






























































































































































































































































































































































































PhD Thesis - D. Garofeanu McMaster - Classics 

poem) is the fact that the idea of decision taken by the gods above prefigures the splendida arbitria 

passed by Minos below in the Wlderworld (21 f.). At the same time, lines 17f., characterized by a 

much more complex imagery than 1.4.15, may also have a commercial overtone that reminds one 

of line 13 of the poem. Thus, according to Putnam (1986, 139), "Horace enhances his point by 

continuing the metaphor from economics [ ... ]. Heaven repairs its losses, but we can expect a set 

sum of todays beyond which none will be finther affixed." Apart from this implicit contrast 

between man and the natural world, lines l 7f. suggest also the great divide that exists between man 

and gods, since both the impossibility of knowing the future and the description of man Wlder the 

power of gods hint at the limits ofhmnan condition. 

At the stylistic level, one could notice in these two lines the homeoteleuton and the 

parallelism present in hodiernae crastina summael tempora. At the same time, although the fact that 

sumus (16) and summae (17) are placed in emphatic position at the end of each line may not 

suggest, as Putnam (1986, 139 n.38) considers, that "our final 'sum' is a continual existence as dust 

and shade," their alliterative effect is worth mentioning. 

The poem continues in lines l 9f. with an indirect (and much debated) carpe diem 

injunction. By far the most controversial couplet of the ode, the passage has been generally received 

with critical reserve, sometimes openly disparaged, and (too) rarely praised. Thus, according to 

Quinn (26), the presence of the greedy hands of the heir brings into the poem a misplaced satirical 

note, and thus, the couplet ''reads a little too much like two lines from an epistle, done in lyrical 

meter: an idea versified, and overly satirical; not an idea transformed into poetry and the satire 

refined to irony." The presumed element of satire in this passage leaves also Rudd "a little puzzled" 

since, in his view, "it is one thing to conclude a poem with a whole stanza of satire like absumet 
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heres (II, 14), but quite another to introduce a greedy captator and then relapse at once into 

profound melancholy." At the same time, other critics who are not troubled by the presence of the 

heir find these lines ''rather colorless" (Elder, 114), or, even worse, ''notable only for their 

hackneyed phraseology (manus avidas) [and] stylistic irregularities (amico animo etc.)" 

(Woodman, 777).438 

While the majority of scholars do not hold such a harsh view, they do seem to share a 

similar critical uneasiness about a presumed 'inadequacy' of the carpe diem injunction in this 

otheiwise pessimistic poem. Thus, the usual type of comment on this passage is that "the carpe 

diem motif is not sufficiently developed, and so the invitation sounds half-hearted. The tone is also 

rather discordanf' (Rudd 383). In the same vein, Fraenkel (421) argues that at the center of this 

poem is "the thought of death" and, although ''the lighter mood is not completely absent," the carpe 

diem injunction "appears only in a passing remark [ ... ], which in its context sounds rather 

conventional; one does not believe that the poet's heart is in it" Similarly Levin (355) considers 

that, "in 4.7 the idea that one must 'seize the occasion' is barely hinted," while, according to 

Commager (1962, 280), in this ode the encouragement offered by the carpe diem is "dim and 

perfunctory at best. The vision of why it is necessaiy to pluck the day seems to have paralyzed his 

will to do so."439 

However, in spite of the (almost general) critical reseive regarding the presence and 

especially the efficiency of the carpe diem injunction at 4.7.19f., one could argue that Horace uses 

the (rather) disturbing figure of the heir and the pessimistic tone of the poem to reinforce his urging 

to seize the day. Thus, to start with the controversial mention of the rapacious hands of the heir 

438 Cf also Collinge (111 ), who considers avidos an uninspired epithet 
439 Cf. also Bardon 353. 
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(manus avidas ... heredis, 19), although, as Fredericksmeyer (18) obseives, ''the fortune hunter 

