
Ceres are in fact hostile to each other, the connection of the goddess’s name with
earth and abundance comes as an explanation for the choice of hunger as ideal
punishment for Erysichthon: he has impiously violated the sacred earth of the
goddess so a punishment that is directly opposed to her attributes must be inflicted
on him. ‘

The following eight lines centre on a step by step physical description of
Fames® appearance. In order to make the figure look more human Ovid divides the
description into two different parts. The first part occupies two lines (Met. 8.801-
802) and is mainly concerned with a delineation of her head. Fames’ filthy and
neglected appearance comes first. The emphasis on her rough and unkempt hair
(Met. 8.801: hirtus erat crinis), the lack of adornments and her indifference over any
kind of beautification visualize her as a woman who lacks any feminine charm. This
picture is developed further in the listing of specific physical details which follows.
Emphasis on her hollow eyes (Mer. 8.801: caua lumina), her pale face (Met. 8.801:
pallor in ore; cf. Inuidia in Met. 2.775: pallor in ore sedef) as a consequence of the
shortage of food and the icy place she inhabits, and her filthy lips and throat (Met.
8.802: labra incana situ and scabrae rubigine fauces; cf. also Inuidia at Met. 2.776:
liuent rubigine dentes) fill up her profile. In addition, the reference to crinis (801),
lumina (801), os (801), fauces (802), ossa (804), cutis (803), uiscera (803), uenter
(805), lumbi (804), pectus (806), articuli (807), labra (802), ungues (800), dentes
(800), all alluding to physical parts of the human body and face, make us imagine a
more anthropomorphic shape of Fames. Teeth, lips and throat suggest the existence
of a mouth and are all important human elements connected with the production of
speech (characteristic of humans). These in combination with the reference to the
eyes, which constitute part of the face, raise expectations for the creation of an

anthropomorphic personified figure.

1 For the interpretation of Ceres’ name as meaning wheat, bread or corn see also OLD s.v.
Ceres. In Roman period Ceres is viewed as a personification of grain; this is suggested by
her association in many occasions with terms like fruges or Sfrumentum as phrases like
Frugifera, Mater frugum, genetrix firugum, potens frugum, uel dea Srumenti show (cf. Ov.
Fast. 1.671; Met. 5.490, 6.118; Am. 3.10.35). The use of her name as substitute to grain is
also common in the poets; e.g. in Virg, 4den. 1.177. See also Spaeth (1994), 72 and n. 61,
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Nevertheless, the subsequent lines (Mer. 8.803-808) show that nothing
human exists in her; she ‘has no inner life, no feelings or thoughts.’'” The
description moves from the head to the body. Emphasis is given to her hard skin
through which spectari uiscera possent (Met. 8.803; cf. also Inuidia in Met. 2.777:
pectora felle uirent which suggests that her breast in apparently visible); her bones
sub incuruis exstabant arida lumbis because of the lack of food (Mer. 8.804); her
stomach itself has Wasted away so it is absent (Met. 8.805: uentris erat pro uentre
Jocus).'® In addition, the thinness of her body is awkwardly reflected in a series of
paradoxical expressions: pendere putares / pectus et a spinae tantummodo crate
teneri (Met. 8.805-‘806); auxerat articulos macies (Met. 8.807); genuumque tumebat
(Met. 8.807); orbis et immodico prodibant tubere tali (Met. 8.808)."° Ovid’s wit is
apparent in the way he creates opposing situations; his claim of the existence of a
dura cutis (803) is at the same time opposed to his statements that her wiscera can
actually be seen from within (803); this paradoxical statement suggests the presence
of a fleshless body which undermines the use of cutis here and thus the presence of
flesh. This play on absence is more vividly described a few lines later when the poet
writes uentris erat pro uentre locus. In fact she has no stomach at all. Thus, human
parts are invoked only to stress the oxymoron evident in the stylistic design of
Fames: that hunger as a human condition which by its meaning is directly connected
to absence can in fact acquire an imaginable body and thus gain an existence.?’ The
paradox becomes even more obvious in the interchange between fames as an abstract

feeling and Fames as an embodiment of a hungry person and the physical symptoms

1 Solodow (1988), 198.

8 The reference to Fames’ wasted stomach follows information found in Plaut. Sr. 236:
adhaesit homini ad infumum uentrem fames (McKay (1962), 109); St. 341: quid ego, quoi
misero medullas uentris percepit fames?. A parallel description is also found in Callimachus
h. 6.92-93: kai tobtwv éu uélov Etdketo, pést’ émi vedporg / Serkaie Pvég 1e xai dotéa
u@vov EeipOn.

19 Cf. Hes. Op. 497: obv meviy, Aemtjj 08 maydv noda yeipi miélyg; see also T on Hes. Op 491-
492 <496-497>: za)v Az,uwrrovrwv 1005 modag maybvesOai ¢noi, 10 &' dllo odna
JerroveaOar. xai eig vouog v Egeciov iy éleivar morpi naidag drnobiolm fwg &v dia Aov
mayvvlij Tod¢ médag. See also Hollis (1970), 141 on Ov. Mer. 8.808 and Bomer (1977), 255
on Met. 8.807 who notes the swelling of the feet as a characteristic symptom of hunger with
further ancient references.

20 Tissol (1997), 68 considers Fames an extreme case of personification because Ovid here
seems to make ‘an absence into a body, a lack into a character ... Fames is paradoxical in
uniting opposites — absence and presence, richness and deprivation.’ See also Hardie (2002)
234-235 who observes similar paradoxes in the use of the figure.
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that this causes in people.?! Fames is hungry so is the thinness of her body; she is
actually so thin that peragit perque aera uento (Met. 8.815).

The rapid movement from head and face to bodily details, intentional as it
may be, gives the impression of Fames as being a synthesis of disparate parts that do
not show any kind of organic connection between them; the emphasis on the parts
that are absent highlights this impression of separation?? Fames’ ailing body
becomes a symbol of a body that is suffering a violent disease and thus is dying. This
at the same time expels Fames from the human world as she is identified to an evil
that can causé corruption. 23

Descriptions of visually loathsome personified creatures were a favourite
topos in ancient literature. The lliad, for example, offers similar descriptions. In
book 4.442-445 Eris is represented as a supernatural agent and as a personification
of social discord while her powers are summarized in her ability to change through
growth: 77 t’ 6y pév mpdta kopbooetal, avtap éncira / odpavéd éotipite kdpn xai |
émi yBovi faiver (Il. 4.442-443). Later in Book 9 the description of Litai as ywlai 1e
pooai 1€ wapofldnés T’ 6pbatucy (503) calls upon vision to create an imaginable

physical body for them (/. 9.511-12).%* However, of much interest because of its

2! See Solodow (1988), 198 and Tissol (1997), 68 who also note the fact that Fames is the
embodiment of a hungry individual.

22 This head to foot description follows the rhetorical regulations for ékppaais mpoeddmoo for
which see the reference cited in McKeown (1989), 116-117 on Ov. Am. 1.5.19-22 with
further examples. He argues that the catalogue of Corinna’s physical parts follows the same
rhetorical rules, with progress from head to body. ‘

3 It is worth noting that many of the stock characteristics that Ovid uses to describe Fames
are also found in representations of the personification of Geras or Senectus; for example,
the references to the thinness on face and body, to physical weakness, wasted almost skeletal
framework, unkempt hair and filth, deeply sunken cheeks and eyes, paleness, sleeplessness
and physical shortcomings to shoulders, loins, hips and other physical decays. Such
descriptions equate the body of old people to that of a corpse. In Roman thought the
personification of Senectus — the Latin equivalent of the Greek Ijpag — embodies all the
great evils of the human kind which Hesiod associates with one way or another with the
underworld: grief, misery, disease, hunger, discord, envy, fear, poverty, greed, war, and the
like (for the lineage of Geras and Senectus see Hes. Th. 211-25; Cic. N.D. 3.17.44). For this
reason old age was considered as a disease or a great evil. Horace Epod. 8.1-10 offers a
characteristic example of an attack against an old woman; cf. also Prop. 4.5.59-78; Ov. Am.
1.8.109-114; Hom. Od. 13.397-403; 24.223-234. For a detailed analysis on the general
characteristics of old age and how people usually treat elders in Latin society and literature
see Parkin (2004); on views of old age among the ancient Greeks with references to artistic
representations and inscriptions see Richardson (1969). _

* For Eris see further Kirk (1985), 380-382 on Hom. JI. 4.440-445; Teskey (1996), 40f: for
Ate and Litai see Hainsworth (1993), 128f. on Hom. J/. 9.502-512; Yamagata (2005), 21-28
with further references; also Solodow (1988), 198-199.
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profundity in physical and visual details is Hesiod’s description of Achlys:® in
addition, her association with hunger provides useful material for comparison with

the details Ovid develops in the portrayal of Fames:

map O’ AxAb¢ elotnker émouvyeph 1€ kai aivy,
YAWp avatalrén lud xatamenTnvia,
yovvoTmayns, pakrpol 8’ ovoyeg yeipeooy dijooy-
TijG €K UEV PIv@v udéau péov, éx 0¢ maperdsv

o’ areleifer’ épal §j 8’ Gmintov cecapuia
elotixel, ToAR 08 k6vic katevifvobev duovc,
OGKpval HVOALEN.