(heredis, 19) was at this time becoming a notorious character in Roman society," who, ''pretending 

to be your friend (amicus), [ ... ]really hoped for your early demise, so that he could inherit your 

wealth and possessions and enjoyed them himself," his presence in this passage does not 

necessarily have satirical overtones. As Commager (1962, 287) observes, ''the heir's role is 

different from that which he plays in the Satires. Logically, he remains part of the cycle Horace 

brings before us, a triumphant reminder of time's passing." The reference to the heir is thus mainly 

meant to anticipate the death of the Torquatus, and, as Davis (162) remarks, can be considered "[an] 

economical way of reintroducing the topic of mortality.'440 One could thus argue that Horace 

'hijacks' a marker of a memento mori motif and ingeniously incorporates it into a carpe diem 

injunction in order to amplify its urgency. At the same time, the presence of the heir may also be 

explained as a variation on the previous Horatian spring poem. Thus, the two poems differ in the 

way in which the succeeding generations are presented; if in 1.4 the erotic dimension seems to be a 

bridge between different generations, as Lycidas, loved now by Sestius, will be loved by youths and 

girls (1.4.19£), in this poem the view is much more pessimistic, since, as (Corbeill 103) remarks, 

''the members of the next generation are represented as nameless heirs, whose sole interest lies in 

acquiring their predecessors' wealth." However, the major difference between the two poems is 

perhaps to be found in the carpe diem injunction as such. Thus, if in 1.4 the injunction to enjoy life 

has a definite erotic and sympotic dimension, as Sestius is urged to find solace in his love for 

Lycidas and in the company of other people at the symposium, in this poem, by contrast, the 

plurality of convivialists is replaced by one's own animus, implicitly defined in this ode as one's 

44° Cf also Shorey (443) for whom 1he mention of 1he greedy hands of1he heir is ''a poetical memento mori." 
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only fiiend (amico ... animo, 19f.). Although Davis (162) considers that, through the simple 

presence of the heir, "a common ancillary motif in CD [carpe diem] poems," this passage "though 

it contains no formal, direct exhortation to the banquet, nevertheless approximates the topic through 

a powerful allusiveness [ ... ],"it could be argued that, while the sympotic dimension may be present, 

these lines do not necessarily limit the carpe diem injunction to a simple sympotic invitation. In fact, 

this 'open' carpe diem injunction has allowed interpretations diametrically opposite to that 

proposed by Davis. Thus, according to Ancona (55), far from suggesting a sympotic context, "the 

injunction [ ... ] is to withdraw the self from connections to the world and quite literally to enjoy 

one's self in the here and now."441 While it is highly improbable that the speaker of 4.7 urges 

Torquatus to become a self-sufficient recluse of a kind, one could say that the carpe diem injunction 

of these lines has a much wider scope than the usual banquet, as the syntagm animo amico dare, 

perhaps the most arresting of the poem, introduces into the ode a dimension unknown to 1.4. The 

phrase, according to Page ( 437), "seems used somewhat colloquially to express the satisfaction of 

personal gratification." However, as the majority of critics have noticed, 442 the syntagm is highly 

unusual.443 The phrase may be a imitation of the Homeric syntagm <f>tA.ov fTtop (R. 3.31; 5.250. 

364, 670; 9.705; 13.84; 19.307; 21.201; Od. 16.92; 17.514) and its use here could be intended to 

bring into the carpe diem motif an elevation of style similar to that brought into the memento mori 

441 The rejection of the sympotic aspect does not hinder Ancona from analyzing a presmned eroticism in this 
carpe diem injunction Thus, the critic considers that ''where Catullus holds open the possibility that eroticism might offer a 
shared defiance of temporal inevitability, Horace instead here reduces the predicament of temporality to a kind of onanistic 
economic ttimnph. The self that confionts temporality sees only the greed of others, a greed that can be defeated only by 
the ambiguous eroticism of amico." 

442 See for example Gow ( 46); Ancona (55). 
443 A search of the PH/has indicated that the syntagm appears before Horace at Cic Sest 121, Prov. Cons. 41. 
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by the references to the epic genre (see above).444 However, it is also possible that, as 

Fredricksmeyer (20) argues, ''Horace's amicus animus means much more than the formulaic 

Homeric expression. Behind it lies Horace's philosophical conception of :friendship with oneself: 

amicus sibi, as a positive virtue."445 A similar view is held by Gautar (131 ), who considers that the 

philosophical conception expressed by Horace is "einen veredelten Egoismus, dessen sich der 

Dichter nicht zu schamen braucht, den er, im Gegenteil, sowohl sich selbst als auch den anderen a1s 

ein Lebensideal empfehlen kann,"446 while Putnam (1986, 139), implicitly acknowledging the 

philosophical content of the syntagm, remarks that ''the philosopher's self-love is [ ... ] the only 

untainted form of amicitia because it is completely unbeholden to the demands of others. It posits a 

responsive yielding to the desires of the inner spirit, and a truth to one's talents and inclinations. As 

long as the gods dispense life, the "fleeing" and the "giving" that form part of this solipsistic 

commitment are man's to dictate and not contingent on celestial mutability."447 However, even 

444 Fredricksmeyer (20) cites Plaut Amph. 131 (suo animo morem gerit) and Mil. 677 (es, bibe, animo 
obsequere); Theocr. 16.24 (~ ix) µiv 'VUXQ.. ix) BE rcoU 'ti.Vt. &rovat 00t&iv"); Aesch. Pers. 841 (WUX.Ttt 
C>tBOVT£c; lp:,vr1v) and &nip. Cycl. 340£ c-rnv o' EµTiv \llUXTw f:yro oo naoooµat O,XOv EU) as passages that 
express the notion of indulging one's soul. Other critics - Cataudella (229-32); Oates (76ff.); Wickham (311) - have 
proposed Simon. Frg. 85 (~ oU 'ta:ura. µa{h)v l3t0tou mm ~UXTrt WV a:yaEXDv -rATlet. 
Xapt~Oµevoc;) as a possible som-ce for this syntagm. Although Oates (82) considers that there is a difference in tone 
between the two passages, since ''whereas in fragment 85 the reader is exhorted to delight his soul with life's goods by the 
use of a bold and strong imperative, 'TA Tlet., Horace has modified his appeal, made it somewhat more subtle by including it 
within a subordinate clause," one could argue that in Horace the extreme urgency of the injwiction is given by the gloomy 
context in which it appears. 

445 Strangely enough, for Ancona (55) "the word amico clearly signa1s the erotic as well because of the 
mmsualness of this usage in Latin." 

446 According to Gautar, this conception was derived from Aristotle ( cf>tA..cx.mla ), who argued for it on 
philosophical grmmds against Plato who condemned it (Pl Lg. 731D-732A2; Arist. EN 1168a27-1169b2). Cf 
Fredericksmeyer (22). 

447 For the philosophical implications of the passage, cf also Schmid (723): ''Die horazische Verbinchmg des 
'cmpe diem' - Motivs mit der V ergfulglichkeitsreflexion ist genuine epikureisch. Das zeigt mit besonderer Deutlichkeit die 
Ode 4,7,7 welche die der kosmischen reparation gegeniiberstehende Einmaligkeit der fliichtigen lch-Existenz gerade 
deshalb vergegenwartigt, urn aus diesem Gedanken das Recht, nein, die Notwendigkeit abzuleiten, der im Heute 
enthaltenen Lebenswonne innezuwerden." 
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leaving aside its possible philosophical implications, the syntagm draws the attention of the reader 

through its arresting novelty and thus increases the efficiency of the carpe diem injWlctlon 

Far from being a detrimental element at the structural and thematic level of the poem, the 

indirect carpe diem injWlctlon of these lines brings into the ode the motif joy and thus, by contrast, 

makes the thought of death even more hateful. At the same time, the gloomy mood of the 

stnTOWlding sections (the preceding memento mori motif and the references to the Wldeiworld that 

follow at 21-28) amplifies the urgency of the injWlction. As Fredericksmeyer (19£) puts it, ''in a 

pwigent statement the poet exhorts us to live life fully, physically as well as spiritually, while we 

can [ ... ]. The voicing of carpe diem in only one distich is not a 'passing remark' but an indication 

that, since our life is only a passing moment, we must seize quickly the chances we have to enjoy it 

[ ... ]. The memento mori points toward and gives urgency to the carpe diem appeal. The statements 

on death, which precede and follow the appeal, say essentially the same thing: tomorrow you may 

die, to be dead forever, and once you are dead you will never come back. Thus the two statements 

can be seen, not as presenting a sequence of thoughts about death in which carpe diem is only a 

passing remark, but as focusing and enhancing the appeal.''448 

However, in spite of the great urgency of the carpe diem injWlctlon, its short length (only 

two lines in a poem of28) and its particular expression (through the mention of the heir, reduced to 

and defined only by the disquieting image of his greedy hands) do cast a shadow over the idea of 

enjoyment and maintain the overall pessimistic view of the poem. 