(Sc. 264-270)

Ayivc being here the embodiment of the darkness of death?® enhances the idea that
suffering from starvation is considered as evil too. This metaphorical connection
highlights more effectively Fames’ association with death.” Ovid seems to re-use
and rework specific information provided by Hesiod vx;hich he translates or explains
further. Be that as it may, the epithet yAwpn ‘pale’ corresponds to the pallor evident
on Fames’ face (Met. 8. 801); equally, the genuumque tumebat of line 807 explains
the meaning of the Hesiodic adjective yovvomayrc (266) while the additional details
given in the same line and the next, namely auxerat articulos and orbis et immodico
prodibant tubere tali (807-808) expand further the notion; this creates visual images
of bodily disfigurement and thus captures in an exaggerated tone the effects of
hunger on people; what is more, the details provided at lines 265, Aiu@® KaramenTRvia
and 266, paxpoi 6’ ovoyeg yeipeoorv vmijoav in Ovid’s passage are reflected in the
simple reference to macies (807) and ungues (800) while the information about

Fames® dura cutis, per quam spectari uiscera possent (803) hints at a gloss of the

% For a similar wealth in visual details see also the description of Keres at Hes. Sc. 249-257.

% For the different meanings of AyAdc see LSJ s.v.; see also Od. 20.356-357 where Ayidc is
also connected to Erebos and darkness: iuévov Epefoode sno {Spov- 1jédiog 8¢ | obpavod
élanbrwie, Kok 8’ EmOEdpouev ayAi.

7 Compare also with other ancient views on hunger as ill. For example, Aeschylus points
how loathsome hunger can be for houses (4g. 1641-1642: &4’ 6 dvoping oxdrew / A1pog
Ebvoixog palbakdv op’ éndyerar.); in addition, Hippocrates represents hunger as disease that
makes the bodies to waste away (4Aph. 7.60: Toior siyuac toiov dypag tg aapkag Exovot
Jyov éumotelv: duog yap Enpaiver 1 oopaza); cf. also Hom. Il 19.353-354: Véxtap €vi
orjfeoo1 koi duPpoainy éparerviyy / 6td¢’, iva pi piv Ao areprig yooval’ ixoiro and Od.
12.41-42: mavteg pév orvyepoi Odvator derdoior Ppotoiar, / Jud 8' ofxtiorov Oovéerw kai
TOTUOV EMIOTETV.



68

epithet dootarén.?® The use of durus may be explained here as dry which emphasizes

Fames’ withered skin as a consequence of her bodily emaciation.

2.5 Fames’ modus operandi ... Inflicting Punishment (Mez. 8.814-822).

The delivery of Ceres’ message (Met. 8.809-813) works as a transitional link
between the description of Fames’ appearance and the infliction of hunger on
Erysichthon. Ovid does not spend much time in describing how the nymph transfers
Ceres’ commands to Fames; he seems to imply this in a summarized statement
where he assures us that she refert mandata deae paulumque morata (Met. 8.810).
There is no need to delay Erysichthon’s punishment anymore. Therefore, the poet
forwards the events to the final execution of the agreed penalty. The nymph is
immediately removed from the scene with the humorous excuse that she cannot bear
to stay any longer as she began to feel hungry (Mer. 8.812-813), although she has
just arrived (Met. 8.811). A moment later Fames carries out Ceres’ commands; she
flies through the air to ];rysichthon’s house in Thessaly and breathes herself into him

while he is sleeping:

ad iussam delata domum est et protinus intrat
sacrilegi thalamos altoque sopore solutum
(noctis enim tempus) geminis amplectitur ulnis
seque uiro inspirat faucesque et pectus et ora
adflat et in uacuis spargit ieiunia uenis

(Met. 8.816-820)
Fames® poison is spread all over Erysichthon affecting parts of his human body
which are emphatically grouped at line 819. The poison works its way through
Erysichthon’s fauces, pectus and ora while the choice is deliberate rather than
random. Line 819, faucesque et pectus et ora, repeats in reverse order physical parts

of Fames described at 801, 802 and 806; this hints at an early identification between

2 The adjective adotatéoc ‘dried up’ (see LSJ s.v.) is rarely used in literature. A first
occurrence is to be found in Hom. Od. 19.327 where Penelope uses it to describe the
withered skin of Odysseus who is disguised as a beggar; also see Theoc. 14.4; Call. h. 6.16
A.R Arg. 2.200 with Hopkinson (1984), 95 and Murray (2004), 219.
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takes up the role of 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 of the underworld which foreshadows to a certain

extent Erysichthon’s imminent ‘death’.

%+. +$ 3 3 *

The departure of Fames from the scene signals the beginning of a new series
of events in the story. Ovid focuses again on the main protagonist where a listing of
Fames’ effects is outlined. Erysichthon experiences the first symptoms of hunger
while still asleep. Imago, bearing the sense of hallucination, is a keyword here.
Eiysichthon’s vain attempts to feast on unreal food capture vividly the size of his
deception caused by the false images of banquets appearing in his visions. Sub
imagine, as in the case of Inuidia and Aglauros, draws attention on the importance of
vision. Imagines sent by Somnus do have the ability to induce the sense of 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 of thin air produce a sense of emptiness which in a manner of speaking
foreshadows Erysichthon’s subsequent voraciousness;3 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 of being hungry {Met. 8.831-832); this contrast is more effectively
stressed by the oxymoron of 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 of Fames. The identification between the two is aptly
achieved in the repetition of a similar imagery: the locusfit inanis edendo {Met.

2 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 of 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
temptarer amore.!e 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 of the devotion to love. In
listing of a number of 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 of weight (22: aut cur sim toto
corpore nullus ego). The phrase toto corpore nullus ego echoes the traditional topos
ofamatory poetry which frequently represents the lover as growing thin by love.%

In this regard, Fames' connection with the imagery and topoi of elegiac
poetry relates her to the elegiac lightness which makes a witty allusion to the poetic
principles of 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 of paupertas which figures as metaphor for the
Callimachean stylistic stereotypes of smallness and simplicity in language and
subject-matter in contrast to the excess in themes and pompous language of 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,

3 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.

% 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 Cecbv odvvqum ¢xqri/ nenappevog Si’ omecov
(Fr. 193 West); Theocritus (ld. 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.
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later Fames is called ieiuna, a word metaphorically connected with the plain poetic
style, as suggested by its connection with the term fenuis, hinting at the
Callimachean ideal.*® In this respect Fames’ use in the episode is primarily literary
as she becomes a manifesto of Ovid’s poetic style. The blending of genres effected
on a metaphorical level on the different interpretations of Fames® description creates
a strong connection with the proem of the poem where Ovid announces its neoteric
orientation.**

This generic differentiation is more emphatically illustrated in the description
of Fames’ physical appearance; thé duality in diction points again to two ways of
writing. Yet, Fames’ pallid complexion and her emaciated physical look empioys
allusions to the Alexandrian slender verse while firigus (790), hirtus (801) and dura
(803) create an opposing image of rigidity and harshness which points to the epic
stylistic grandeur that contrasts the refined and light verse of elegy.*’ Besides the
epithet durus is a technical term for the epic verse.*® Especially lines 802 and 807
schematize more effectively the stylistic contrast. The juxtaposition of scabrae (802)
auxerat and tumebat (807) creates a playful allusion to Callimachean imagery
developed in the concluding lines of the Hymn to Apollo. Filth and swollenness are
metaphors for the epic verse which Callimachus connects with the great flow of an
Assyrian river (Call. h. 2.108-109: Aggvpiov motauoio uéyag poog, ahé 1o molié /
Abpora yiic kai molAov €9’ Gdatt ovppetov Exxer.). In this context, the macies of 807
technically works as a substitute for smallness making thus an allusion to the ‘low’
style of elegy. The antithesis created between Fames® ‘attenuated’ body and her
‘swelling’ feet visualizes the contrast between durus — grauis and leuis — mollis

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

* Cf. for the use of ieiunus as a technical term for poetic style see the entry in OLD s.v.
ietunus 2¢. 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 1. 264
A. ieiunium ... dictum est quasi inedium, quod abstinentes diutius ad inediam usque
perducat; 1sid. 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
feiunium dicitur). . .

4 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.

** For pallor and frigus as key terms for poetry see also ch. I, p. 43 n. 82 and 85.

46 See Hinds (1987), 21-22, 126-127, 141 n. 58.
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Ovid’s ‘deliberate’ transformation of his literary sources. Following this train of
thought, the use of the verb nouare and the noun forma at 853 can also bear
metaphorically the meaning ‘new in form’ in the sense of a reshaped version of the
story. In the same way, the phrase transformia corpora at line 871 announces the
subject matter of the poem as stated in its opening lines but also reflects the notion of
metamorphosis in style. Transformation becomes a dominant .element in the story
both in its literary and metaphorical sense. The distinctiveness of Ovid’s story serves
as an example of the transformation that the poet frequently enough effects on his
literary models. What is more, the fluidity of Mestra’s art is anticipated in the
continual change of shapes while the random transformations suggest
unpredictability. This in turn is a reflective metaphor for the art of the poet-Ovid and
of the Metamorphoses; constant change (in themes, imagery and tone) is one of the

most characteristic features of the poem.

2.6.3 Ceres, Fames, Erysichthon and Callimachus

Ovid, as we have seen so far, plays with generic inconsistencies by constantly
mixing different elements. Within the context of the poet’s allusion to both Hesiod
and Callimachus (each representing a different. genre), the interplay of genres
becomes more striking in the antithetical figures of Ceres and the villain
Erysichthon, Fames® alter ego. As stated at the programmatic closing lihes of the
Callimachean Hymn to Apollo, Demeter’s figure becomes a symbol of the new
poetry Callimachus embraces. Equally, the pure drops that stream from a holy spring
and which the bees (Demeter’s priestesses) carry to the goddess symbolize the
untrodden and new paths Callimachus follows.®> The contrasting picture created
between the droplets that Demeter accepts and the filthy and perpetual flow of the

river Euphrates thematizes the antithesis between new and old poetics.