448 For a similar view on the efficacy of the injmction, see Putnam (2006, 403 n. 49), who observes that "in the 
expansive context of the carmen, where nature's fleeing and returning act to place palny mortals in their vast, death-driven 
setting, the speaker mges us, for the brief extent of two lines, to snatch what we can from the covetous grasp of our heir, 
because what lies in wait for us brings no possibility of plea.sure on any level." 
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At the stylistic level one may notice in these lines the metathesis manus avi<Jas and the 

paradoxical juxtaposition heredis, amico that puts together (at least) at the textual level antithetical 

notions. The plethora of meanings totally opposite to heredis that the epithet amicus brings into the 

passage ("one's own," "dear," ''friendly," ''well-disposed," see OLD s.v. la, 3b), amplifying the 

sharp contrast between one's heir and one's soul, is another noteworthy aspect of this syntagm. One 

could also remark the use of fagient, a verb that, in a poem in which the idea of flight and rapidity is 

generally associated with the passing of time and death, relates the idea of flight with the theme of 

joy and links thus this passage to the beginning of the poem (diffagere, 1). 

The poem continues in lines 21-24 with a memento mori that emphasizes the implacable 

and definitive nature of death. The passage, revealing (at last) the addressee of the poem, namely 

Torquatus, ooth further increases the gloomy mood of the ode and reinforces the urgency of the 

carpe diem injunction, since, as Fredricksmeyer (19) observes, "the poet retwns to the theme of 

death, as if to punctuate the need immediately to act on advice." Although fonnally intended for 

Torquatus, who, appropriately (or ironically) enough for a lawyer (see p. 155 n.14 7), will (soon) be 

faced with the sternness of Minos' splendida arbitria and the impossibility of any 'appeal,' since 

none of his great (Roman) virtues (genus,facundia,pietas) could secure his retwn from death and 

the underworld, the warning has a much larger scope, the addressee being in fact the entire 

humankind, since, as Becker (156) remarks, "[es geht] nicht allein lll11 Torquatus; daher steht nicht 

tuum genus, tua facundia usw."449 Thus, at the thematic level, the passage suddenly shifts the focus 

of the poem from the motif of enjoyment to the motif of rebirth and renewal at the hlll11an level, 

449 Cf Fredericksmeyer (19), who shares a similar view, arguing that "Torquatus may or may not have had 
genus,facundia, pietas. It does not matter. Horace addresses us, and the hmnan condition We all should make the best use 
of our gifts and qualities while we can, for soon they will avail us nothing.'' See also Porter 191. 
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emphasizing the fact that hwnankind is totally defenseless in the face of implacable death, since, in 

spite of the great qualities that mortals may have, there is no possible rebirth for them. 

The passage, as the majority of critics have noticed, 450 starts with an allusion to both line 14 

of the poem and Cat 5.4, since cum semel occideris is most likely a deliberate variation on both 

cum semel occidit and nos ubi decidimus. Although disparaged by Quinn (26) as a ''too facile[ ... ] 

echo of Catullus" and a "weak rephrasing" of line 14, one could argue that, by alluding to these 

passages (in which the idea of death is so prominent), the syntagm effectively brings at a concrete 

and personal level the (previously general and abstract) theme of death, 451 the double allusion with 

its 'bmden' of ominous meanings reinforcing the memento mori addressed to Torquatus. The 

reference to Catullus reminds again the reader about the contrast between the general mood of the 

two poems (see pp. 199-203), while occideris, similar to decidimus (14), brings into the line 