52 Call. Ap. 110-112; compare with Prop. 3.1.1-7: Callimachi Manes et Coi sacra Philitae, /
in uestrum, quaeso, me sinite ire nemus. | primus ego ingredior puro de fonte sacerdos /
Itala per Graios orgia ferre choros. | dicite, quo pariter carmen tenuastis in antro | quoue
pede ingressi? quamue bibistis aquam? / ah ualeat, Phoebum quicumque moratur in armis!;
see also Murray (2004), 212-213 for Demeter as symbol of Callimachean poetics.
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If we consider Ceres as an allegory for the Callimachean aesthetics, then
Erysichthon’s attack on the goddess and her sacred grove becomes similarly
symbolic. The destruction of Ceres’ sacred tree is not only an act of sacrilege against
the goddess herself but, on a metaphorical level, it can be seen as an act of hostility
against what Ceres represents which makes Erysichthon an opponent of the
Callimachean poetics.”® Erysichthon’s un-Callimachean origin is more effectively
outlined in the description of the effects that Fames® poison produces on him.
Fames, both a Callimachean and un-Callimachean figure, as we have seen above,
turns Erysichthon now into a symbol of excessiveness and thus into an un-
Callimachean emblem. The greatness of Erysichthon’s hunger is reflected in his
desire to eat all that the physical universe can produce (Met. 8.830-831: quod pontus,
quod terra, quod aer [ poscit); this is more emphatically reflected in the comparison
of Erysichthon’s appetite to the endless flowing of waters pouring into the depths of
the sea (Met. 8.835-836: utque fretum recipit de tota flumina terra / nec satiatur
aquis peregrinosque ebibit amnes; cf. Call. h. 6.89-90). Reference to water here, as
happens in the case of Mestra, is symbolic while the imagery created suggests a
hidden allusion to Callimachus. Therefore, the food that ‘pours into’ Erysichthon’s
stomach echoes the 1¢ moAdé / Abuara yijs kai morlov ép’ Bdatt ovppetov (h. 2.108-
109) which the Assyrian river carries out,

In addition, the exaggerated equation of Erysichthon’s condition to the
bottomless sea that absorbs the rivers of the entire world expressed in multiple forms
as pontus, fretum, flumen and amnis recalls again the swollen waters of the narrator
Achelous. The perpetual flux suggested by the large amount of food that flows into
Erysichthon’s stomach is identified with the continual flow of the waters of the river-
. god which in turn recalls euphemistically Ovid’s intention to write a carmen
perpetuum. The fact that Ovid employs, repeats and develops constantly throughout
the episode imagery that alludes to the lofty ancient style that Callimachus explicitly
rejects emphasizes the Callimachean influence, anticipating thus Callimachus’

. 54
poetics.

53 For a similar discussion on the allegorical use of Demeter and Erysichthon in
Callimachus’ Hymn to Demeter see Murray (2004), 212-216.

54 For the water symbolism see Wimmel (1960), 222-33; for water as inspiration see further
Crowther (1979), 1-11; for water and Callimachean polemics see Knox (1985), 107-119.
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The change from water to fire imagery in the description of 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 of Callimachus as a particular intertext for the
story Ovid narrates. That Ovid plays with elegiac rthemes is evident in the fire
imagery developed in the episode. A similar play on the vocabulary of the elegists
was also noted in the description of 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 burns deep inside his bones and never subsides. Fire imagery has also another
important function. Ovid is here editing Callimachus’ simile of a wax doll melting in
the sun (h. 6.91: ¢ aeliw évi mAayydwv) used to described the wasting of
Erysichthon’s body; the change from melting body to ‘all-burning flesh’ captures
more effectively the fiery nature of Erysichthon’s suffering and adds to his parhos.
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 of sacrificial fires and offerings to
the gods. Therefore, reference to.fire symbolizes, in a manner of speaking, the
sacrificial rites that Erysichthon dffends; 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 of passionate love to describe Erysichthon’s passionate
desire for food.*® Becoming furens was a typical image of ancient representations of

lovers experiencing frustrated or unquenched love.® 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.’

% Dido, Ariadne and Medea are characteristic examples of this emotional and psychological
torment caused by love. E.g. in Cat. 64.54: indomitos 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 ignem); also in Prop. 1.1.7: ei mihi, iam toto furor hic non deficit anno.
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represents erotic fires as attacking or affecting vital organs of the human body such
as the heart, lungs, wits, guts, bones or marrow,”’ while of equal significance is the
representation of the lover as suffering a deep wound which in many cases is
described as morbus or vésoc.>®

Thus, the conjunction of ardor with the verb furere which is also connected
with passions such as madness, rage or anger,” intensifies the impact that the
burning hunger has on Erysichthon. Fames’ invasion on him affects parts of his body
as well as his attitude; his physical and mental state is reduced to the status of frenzy;
" his eating is not only equated to a fire that burns inside his wiscera but also it turns
into a manic consumption of food that goes beyond the normal boundaries and it
takes on universal proportions: he wishes to eat all that the world can produce (Met.
8.830). Erysichthon’s madness and the physical imbalance he is experiencing
gradually lead to the loss of his self-control and thus of his identity. There is also
potential humour in Ovid’s use of the love imagery here as it is invoked to describe
Erysichthon’s gradual change from a confemptor diuum into a ravenous consumer;
especially when his desire is equated to madness that takes the form of insanity and
thus of mental disorder.

Of equal significance is the identification of Erysichthon’s hunger with
morbus (cf. Met. 8.876: graui ... morb0).%® The epithet grauis suggests a serious
wound inflicted on him which enhances the ‘gravity’ of his morbus.®' This indicates

in turn that the ‘wounds’ caused by hunger are incurable so is the use of the epithet

57 E.g. in Aleman Fr. 59a (Campbell): "Epwg pe dnvre Koapidog Féxart / yAvkidg xoreifwov
xapdiav iaiver, Sappho Fr. 47 (Campbell): "Epog &’ érivadé por / gpévag; Fr. 96.15-16:
A10i90¢ iuépq / 2émtav mor gppéva x[a]p[i o@] Popyrar; also Ibycus Fr. 286.8-12 (Campbell);
Cat. 100.7: meas torreret flamma medullas, Cat. 64.92-93: lumina, quam cuncto concepit
corpore flammam / funditus atque imis exarsit tota medullis. Rosenmeyer (1999), 19-47
gives a detailed description of the connection of marrow to love with illustrative references
to its use in ancient writers.

% For the conventional amatory language and for a discussion of the basic themes and
imagery of love as ignis, morbus and furor see Pichon (1966) s.v.; Nisbet and Hubbard
(1970), 172-174 on Hor. Carm. 1.13.4-8 with further ancient examples; Fantham (1972), 7-
18 and esp. 82-91. For love as madness also see Gill (1997), 213-241; for wounded lover
and love as sickness see Maltby (2002), 461 on Tib. 2.5.109-110 with further ancient
references. Generally on love in epic see Pavlock (1990). For general discussions on love as
sickness and its typical symptoms see Allen (1950) 258ff.; Moritz (1968), 53ff.; O’Hara
(1993), 12ff.; Booth (1997), 153-157; Caston (2006), 271-298; see also sections 1.5.2, p. 44
n. 88 and 2.6.1 above (p. 73) n. 36.

%9 OLD s.v. furo.

80 Gee OLD s.v. morbus.

8! Graui morbo (876) here is a Latin translation of the Callimachean ueydla 6’ éotpedyero
‘)0150'6‘0 (h 667).



84

grauis (cf. also Met. 2.808: saucia). Thus, the progression from fire imagery and
madness to the imagery of 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 deerantque 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 of a
commentary on line 876 which explains better the meaning of the paradoxical effect
created.%? The verb consumere (cf. Met. 8.875: consumpserat) which is technically
used to describe his final act of autophagy is close in meaning to macerare and
tabescere which generally are associated with the imagery of wasting away and
torment. Besides, macies (807) is one of the characteristics of Fames. The
melodramatic description of the growing size of Erysichthon’s hunger which takes
epic proportion is finally deflated in the last picture of him minuendo corpus by
feeding on his flesh (Mer. 8.878).

Ovid’s use of metaphors and imagery connected to madness, torture or sélf-
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 of Fames creates contrasting imagery.® The
generic inconsistency between grauis and mollis is emphasized by the witty pun
created at line 844; the coupling of the verb artenuare with the epithet inattenuatus
points to the mixing of the two styles. As Barchiesi argues, inattenuatus is a hapax

legomenon in Latin. Its use here, meaning ‘unreduced’®

and thus metaphorically
‘lofty’ or ‘epic’ activates a play on aftenuatus 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, atrtenuatus meaning literally
‘impoverished’ can also be considered as a technical term meaning renuitas,

Jemrotng, 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. '

6 Cf. the epithets used to describe the effects of hunger on Erysichthon: plura (834 and
839), innumeras (838), uoracior (839), alti (843), uoragine (843), inattenuata (844), dira
(845), graui (876).

¢4 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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embraces.® The collection of contrasting imageries which repeatedly calls forth
Callimachus invites a comparison of Ovid’s telling of the story with his principal

model.

To sum up, the Fames ekphrasis functions on different poetic levels both in a
literary and metaphorical sense. First of all, Fames® description shows an interest in
physical and descriptive details which comes in accordance with the poet’s practice
of enargeia. Secondly, her ability to effect transformation creates a link with the
general theme of metamorphosis that the river Achelous .discusses which in turn
serves as a bridge with the central theme of the poem. Third and most importantly,
Fames serves as a programmatic metaphor for generic differentiation. The
indiscriminate blending between elegiac and epic stylistic ideals makes Fames an |
embodiment of generic inconsistency. The dualities in diction and imagery vindicate
her as a perfect paradigm of generic contrast while the change from elegiac to epic
terminology and vice versa breaks the traditional norms of genres. As a synthesis of
mollis and grauis then Fames becomes a reflection of the Metamorphoses and of the
art of the poet himself. Her transformative powers not only set in motion the final
change of Erjsichthon but also effect a transformation on the level of language and
poetic convention. This is more aptly demonstrated in the closing lines of the
episode where graui and noua (876) emphatically juxtaposed in the same line hint at
the basic themes of the poem. Thus, at the centre of the poem Ovid makes the issue
of metamorphosis and generic identity central to our reading. Especially, the
repeated allusion to Callimachean programmatic imagery suggests an allegorical re-

reading of the episode in the light of its affinity with the art of the poet-Ovid.

6 See also OLD s.v. attenuatus for the literal and metaphorical use; also s.v. artenuo 2. The
verb attenuare is frequently connected with love imagery as people suffering because of
passionate love are described as deprived of strength and exhausted; thus, in the elegiac
context the verb bears also the meaning of ‘weakening’ (see OLD s.v. attenuo 3a). On the

use of attenuare with this negative connotation see also McKeown (1989), 22 on Ov. Am.
1.1.17-18; Kennedy (1993), 59.
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2.7 Fames and Ovidian Wit

So far we have discussed how Ovid builds up Fames’ character and we have
further explored the significance in the choice of the vocabulary both in the
description of the physical body of Fames and the effects that she causes on
Erysichthon. This section aims to investigate further Ovid’s cleverness in the use of
the device. What will be attempted here is to show how the poet exploits
personification ekphrasis as a useful means for freer poetic expression. In this
respect, the play on other figures of speech such as the development of linguistic and
etymological wordplays, recurrent imagery, paradoxes, oppositions as well as
inclusion of other personified figures in the episode will be viewed as paradigms of
the poet’s style and wit. Fames acquires a significant role in the story of Erysichthon
not only because of her ability to set before the readers’ eyes vivid pictures but also
because of the opportunities that personification and ekphraszs together g1ve to the

poet for further experiments with the conventions of language.

2.7.1 Wordplay and Ovidian ingenium

First of all, there is potential humour in the paradoxical statements at the
opening of the ekphrasis. Ceres’ decision to punish Erysichthon with ravenous
hunger is followed by technical difficulties: Ceres embodies the opposite of Fames
and accordingly the Fates do not permit close contact between the two powers. The
presence of fata (786) suggests the existence of an unwritten law or soéial code
shared by both Ceres and Fames which keeps the balance between the different
worlds they represent. The fact that Ovid has Fames ‘obeying to social human
disciplines at the same time that he portrays her as a monstrous being (and thus
excluded from the world of the humans) adds a rather paradoxical effect. The wit is
further stressed in the coupling of Cereremque Famemque at line 785. Careful word
ordering brings Ceres and Fames in close proximity which vitiates the poet’s
previous statements of hostility between the two powers. The word group Fames

Cereris appears again approximately thirty lines below at 814 and is emphatically
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coupled at the beginning of the line but now in a reversed order.’” The two
appearances of 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 of Fames in the episode while the second
foreshadows (814) the immediate execution of Ceres’ commands for punishment.

A striking wordplay also occurs in the use of the epithet ieiuna at 791 and its
derivative noun jeiunia at 820 and 831 respectively. A first indication of 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 of speaking an explanation of what her essence consists of. Jeiuna
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 fames 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 of emptiness
in the sense both of absence and shortage add to this. Primary evidence of this is
provided by lines 824-827; here the first symptoms of hunger on Erysichthon are
described while special emphasis is put on his futile attempts to feast on unreal food.
The reality of his vision prompts him to oraque uana mouet dentemque in dente
fatigat | exercetque cibo delusum guttur inani | proque epulis tenues nequiquam
deuorat auras (Met. 8.825-827). The repetition of different words associated with
emptiness such as wana, inani, auras gloss the meaning of wacuis (820) which in
turn mirrors a double play on jeiunia both meaning ‘hungry’ and ‘empty;’68 what is
more, ieiunium was thought to be etymologically connected with inedia which are
both equivalent synonyms of the noun fames.69 The sense is emphasized in what
folldws. Lines 831-832, poscit et appositis queritur ieiunia mensis / inque epulis
epulas quaerif, create a strange connection between images of absence and presence
which develops further the paradox. leiunia and the repeated scheme epulfs epulas

conflate images of hunger and shortage with images of 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.
¢ jeiunium ... dictum est quasi inedium, 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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which in turn put emphasis on the paradox observed in the behaviour of Erysichthon:
Erysichthon’s hunger increases as his voraciousness becomes greater; this creates an
oxymoron between eating and being hungry which is highlighted in the paradoxical
statement of line 839, plura petit turbaque uoracior ipsa est. The paradox creates,
although in contrasting tones, a thematic link between Fames and Erysichthon which
somehow foreshadows his identification with her as he is graduall.y dehumanized.
This builds up gradually the ending of Erysichthon as his equation with food
emphasized by the phrase cibus omnis in illo / causa cibi est, semperque locds fit
inanis edendo (Met. 8.841-842) marks his alienation from his self completed later
with his autophagy.

However, a sequence of antithetical images associated both with Fames and
Erysichthon suggests that Erysichthon, in contrast to Aglauros who, as we have seen,
becomes Inuidia’s alter ego, is a remodeled version of Fames. This creates a
thematic variation between Inuidia and Fames; in spite of the fact that certain
similarities in style, action and imagery connect the two figures, Fames has the
privilege to produce independent effects on her victim. The complexity in the
reworking of similar motifs is also found in the independence that Erysichthon also
enjoys during his transformation into a kind of Fames. Erysichthon’s voraciousness
comes in contrast to the previous description of the ieiuﬁa Fames suffering from
hunger. In this respect, Fames’ labra incana situ (802) and scabrae rubigine fauces
(802) are opposed to Erysichthon’s auidas fauces (829); his frenzy as a consequence
of excessive consumption of food (cf. Mer. 8.838-839) is thus opposed to starvation
characteristic of Fames. Likewise, the fire imagery to which Erysichthon’s suffefing
is equated, emphasized by the continuous alteration of words meaning burning or
fire as for exafnple ardor (828), rapax ignis (837), cremat (838), flamma (846) is
opposed to Fames’ conne_ction with cold (Mer. 8.788); this creates a paradoxical
~ connection between cold Fazhes and Erysichthon’s burning hunger. The change in'
imagery from cold to fire suggests a change from hunger to gluttony effected by the
gradual change of Erysichthon the human into a burning Fames. This independence
that Erysichthon enjoys dqring his transformation into a version of Fames fits thus

better to the spontaneous ending that Ovid chooses for his character,”®

7 For the use of paradox and oxymoron in the episode see also Lowe (2008), 428f.
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Another interesting wordplay also occurs in the change between water and
fire imageries. Ardor edendi of line 828 equates, as noted, the effects of the
punishment to a fire. This identification shggests an unquenchable desire or passion
for food which in turn effectively enhances Erysichthon’s internal torment. Fire
imagery is then replaced by the double simile provided at Mer. 8.835-836 based on
water imagery, utque fretum recipit de tota flumina terra / nec satiatur aquis
peregrinosque ebibit amnes. Erysichthon’s appetite is identified to the fretum that
can absorb waters from all the rivers and streams around the world; the flow of food
into Erysichthon’s stomach is equally compared to the endless flow of water that
pours into the depths of the sea; this in accordance with the fire of the beginning
strengthens further his ceaseless suffering. Ovid turns back to the element of fire in
describing Erysichthon’s voraciousness and he immediately shifts to water as soon
as Erysichthon begins to sell his daughter in exchange for food. In this sense,
Mestra’s function in the episode, at least on one level, is limited in the simple role of
a food provider that alleviates momentarily Erysichthon, so is her connection with
water imagery (cf. 2.6.2, p. 77ff.). The opposition between water and fire images
developed in the episode expands in opposing tones a witty and humorous play on
Erysichthon’s insatiable hunger; water can quench flames and for this purpose is
physically antithetical to fire; in this case, however, water adds more to the fiery
nature of Erysichthon’s.torment.71

What is more, the ending of the story is elaborately designed; lacero in line
877 evokes the pestifera lacerare Fame of 784. Ovid then brings the story to an end
by a ‘neat conclusion’ which echoes Ceres’ initial decision to punish Erysichthon’s
transgression. The allusion to Fames’ disease-like nature at the closing of the
episode confirms the successful imposition of the punishment and the final control of
Fames over Erysichthon. Lacero diuellere morsy of 877 reaffirms Erysichthon’s
transformation into Fames which in a manner of speaking foreshadows the
‘dramatic’ effect created at line 878, minuendo corpus alebat. Since the episode is
constructed upon exaggerated and successive uses of paradox, a paradoxical ending
seems appropriate to bring the story to its final step.72 Besides, Erysichthon’s final

annihilation is well prepared. The play on repeated imagery connected with air is

! For the shift between elements of fire and water in the episode see also Crabbe (1981),
2296-2299; Van Tress (2004), 188.
72 See also Anderson (1972), 415 on Met. 8.877-878; quotation is from here.
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transformation. The etymological wordplay between ales — alis which is
emphatically placed at the middle of line 733 and end of line 737 respectively
underlines the change. The verb wolare (cf. 731: uolabat; 734: uolat) and the noun
penna (732: pennis) placed between ales and alis amounts almost to a definition of
the word ales. Lines 742-744 reconfirm the transformation and the wordplay
between alite — alitibus marks the reunion of the couple which is indicated by the
. direct appeal to the lovers’ names emphatically placed at 739 (Ceyx) and 746
(Alcyone). The appearance of their names confirms thus the aition resulted by their
t‘ransformation into birds (742: alite mutantur); the calm prevailing in the closing
lines of the story signals the end of Alcyone’s emotional distress effectively captured
at 745: dies placidos hiberno tempore septem. The repetitidn of words meaning
‘feather’ or *bird’ in the ekphrasis also foreshadows the transformation (cf. 597: wigil
ales; 611: plumeus; 639: uolucris; 650: uolat and alis; 652: pennis). In this coﬁtext,
Alcyone’s transformation into a halcyon bird shows a kind of continuity of her
human essence evident in her name. Be that as it may, the presence of the kingfishers
will bear witness of the affection that Ceyx and Alcyone shared in their human lives
which continues unabated in their transformed bodies. Lines 743 and 744: tum
- quoque mansit amor, nec coniugiale solutum est / foedus in alitibus, manifestly
underline the continuity between old and new forms.'"?