multiple meanings ('to fall'; 'to die'; 'to sink, go down, set' (of the heavenly bodies) and 'to pass 

away,' see OLD s.v. 1, 2a, 4a, 5) that emphasize the tragic hwnan condition. Another similarity 

between the two verbs is the fact that occideris too implicitly contrasts, especially through its 

astronomical usage, the definitive nature of death at the hwnan level with the idea of constant 

renewal that characterizes the natural world, as suggested by the swift recovery of the damna 

caelestia (13).452 

At the same time, apart from explicitly expressing the idea of death, the syntagm may also 

hint at the suddenness with which the final end may come. Thus, although Quinn (25) considers 

that the "light-moving dactyls" of the first half of the hexameter could imply that "we are not at all 

450 See Shorey 433; Woodman 765; Fraenkel 420. 
451 For the movement from general to particular in this poem, cf also Woodman (765 n.5) and Levin (356). 
452 Cf also Putnam (2006, 21 ). 
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downcast by the thought of death," it could be argued that, since nothing else in the context supports 

such an interpretation (which stands also in opposition with the pessimistic view and gloomy mood 

of the entire poem) the meter suggests rather the idea of rapidity (emphasized throughout the ode) 

and thus the imminent nature of death. However, the quick tempo (of the impending death) is 

suddenly brought to an end by caesura (suggesting perhaps the suddenness with which our life is 

cut short), while the three long monosyllables that follow (et de te) slow down the rhythm and 

(hinting maybe at the 'frozen' temporality of death) bring into this line a solemnity (heavy like a 

tomb stone) that, appropriately, accompanies the imposing presence of Minos (in emphatic position 

at the end of line) passing his stately (splendida) and stem verdicts.453 The reference to Minos, the 

'ultimate' judge, apart from being a variation on Pluto from 1.4 (mentioned in the syntagm domus 

Plutonia at 1.4.17), appropriately suggests to (the lawyer and orator) Torquatus454 the implacable 

and irrevocable nature of death, the idea that both in life and in death humans are but feeble beings, 

totally at the mercy of the gods above (di superi, 18) and below, allowing also Horace to introduce 

into the poem the disheartening notion that hmnan virtues are totally irrelevant in the face of death, 

while conferring on this line (through the mention of an important mythological figure) an elevated 

tone. 

However, the most interesting aspect of the passage (lines 21 £) is the striking qualification 

of arbitria as splendida. This qualification has been variously explained by critics. Thus, while for 

some the epithet is "purely ornamental" (Collinge, 111), for others "most of the line's power 

undoubtedly resides in splendidd' (Rudd, 382). According to Fredricksmeyer (19) ''the judgment is 

453 Cf also Rudd (382), who remarks that "it is partly a matter of solllld and rllythm, in that de te prepares us for 
the great, tolling line which follows." 

454 Cf. Smith (297) for whom ''there is an appropriateness in confronting the orator with the judgment-seat of 
Minos as a type of the inexorable doom of death." 
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called splendida [ ... ] because it is not dark and enigmatic but decisively, brilliantly clear, in that it 

consigns us, without ambiguity or chance of appeal or reprieve, to everlasting death." At the same 

time, as Gow ( 4 7) notices, "the epithet is frequently applied to oratory and probably refers here to 

Minos' stately eloquence." A similar view is also held by Putnam (2006, 403), who remarks that 

"one keen irony here lies in the fact that these 'splendid' judgments have nothing to do with the 

literal sheen of a setting in the world above. In this realm of gloom and darkness the adjective 

splendidus largely keeps its stylistic sense, applied to the quality of Minos's dazzling adjudications 

and to the brilliance of their deliverance.'"'55 An interesting and plausible interpretation, considering 

the indirect eulogy of Torquatus in the next two lines is proposed by Nauck (187), who argues that 

"splendida geht nicht auf den auBem Glanz des Tribunals, das Goldene l.epter u.dgl., sondem das 

Zeugnis, welches dem Leben des Torquatus ausgestellt wird, selbst ist glfulz.end." A possible 

argument (overlooked by Nauck) in favor of this interpretation could be perhaps found at the textual 

level of the poem, where te (i.e. Torquatus) is immediately followed by splendida and Minos. 