In addition, the coupling of unda maris (747) and aequore ~ aequor at the
end of lines 746 and 748 marks a play on aequor which becomes now the eternal ,
physical habitat of the two lovers: aequor mare appellatum, quod aequatum cum
commotum vento non est (Varro Ling. 7.23); aequor, ab aequo et plano Cicero
academicorum lib. Il (frg. 3) vocabulum accepisse confirmat: ‘quid tam planum
videtur quam mare? e quo etiam aequor illud poetae vocant.” (Cic. ap. Non. p.
65.18); aequor ... modo terram accipe, ab aequalitate dictam ... unde et maria
aequora dicuntur (Serv. Georg. 1.50; = Brev. Expos. ad 1; cf. Serv. den. 2.69,
8.89).'13 The scheme aequor — unda maris specifies the kind of the birds into which
Ceyx and Alcyone will be transformed. Moreover, Alcyone’s characterization as

Aeolis (573), the daughter of Aeolus, the mythical god of winds, gives an early

other examples on etymological plays on ales in the Metamorphoses see Michalopoulos
(2001), 22f.

"2 For a discussion on the connection between metamorphosis and continuity see Solodow
(1988), 174ff. with further examples, esp. 177-178 on Alcyone and Ceyx.

113 Maltby (1991), s.v. aequor.
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indication of her future fate. Wind as well as water will constitute parts of her new
form; what is more, the presence of the two kingfishers in the world explains the
aition of the halcyon days during winter where sea and winds are cah‘ned.”4 This is
emphatically highlighted by the coupling of deolos and aequor at the beginning and
end of the last verse (748). The repeated reference to words meaning ‘water’ or ‘sea’
(746: aequore; TA7: unda maris; 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 étymological
play on ales which in turn defines the permanence of Alcyone’s new form. The name
reveals the nature of 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 of Ceyx and Alcyone comes as a reward for
their love because gods pitied them (741: superis miserantibus). This metamorphosis
as a physical outcome of divine pity may suggest that Juno is implied among the
compassionate gods because of 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 of wind and cloud’'"® 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.''® The fact that Ovid places Juno in a similar context suggests that he

"4 Cf. Theoc. 7.57-58 where the halcyons calm the sea and winds (xéikvdves oropeacver té
xipora 14v 1e Bdlacoav / T6v 1€ vétov 16v 1’ ebpov).

115 Feeney (1991), 132.

16 Cf. Cic. N.D. 2.26.66: Aer autem, ut Stoici disputant, interiectus inter mare et caelum
Iunonis nomine consecratur, quae est soror et coniux lovis, quod <ei> et similitudo est
aetheris et cum eo summa coniunctio, effeminarunt autem eum Iunonique tribuerunt, quod
nihil est eo mollius. sed Iunonem a iuvando credo nominatam; Hom. Il. 21.6-7: sjépa & Hpy
/ mitva, mpoole fabTav épvxéuev; PL. Cra. 404c: "Hpa 62 épomij g, danep obv xai Méyerar 6
Zedg abijs Epaolic Exerv. iowg 08 petecpoloy@v 6 vopolémg v épa *Hpav” WVopasey
émixpomropevos, Ocic v apyny éxi televtiv' yvoing 6° Gv, &l roAléxig Aéyoig 16 tijc "Hpag
ovoua; AR, Arg. 3.210-214 with Hunter (1989) ad loc.: roiar 6 vigoouévoic "Hpn ¢ila
pnmidwoo. / 1iépa. movAdv Epifke 61° doteog, Sppa Adboiev / Kolywv uvpiov E0voc é¢ Aijrao
Ki6veg” / ka8’ 01’ €k medioro woAv kai ddpal’ ikovio / Ajtew, 10te 8 adtic dreoxidacey
vépog "Hpn; 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. Juno. On a
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is perhaps aware of this etymological connection despite the fact that Juno is not
directly responsible for the sea-storm which. causes Ceyx’s death; the goddess’
presence mainly works as a link between the storm, Ceyx and his death, Alcyone and
her dream which provokes the aition in the story. Therefore, it is possible that Ovid

alludes obliquely to a learned etymological wordplay around Juno’s name.

3.8 Concluding Remarks

To sum up, the personification of Somnus explores the poetic wit and
authenticity of Ovid’s style. Placed almost at the end of book 11 and before the
beginning of the historical part of the Metamorphoses at book 12, the ekphrasis has
programmatic and structural significance. Tradition is prominently present especially
in the construction of the dwelling place of Somnus with which Ovid is in constant
dialogue. Ovid subsumes in encyclopaedic fashion the different traditions associated
with Hypnos in Greek and Somnus or Sopor in Latin while he further interweaves
conventional fopoi thus giving a more refined and sophisticated reworking of
previous models and sources. The figure of Morpheus is of much importance,
Deriving etymologically from poperj, Morpheus is a nomen omen which thematizes
the general topic of the poem (transformation). His ability to imitate various figures
suggests mutability which reflects the basic notion upon which Metamorphoses is
based. Deception as part of Morpheus® work questions the credibility of what he
says. This paves the way for the appearance of Fama in the next book where the
problem of belief and disbelief is more adequately discussed. Thus, ekphrasis and
personification are reflections of Ovid’s artistry which challenge our abilities to
detect the pleasure evident in the refined imitations and clever re-workings that the
poet offers. Besides, the terms imitatio and simulatio, forma, mutare, figura
connected to the creative abilities of dreams and especially of Morpheus, Icelos and
Phantasos are keywords in the vocabulary of art and metamorphosis. The continuous
calling on vision and the extensive use of imago are part of Ovid’s involvement with

the technique of enargeia which accounts for the visualization of the narrative, What

discussion of the allegorical identification of Hera/Juno with air see further Murrin (1980),
3-25. ‘
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" is more, the etymological wordplays included are favourite mannerisms of Ovid
which are indicative examples of his erudition; their extensive use in the episode
highlights the alternatives created by a clever use of language and verifies the
authenticity of the poet’s taste. As part of rhetorical exercise different combinationst
between clusters of words work as ornamentations of the language which enlivens
the style while the interpolation of personifications create new possibilities and
twists which testify to the complexity in their use. In an ekphrasis which talks about
the style of the Metamorphoses Callimachus is still present. This connects Somnus
with Jnuidia and Fames where Callimachean and un-Callimachean themes are found
to conflate. In the light of this, personification ekphraseis become symbols of the
transformative powers of the Ovidian language and of the style of the
Metamorphoses: change of bodies is a vehicle for thematic and linguistic changes

that are under construction in the poem.
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Chapter 4

Fama

4.1 Introduction

This chapter discusses the importance of the peréoniﬁcation of Fc;ma in the
Metamorphoses. The Fama ekphrasis at the beginning of book 12 signals the
reworking of Homeric and Virgilian subject matter which at the same time confirms
the transition from the mythological part of the poem to the historical. The
multiplicity of voices which appear to interact in the transmission of information ‘in
and out of Fama’s house creates the sense of constant change that anticipates the
world of the poem. Equally, the change in tonality provided by the conjoining of
words weighted with programmatic meanings suggests an allegorical re-reading of
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 of words and etymological wordplays while minor
personifications add to the overall impact of 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 of Ceyx and Alcyone and the metamorphosis of 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 Mer. 11.1941f.; 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
of the transformation of Aesacus, son of 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 of 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 of the Greeks against the
Trojans, that is to say the assembly of the Greek troops at Aulis, Calchas’ prophesy
of Greek victory at Troy after nine years of fighting and the sacrifice of 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 muliaque perpessae Phrygia
potiuntur harena (Met. 12.38)." '

Fama, the last of 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 of free-will, enjoys the power of 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 of different subject matter. The model of Ovid’s
Fama ekphrasis is the elaborate description of the personification of Fama by Virgil
in Aeneid 4.173-197 which in turn has been influenced by Homer’s Eris (II. 4.440-
443) and Ennius’ Discordia (Ann. 7 fr. 220-221 Skutsch).2 Virgil’s Fama, placed in
the middle space between the divine and the human worlds, acquires the role of the
agent for the collection and transmission of information. As a daughter of Terra and
sister of the giants Coeus and Enceladus (4en. 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 (den. 4. 182-183: tot uigiles
oculi subter (mirabile dictu), / tot linguae, totidem ora sonant, tot subrigit auris). A
typical characteristic of Fama is her swiftness (den. 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 (den. 4.176: parua metu
primo, mox sese attollit in auras). Virgil’é Fama ekphrasis forms part of a larger
group of events that follow in the Aeneid. By spreading the news about Dido and

Aeneas to larbas, 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; Frécaut (1968), 247-263;
Galinsky (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’ Neikog. 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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signals the beginning of a new turn in the action of the poem which determines the
events that follow.>
Although influenced by Virgil, Ovid’s description differs in tone and style.
Ovid creates an independent composition as he seems to offer a kind of a
commentary on Virgil by adding details, filling up or defining things where his
predecessor avoids or omits to do so. Thus, taking the cue from Virgil’s description
where the poet is mainly concerned with presenting a physical portrayal, Ovid
focuses on Fama’s abode which he describes with characteristic clarity — as he did
with the dwelling places of Inuidia, Fames and Somnus. In fact, Ovid’s Fama is
purely an acoustic being impossible to visualize; instead her domus, placed between
heaven, sea and earth, represents all the characteristics of the incorporeal Fama
herself, and this is perhaps the greatest innovation that the poet includes in his
treatment of the Virgilian Fama.
~ Although Virgil offers the first extended literary descripion of Fama before
Ovid, the earliest use of Pjun or Fama as a persdniﬁcation in literature is to be
found in Homer; there, named as Oooa,”? she mainly acts as a herald of Zeus and she
is further connected with xiéog (cf. Jl. 2.93-94: petd 8¢ opiorv ‘Oooa dedijer /
Stpivovs’ iévas, A10¢ Gyyerog; Od. 1.282: fv 1i¢ to1 efmpar fpotdwv, 1 Sooav drovane
/ éx Ai6g, 1 1€ pdliota géper kAéog avbpamoior; Od. 2.216-217: ijv tic po éz’zmm
Ppotdv, 1 6ocav akobow / ek Aiég, 1} e pariota géper kAfog avBpdimoior). In
addition, Odyssey 24.413-414 gives an interesting example of how the Homeric
Oooa works: Vaoa 6° p’ Gyyedog dka Kat wrélav oiyeto mavty, / pvyotipov
otoyepov Gavatov kai kijp’ évémovoa). Hesiod, however, is the first to usé Prjun. He
elevates her to the status of a deity and he further connects her with immortality (Op.
760-764; also cited in Aesch. In Tim. 129 and Leg. 144). Additionally, Sophocles
makes Pijun the daughter of EAzic and he further argues about her immortal status
(O.T. 157: einé poy, W ypvoéag téxvov Edmidoc, Guppote Pdua). In Electra the tragic

3 For general discussions on Virgil’s Fama see Pease (1935), 211-225 and Austin (1955),
70-74 on Virg. Aen. 4.173-197, Piehler (1971), 25-26; Due (1974), 148; Tupet (1978), 497-
505; (1981), 81-91; Hardie (1986), 273-283; (1999a), 97-100; (2009b), 102-104; (2012), ch.
3; Whitman (1987), 53; Dyer (1989), 28-32; Laird (1999), 272-274; Dangel (2002), 89-110;
McDonough, Prior and Stansbury (2004), 42-47; Lowe (2008), 424-425.

* 'Vooa in Homer as an abstract concept or a personification bears the meaning of ‘rumour’
or ‘report’; the noun elsewhere has generally the meaning of ‘voice’ or ‘sound’; connected
with the voice of the Muses can be interpreted also as prophecy or warning. See also LSJ s.v.
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poet connects Prjun with the underworld (cf. El. 1066-1069, esp. 1066: & xBovia
Pporoior gaua). Aeschines also considers Prun as a goddess.’ On the other hand,
Euripides (Fr. 857 Nauck and Fr. 865 Kannicht) according to Aeschines, represents
Prjun 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 of one’s reputation (cited in Aesch. In Tim. 128: xai méiiv 1ov
Ebpimionv amogouvipevov miv Oeov tadtyy ob udvov tode (dviac Eupavilew
dovouévny, omoiol TIveg Gv ToyYGvwaIv Ovie, GAAd xai todg tetedevtnrdrag, Srav

)us’yn).6

" 4.3 Orbe locus medio est... Fama and her World (Met. 12.39-61)

The Fama ekphrasis is placed between the description of the arrival of the
Greeks on the Phrygian coast (Met. 12.38) and the beginning of fighting between the
Trojans and the Greeks (Mer. 12.66ff.). The ekphrasis opens with the typicél epic
formula orbe locus medio est which introduces formally the description of Fama’s

house:’

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

(Met. 12.39-42)

5 cf. In Tim. 128: kai obtewg évapyés éoti kai ob nemiaouévov 6 Aéyw b0’ evpiioete Kai TV
mOAV UV kai 1005 mPoyovovs gijuns as Ocob peyiotne Poudv idpousvovg; 129: olc 8’
aigypds éoniv 6 Piog, 0b tdar vy Oeov tadtv Kkatijyopov yap abtiv dbavarov Exerv
niyodviar; Leg. 144: tv 0” abuiv tabmqv Ocov fixerv, 145: kai 1jj uév griun Snuosio Obouev g -
Oc; cf. Paus. 1.17.1 who mentions an altar of her in Athens.

S For personified Fama or ®ijun 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; Ninlist (2007),
947 s.v. Pheme. See also West (1978), 345-346 on Hes. Op. 764; Bomer (1982), 24-25.

7 For general discussions on the Fama ekphrasis and the house of Fama see Miller (1916),
517-520; Delande (1935), 428-435; Due (1974), 148f.; Zumwalt (1977), 209-211; Bémer
(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), 230f.; 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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although the word is used in the sense of ‘universe’ or ‘world’, its first meaning as
‘circle’ is brought into the narrative by its clever positioning in the ekphrasis. In this,
Ovid creates a symmetrical beginning and ending by emphasizing the order evident
in the harmonized division of the universe. This suggestion is supported by what
follows; the triple successive repetition of words meaning ‘universe’ (Mer. 12. 39;
orbe; 12.40: mundi and 12.63: orbem) in turn reflects the three-fold cosmos which
consist of terrasque fretumque / caelestesque plagas (Met. 12.39-40). A similar
image of cosmic balance is again repeated at the closing of the ekphrasis, but this
time in reverse order, caelo ... pelagoque ... et tellure (62-63). Thus, the passage
opens and closes with a parallel symmetrical formula, orbe...terras and
tellure...orbem, which highlights the hierarchical construction of the world where
Fama is mentioned as the sublime authority. Furthermore, the fact that Ovid chooses
to place earth as the boundary beginning and end of the tripartite division of the
world is of much importance here. Earth is named twice in this passage as ferra and
tellus; such references allude back to previous representations of the Mother Earth
frequently personified by his predecessors.” Further, the use of the term terra,
instead of the equivalent noun fellus, at the opening of the ekphrasis (39) betrays its
intertextual dialogue with the Virgilian passage where the personified Terra is said
to be the mother of Fama (4en. 4.178-180). This, in accordance to the nocte dieque
patet of line 46 which alludes directly to the Virgilian underworld (cf. den. 6.127:
noctes atque dies patet atri ianua Ditis), underlines Ovid’s debt to Virgil for the
construction of the Fama ekphrasis.

Furthermore, the sense of sound reinforced by the choice of specific clusters
of words such as clamor (49), sonanti (46), fremit (47), extrema tonitrua reddunt
(52), increpuit nubes (52), alternates with lighter tones suggested by guies (48),
silentia (48), paruae murmura uocis (49), pelagi, si quis procul audiat, undis / esse
solent (50-51), leue uulgus (53). The tonal changes produced by the conflation of
Jeuis and sonans create a potential linguistic and aural effect which echoes

instability.76 The repetition of imagery connected with noise suggests a paradoxical’

7 E.g. in Virg. G. 1.278; Ov. Fast. 1.671-673; Lucr. DRN 1.251. For the personification of
Mater Terra see Garani (2007), 81-93 on Lucretius.

76 For Tissol (1997), 87 ‘Consistent with Ovidian personification in general is the conflation
of physical and conceptual in leve vulgus. Normally a banal fi igurative expression, “the fickle
~ crowd,” it here gains an unexpectedly literal sense, “the light crowd,” in a sylleptic pun on
leve. As they flit about the house, these rumors are no less light than fickle.’
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connection of Fama with Somnus as the house of Fama forms a clear variation of the
cave of Somnus (cf. Met. 11.592-615). The tranquility of the Somnus’ cave, a result
of 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 of the place, is opposed to the lack of
silence produced by the fremit uocesque {Met. 12.47) in the house of Fama. In the
next line Ovid emphasizes the prevalence of 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 of absence and presence; quies and silentia suggest
absence of noise; however, the negative formula nulla ... nullaque which defines
quies and silentia respectively negates the whole notion of tranquility. What is more,
the sequence nulla quies and nulla silentia creates a contrasting attitude which
undoes at the same time the sense of absence. This idea is more elaborately stressed
in the doorless threshold that both houses share. The absence of doors in the cave of
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 of doors suggests unspecified boundaries between the inside and the outside,
but in a more literal function the boundary-less houses echo the fluidity of the
Ovidian text; besides, the milia rumorum, an equivalent variant of the mille somnia
found in the cave of Somnus, suggest diversity in theme effected by the change in the
formation of words characteristic of 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 of something which is at the same
time full and empty. Thus, the coupling of the antithetical in meaning uacuas and
implere forms an oxymoron that is directly associated with the twofold function of
Fama-, as a personification of public speech and rumour, she uses words to fill the
ears of people {Met. 12.56: implent... 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 of deception. In

77 Due (1974), 148f. also notes close parallels and oppositions between the Fama and the
Somnus ekphraseis.

B Hardie (2009b), 107; cf. Virg. Aen. 4.218'famamquefouemus inanem.
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4.5.2 Multiple Personifications in the Fama Ekphrasis

Lines 53-58 illustrate more effectively the powers of Ovid’s language to
invest with a degree of realism what it represents. The poet uses a sophisticated
combination of words to describe the whole procedure of the collection and
transmission of gossip as an act of human interaction between different péople. This
illusion of human activity is caused by the clever positioning of rurba and uulgus in
the beginning and end of the same line (53) framed by verbs implying movement (cf,
53: ueniunt ... euntque; 54: uagantur) which in turn creates an imagery similar to
that of people gathered in groups. The identification of rurba and uulgus with the
milia rumorum and confusa uerba of 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 vision®' gives visual and vocal substance to the rumours. The association creates
visual images of 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
of the personified Susurri (61) as explicit consequences of the human talking.