However, although a single interpretation carmot be given, it could be said that the syntagm does 

draw the attention of the reader both through its striking novelty456 and through the sharp contrast 

between the munerous (and unexpected) associations brought by splendida (a word with multiple 

meanings, many of them most likely present in this passage - 'bright, shining,' 'clear'; 'dazzling, 

superb'; "brilliant'; 'illustrious', 'bright, vivid,' see OW s.v. Id, 3a, 4a, Sa) and the gloomy mood 

of the memento mori. The main effect of the sense of brightness brought by this unexpected 

adjective (into the Underworld) is to make, by contrast, the realm of the shadows seem even 

455 Cf however Wickham (312), who considers that ''the magnificence, stateliness of Minos' comt is transferred 
to the decrees he passes." For a similar opinion, see also Smith (298) and Allcroft-Hayes (243). 

456 A search of the PHI has indicated that this is the only place where the syntagm appears. The novelty of 
expression may also be intended in the use of fecerit, since, as Orelli (552) (giving as examples Liv. 24.45; Tac. Hist. 4.21 
and Cmtius 6.1) obsetves (and a search of1he PHI confinns), ''frequentius est arbitria agere." 
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gloomier and thus to make the perspective of death and the memento mori even more 

disheartn . 457 emng. 

The poem continues with the demoralizing warning given to Torquatus that no virtue can 

bring him back from death and the Wlderworld (23f.). Although introduced much later than Sestius 

in 1.4 (as if to suggest that the message of the ode applies not only to its formal addressee but to the 

entire humankind),458 Torquatus receives (as if Horace wanted to compensate for this late 

introduction) "his full share of that praise of distinguished men[ ... ]. True, he is given no direct 

eulogy, but in the form of a negative statement [ ... ] threefold excellence is ascribed to him" 

Fraenkel (421).459 The enmneration of these specific virtues (genus,facundia,pietas) both confers a 

distinct Roman flavor on this passage, and, in view of the high esteem in which these qualities were 

held in the Roman world, reinforces the idea of the universal natme of death, since it suggests that 

even the most meritorious people die. However, although Dyer (83) argues that, since "the three 

virtues whose efficaciousness against death is denied set us in the conceptual world of the 

aristocratic Roman of the day, of Augustus and of pius Aeneas," the pessimistic mood of the ode 

and especially the inefficacy of pietas provide strong clues that 4.7 is an anti-Augustan poem, it is 

457 For the diversity of meanings that characteriz.es the word splendida and the general effect of the phrase, see 
also Rudd 382, according to whom "splendida arbitria is an expression which English cannot translate. 'August,' 'stately,' 
and 'imposing' are worthy efforts, but they prevent the metaphor from shining out as it does in the Latin, intensifying the 
gloom of the 'infernal darkness'." 

458 Cf Putnam 2006, 402. 
459 Cf Wickham (312): ''The personal ~ implies that Torquatus possesses the gifts of which Horace 

speaks." 
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highly unlikely that the ode has such a (harsh) political agenda460 or that Horace is "in the 

totalitarian state of Augustus, [ ... ] a Pasternak, weeping in words that the cause he loved has failed 

him, in the infinite sorrow that hope and dreams must fade." The most plausible interpretation is 

(also the most simple one, namely) that the enwneration, indirectly praising Torquatus for his 

birth, 461 eloquence462 and piety is meant to give the addressee a straight and realistic assessment of 

his chances to escape his mortal condition. As Woodman (764) put it "Torquatus in Horace's ode 

appears ahnost in the guise of one of the heroes in line 15. And the same fate awaits him." At the 

same time, since the fact that "Horace has [ ... ] presented us with a schematiz.ed character-sketch of 

the type so familiar in Roman historiography [ ... ] imposes a formal element of firm tradition on the 

ode" (Woodman 764), one could argue that this enwneration is also intended to continue and 

reinforce the solemn tone of the preceding lines, since, as Rudd (382) remarks, ''the somber gravitas 

of the concluding section is strengthened [ ... ] by the aristocratic qualities of genus, facundia, and 

pietas." The solemn tone and the gravity of this passage reveals also the main difference between 