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

introduction of minor personified figures adds to the complexity of the scene:

illic Credulitas, illic temerarius Error
uanaque Laetitia est consternatique Timores
Seditioque repens dubioque auctore Susurri.

Fama is surrounded by subsidiary entities which are clearly personified. The
“multiple minor personifications inhabiting the house given in the form of a short

catalogue® fill up Fama’s profile as a personification of public speech and intensify

*! E.g. for mouth and speech: fremit, 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 Ji. 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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her function and her status of authority. The six minor personifications have a
presumably incidental role in the narrative while they seem to be closely attached to
the attributes and the nature of Fama. Credulitas, Error, Laetitia, Timores, Seditio
and Susurri, all symmetrically placed at the beginning and end of lines, externalize
and personify features connected to the psychological effects that Fama has on those
who listen to rumours. Credulitas is an important component for a rumour to thrive
and spread. Those who are involved in the act of gossiping believe in the veracity of
what they hear; persuasiveness thus leads to its transmiséion and expansion. The
coupling of Credulitas and Error in the same line activates a new wordplay which
anticipates the role of Credulitas. Error is directly connected with the distortion of
the truth of information which leads to misinterpretations. In this respect, the pairing
Credulitas — Error suggests that as soon as a rumour is made believable it is
susceptible to change and distortion. In addition, Laetitia results from the rumours
heard which fill the people who hear the rumours with delight,83 while ‘Timores
personify the idea of fear and timidity which at first prevents the diffusion of news
and rumours.®* The presence of the personified Sedifio next to Susurri creates an
image of social disorder produced by the imbalance that the whispering of rumours
causes to the inside of the house.*® In this framework then, Susurri and Credulitas
are the main sources for the production and transmission of gossip while Error,
Laetitia, Timores and Seditio are in a manner of speaking the consequences of the

whole procedure.

83 For the same idea see Virg. den. 4.189-190: haec tum multiplici populos sermone replebat
/ gaudens, et pariter facta atque infecta canebat; also Ov. Met. 9. 137-139.

84 Compare with Virg. den. 4.176-177 who vividly captures the initial fear in the expansion
of rumours: parua metu primo, mox sese attollit in auras / ingrediturque solo et caput inter
nubila condit. :

85 Kyriakidis (2007), 45 with n. 22-24, observes that ‘the notion of balance is evidently
destabilized in the catalogue of the personified vices living in the house of Fama.” He goes
on to suggest that although Fama retains her nature ‘her traditional attributes have. now been
externalized and as personified vices form part of the environment of the household. Much
of this is owed to Virgil’s precedent.’ '
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4.5.3 The Fama Ekphrasis and the Use of Etymological Wordplays

As with the ekphraseis of Inuidia, Fames and Somnus, Ovid experiments
with etymological connections between words. In regard to this, the figure of Fama
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 of Fama illustrate more systematically the different
levels of transformation that effective combinations of words or groups of 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 of poetic language
~ increases the pleasure while in this case etymological wordplays mark intertextual
relationships in the episode. Yet, nomen habenti', as a pointer of etymologizing and a
signpost of allusion, placed at the beginning of book 12 (cf. Me:r. 12.2) draws
attention to Ovid’s debt to earlier sources.

In the first place, fire imagery developed at line 12, accensis incanduit
ignibus ara, underlines Ovid’s etymological play on the element of fire. The
sequence accensis incanduit stresses the meaning of ignis and glosses the ancient
etymological derivation of ara from ardor: loca pura areae; a quo potest etiam ara
deum, quod pura, nisi potius ab ardore, ad quem ut sit fit ara (Varro Ling. 5.38).%¢
The wordplay on the imagery of fire illustrated by the verbs accendere and
incandescere explains the meaning of ignis which follows and enhances the
etymology of ara from ardor. The play on fire and ara declares from the beginning
the basic theme of the ‘Litfle lliad® with fire here meaning metaphorically the fire of

war and the rage of fighting which underlines the evident function of Fama as a

8 Cf. Varro ap. Macr. Sat. 3.2.8 (GRF 233.128) Varro Divinarum libro quinto dicit aras
primum asas dictas, quod esset necessarium a sacrificantibus eas teneri, ansis autem teneri
solere vasa quis dubitet? conmutatione ergo litterarum aras dici coeptas (cf. Serv. auct.
Aen. 4.219); Isid. Orig. 15.4.13 aram quidam vocatam dixerunt quod ibi incensae victimae
ardeant. alii aras dicunt a precationibus, id est quas Graeci épig dicunt ...; alii volunt ab
altitudine aras, sed male. Maltby (1991), s.v ara; see also Michalopoulos (2001), 33ff. for
the etymology of ara from arceo, ardor and orare elsewhere in the Metamorphoses, esp. 34
where he mentions, among other passages, Met. 12.12 as an example for the frequent

coupling of ara and ignis. The etymology of ara from arceo is also found in the Ceyx and
Alcyone episode at Met. 11.583f. :
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construction of his own version of Fama. The etymological play on wolucris
suggests an erudite allusion to the Virgilian delineation of Fama as a kind of bird as
she is described as flying at night and perching on roofs or high towers (4en. 4.184-
187).°° On a metaphorical level, it is tempting to suggest that the use of augur and
Ovid’s play on uolucer creates a hidden allusion to the figure of the poet-prophet to
whom Ovid is transformed at the end of the Metamorphoses. As we have argued
earlier in this chapter, the poet, through a clever combination of words, suggests a
connection of Fama with the figure of wates. The identification of the poet with
Fama affirms his status as a uates which literally it is synonymous to augur. The
ueri prouidus augur / ... uincemus (12.18-19) is thus somehow synonymous in
meaning to the weri uatum praesagia uiuam of the sphragis (15.879). Be that as it
may, taking lines 18-19 as a reflective echo, the victory that Ovid, the wates,
envisages is the survival of his name through the ages. In this context, the
etymological play at the opening of book 12 puts emphasis on Ovid’s authority as a
poet-artist. What is more, the bird imagery developed here recalls previous
metaphorical associations of the poets as birds and commonly enough as swans.”’
The melodic song that the swans were thought to deliver before they die evokes a
connection of the bird with elegy (frequently thought to be derived from éleo¢ and
thus associated with mourning and lament).g2 This possibility and the association of
the swan with the god Apollo encourage in turn its association with poetic
production. In this framework, the identification of the poets with swans points out a

preference for a carmen that is both mollis and tenuis. Following this train of

* Hardie (1999a), 98 discussing Fama in Virgil argues that ‘the genealogy that makes of her
a sister of the giants Coeus and Enceladus might incline us to visualize her as an
anthropomorphic monster, but she is then represented as a far less humanoid monstrum, with
a multiplicity of wings, eyes, tongues, mouths, and ears, and in her nocturnal flight and
rooftop perching she turns into a kind of bird.’ ‘

°! The most illustrative example of the identification of the poet with the swan in Latin
literature comes from Horace Carm. 2.20 for which see Nisbet and Hubbard (1978) ad loc.,
esp. 332-334 for a general discussion on the fopos with further ancient examples. For other
examples, see Keith (1992), Appendix 1 137 n. 3 and 138-146 for the use at Met. 2; also
Hinds (1987), 46-47 for the use at Mer. 5.387 and examples of the singing swans within
Ovid’s corpus with 149 n. 65; Papaioannou (2004), esp. 54 with n. 11-17 for references on
the association of swans with poetry. See also Thompson (1936), 179-186 s.v. KYKNOE, esp.
180-183 for the song of the swan.

%2 Hinds (1987), 103 and 160 n. 13 notes the etymologizing of elegy from &leoc; he also
mentions other frequent derivations of the word from &0 Aéyerv or £ & Aéyerv. For these
etymological derivations see also £M 326.48fY. For the connection of elegy with lament see
also Harvey (1955), 168-172; Nisbet and Hubbard (1970), 371 on Hor. Carm. 1.33.2.
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thought, the paruae murmura uocis of line 49 could be identified to the attenuated
voice of the poet which supports my previous argument on the blending of genres
and the change of tonality effected in the Fama ekphrasis.” 1t is not by chance, I
argue, that the first metamorphosis narrated after the ekphrasis is that of Cygnus into -
a swan.

Multiple etymological wordplays are also developed at Mer. 12.44-61 and
Met. 12.64-66: |

innumerosque aditus ac mille foramina tectis
addidit et nullis inclusit limina portis;

nocte dieque patet. tota est ex aere sonanti,

tota fremit uocesque refert iteratque quod audit.
nulla quies intus nullaque silentia parte,

nec tamen est clamor, sed paruae murmura uocis
qualia de pelagi, si quis procul audiat, undis
esse solent, qualemue sonum, cum luppiter atras
increpuit nubes, extrema tonitrua reddunt.

atria turba tenet; ueniunt, leue uulgus, euntque
mixtaque cum ueris passim commenta uagantur
milia rumorum confusaque uerba uolutant.

e quibus hi uacuas implent sermonibus aures,

hi narrata ferunt alio, mensuraque ficti

crescit, et auditis aliquid nouus adicit auctor.
illic Credulitas, illic temerarius Error

uanaque Laetitia est consternatique Timores .
Seditioque repens dubioque auctore Susurri.

»

Fecerat haec notum Graias cum milite forti
aduentare rates, neque inexpectatus in armis
hostis adest.

First, the pairing of mille — milia — milite is remarkable. The coupling of mille (44)
with milia (55) marks the ancient etymological derivation of mille ... a multitudine,
unde et militia, quasi multitia: inde et milia, quae Graeci mutata littera ‘myriada
vocant (Isid. Orig. 3.3.5).>* In addition, the vertical juxtaposition of milia and milite
at the beginning and end of lines 55 and 64 respectively suggest an etymological

allusion to the ancient derivation of the noun miles: Origo Rom. chron. 1 p.144.4

* See Met. 2.367-380 on the Cygnus metamorphosis with Keith (1992), 140ff, who
discusses the programmatic use of wox tenuis as a pointer to a lighter genre.
9 Maltby (1991), s.v. mille.
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clamor (49), sonum (51) and extrema tonitrua (52) suggests a double etymological
play on the meaning of Susurri. The great noise alludes per contrarium to the
etymology of Susurri more clearly reflected in the paruae wocis which intensifies the
sense of murmuring anticipated in the meaning of susurrus.

Equally, lines 53-55 expand an elaborate etymological play. The lines
describe the confusion created by the mixing of true facts and fictions while the
pairing of wueris — uerba in successive lines creates the wordplay. According to
ancient references werbum is etymologically associated with werus: verbum dixit
veram sententiam, nam verba a veritate dicta esse testis est Varro (Varro ap. Don.
Ter. Ad. 952).° Thus, the adjective weris at 54 indicates the etymological derivation
of uerba.” In addition, the coupling of rumorum with werba hints at a hidden
etymological connection of Fama from fari. Rumor is an equivalent word for fama
while uerbum meaning ‘speech, spoken word’'® glosses the verb fari “to speak’!”!
from where Fama was thought to be etymologized.'® The positioning of rumorum
between weris and uerba enriches the play on the etymology of werus — uerbum and
enhances the double function of Fama in the text both as a personification of rumour
and as an embodiment of the spoken word or public speech. The presence of
Credulitas at line 59 adds more to the etymological play developed here. The
positioning of werba (55) between weris (54) and Credulitas (59) give a sense of
truthfulness in diction. The presence of Credulitas highlights the power of the
auctor-speaker to produce credulitas by his words. The connection between uerus,

uerbum and Credulitas underscores the power of each producer of tales to deceive

% Cf. also August. Dial. 6.9: verba ipsa quispiam ex eo putat dicta quod aurem quasi
verberent, immo inquit alius quod aerem ...; non magna lis est, nam uterque a verberando
huius vocabuli originem trahit. sed de transverso tertius vide quam rixam inferat ...; verbum
a vero cognominatum est. rec ingenium quartum defuit. nam sunt qui verbum a vero
quidem dictum putant, sed prima syllaba satis animadversa secundum neglegi non oportere.
verbum enim cum dicimus, inquiunt, prima eius syllaba verum significat, secunda sonum.
hoc enim volunt esse —bum, unde Ennius (frg. 50 V.) sonum pedum bombum pedum dixit et -
Poijoau Graeci clamare et Vergilius (Georg. 3.223) ‘reboant silvae’. ergo verbum dictum est
quasi a verum boando, hoc est verum sonando ...; ergo ad te iam pertinet iudicare, utrum
verbum a verberando an a vero solo an a verum boando dictum putemus. Maltby (1991),
s.v. verbum. |

% Michalopoulos (2001), 173.

10 goe OLD s.v. uerbum 5.

101 gee OLD s.v. for.

192 Cf. Varro Ling. 6.55: hinc (sc. a fari) fama et famosi (Paul. Fest. 86 fama a fando dicta,
sic apud Graecos ¢ijun 6xo 1ij¢ gpdgens; Isid. Orig. 5.27.26 fama ... dicta quia fando ...
pervagatur per traduces linguarum et aurium serpens). Maltby (1991), s.v. fama. See also
Michalopoulos (2001), 78f. for the etymological play on Fama at Met. 9.137-140,
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his audience and thus to ensure the endless supply of stories as the phrase hi narrata

Sferunt alio at 57 suggests.

4.6 Concluding Remarks

In conclusion, the Fama ekphrasis brings to an end a series of four varied
uses of 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 rewoiking of Homeric subject matters while the
allusion to Virgil suggests-a witty intermixture of Greek and Latin material which
hints at Ovid’s tendency for Romanization. One of the most eminent features of the
house lies in the multiple voices found inside; these same voices correspond to the
multiplicity and the different narrative levels of the Metamorphoses. This raises the
problem of credibility in fictions, one of the major concerns discussed throughout the
poem. Fama as the bearer of both truths and lies represents the fictitious powers of
the epic poet to induce belief in his stories; this equates Fama with the figure of the
poet in a sense that she is in fact a poetic persona of the poet of the Metamorphoses.
In addition, the opposition between ficrum and factum developed in the ekphrasis
makes central to our reading the issues of belief, disbelief and poetic authority as
important factors for composing poetry. What is more, the choice of the vocabulary'
hints at the change in tonality between mollis and grauis. Especially, the use of
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 of the world of the poem and a reflection of Ovid’s style and wit; the
constant mutability between stories, motifs, characters, moods, tones is one of its
basic characteristics in the same way that fluidity and instability characterizes the
house of Fama. The identification of the poet with the figure of Fama‘is more
effectively stressed in the closing lines of the poem where Ovid envisages the
survival of his name, namely of his poetic fame, throughout the ages. As Fama -

gradually alters from being the personification of rumour and speech into the
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Conclusion

This thesis has offered a comprehensive discussion of the function and
significance of the personification ekphraseis in the Metamorphoses. The main
purpose has been to examine Ovid’s various approaches to the same motif and to
highlight how each of the ekphraseis contributes to our appreciation of the poet’s
innovative technique, style, wit and sophisticated treatment of language.
Investigation of Ovid’s innovative approach also allows for a broader understanding
of his methods of composition. Placed nearly at the end of books 2, 8 and 11 and the
beginning of book 12 the figures of Inuidia, Fames, Somnus (with his agent
Morpheus) and Fama are representative of Ovid’s wit and offer illustrative examples
of his art.

As the discussion has argued, the four personification ekphraseis, at least on
one level, work as figures of ornamentation used to enliven the narrative. Imago, that
is to say visualization, plays an important role in the ekphraseis; imago schematizes
Ovid’s tendency to produce vivid images of the figures he describes. Art in all its
forms (weaving, singing, story-telling, sculpture) and the artist (poet, weaver,
sculptor) are among the main concerns of the poem and in this sense personification
with its ability to turn image into life comes to represent not only the subject of the
poem but also provides insight into Ovid’s views of poetry. The connection between
Inuidia and Fama, as we have seen, forms a strong bond between seeing and
speaking in the sense that verbal representations gain visual representation.

The study also undertakes a thorough investigation of the vocabulary and the
imagery that Ovid reworks and develops in the ekphraseis to demonstrate how the
four major personifications have further poetic implications. In this context then,
they become central to our investigation of the continuity of imagery and subject
matter both of which reflect the poet’s complexity and art.

Most importantly, my research offers a new interpretation of the use of
personification ekphraseis, considering them as markers of the generic boundaries
between elegiac aesthetics and epic grandeur. Each personification is developed in
such a way as to fit the generic requirements of the poem as stated in its opening

‘lines. The interchange between epic and non-epic tones in the ekphraseis is

emphatically highlighted by the use of technical language which points to generic
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markers of both Roman love elegy and epic. In this sensé, all four become paradigms
of Ovid’s generic play. In this regard, Ovid plays with love imagery especially in
describing the effects that Jnuidia and Fames produce on Aglauros and Erysichthon.
In the Somnus and Fama ekphraseis the interchange between programmatic vlahguage
favoured by Callimachus and the vocabulary of epic represents a programmatic
assertion and highlights the distinct character of the personification ekphraseis as
metaphors for the ‘reconciliation’ of epic and un-epic way of writing. The four
personification ekphraseis become a synthesis of mollis and grauis and demonstrate
Ovid’s careful blending of slight and grand themes which dominates throughout the
poem. This is effectively underlined by the placement of Inuidia and Fama as the
opening and closing figures of extended personifications in the poem. They are both
of particular importance for the understanding of Ovidian aesthetics as Ovid
accomplishes in the form of a ring composition a conflation of 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 of the poem in the sense that they become part of its basic
theme, metamorphosis. The multiplicity and variation in tone and imagery evident in
the episodes and the allusions to tradition reflect the world of the Metamorphoses in
the sense that the figures and the world they represent become reflections of the
poem itself. The study of Inuidia, Fames, Somnus and Fama remains integral to our
understanding of the multiformity of style characteristic of the poet of the
Metamorphoses. Yet, transformation is critical to an understanding of 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
of stylistic adornment but also as variations of the same motif as they exhibit some
kind of continuity and sequence in themes and tone. What is more, the implications
behind the recurrent imagery developed suggest a re-evaluation of their function in
the poem in the light of a new reading. It is the contention of 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 of epic and elegiac traditions. On another level personification should
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