4. 7 and the previous spring poem, since, as Fraenkel ( 420£) put i~ "one could hardly find a more 

significant illustration of the wide difference between the Grecian rco:t~Et v with its elaborate 

460 For a more restrained view, cf Putnam (1986, 140), who, although considers that "[Torquatus']pietaS" makes 
him a modem-day representative of pius Aeneas, an example, perllaps, of Rome's renewal wider Augustus," does not 
regard this as a negative allusion to the political climate of the day nor 4.7 as a subversive poem. According to Putnam 
(143£), this enmneration of Roman virtues is intended to make the appeal of the poem more general, since, while in 1.4 
Sestius ''appears only in the role of anyone blesred with wealth and youth, whom the speaker places in a larger 
continmnn," so that ''whatever the strength of its generalities, the poem is essentially immediate and private," the situation 
of Torquatus is, by contrast, more public," as ''we sense his Romanness, not only because he was a lawyer of good 
breeding, but because his characteristic piety makes him a latter-day Aeneas, an analogy in the present to a major figure in 
the historical past" 

461 Cf Smith (297): ''Torquatus belonged to the Manliangens, among the oldest of the Roman noble house." 
462 According to Smith (298), Torquatus' facundia is especially praised, since "in the varying metrical accent on 

n6n ... non te ... n6n te, the stress here fitlls on te." 
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regulations for the cruµ.1t6cnov and its devotion to rcatOt KOc; Epcoi; on the one hand and on the 

other the full gravitas of the res Romana as embodied in the traditions of the nobility." 

The somber tone of these lines is also reinforced, according to Quinn (25), by the triple 

anaphora of non that emphasizes the sternness of the memento mori,463 each negation shattering 

another virtue and hope of redeeming.464 At the stylistic level, worth mentioning in this passage is 

also the asyndeton that leaves the addressee no respite from the rapid 'blows' of negation, while the 

tricolon of these lines seems to crush Torquatus tmder its progressive weight The passage contains 

also remarkable sound effects, as the assonance of o and e may be intended to give the lines a 

mournful tone, while the alliteration of n and t (non, Torquate ... non te ... non te) may suggest the 

vehemence of the appeal. At the semantic level noteworthy is the word restituet, that brings into the 

passage a great abundance of meanings ('to make sotmd or healthy again, restore to the proper 

physical state'; 'to revive, restore'; 'to bring back into existence'; 'to put back in its original place'; 

'to restore to a given position, status or condition'; 'to reinstate (a disgraced person) in his fonner 

dignity or position', see OLD s.v. 2a, 3a, 4a, 5, 6aand b) and ends the series of verbs in re-from this 

poem (redeunt, 1; recurrit, 12; reparant, 13) and any hope of revival at the hwnan level.465 

To conclude, one could say that the passage, as (even) Woodman (777) admits, "with its 

Catullan reminiscence, its apposite metaphor splendida, its archaic-sotmding anaphora and the 

pleasing ambivalence of genus,facundia and pietas, is perhaps the best in the poem." 

463 According to Woodman (764), the use of anaphora in this passage is also ''highly reminiscent of the archaic 
style ofLatin writing in general, especially Ennius, thus complementing the tone of the poem at this point" 

464 Cf. Putnam (141 ), who remarks that ''the trice repeated non, negating each quality before the concluding 
restituet, is a last reminder that even gifted humans have no share in the primaveral retmn of grass to the fields (redeunt) or 
them~ restorations ofheaven's swift moons (reparant)." 

5 As Putnam (1986, 141 n15) obsetves, the word, appropriately enough in a warning given to a lawyer, has 
also, a legal rig when it means 'restore one's due.' Life is not due to Torquatus, for all his talent." See OW s.v. 6c. 
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In sharp contrast to the previous spring poem, whose ''final image [through its the sympotic 

and erotic aspects] stresses not the finality but the continuity ofhwnan existence" (Corbeill 98), 4.7 

ends with the disheartening image ofHippolytus and Pirithous who, confined to the infernal realm, 

carmot be restored to life and brought back from the Underworld by either Diana or Theseus. The 

fimcti.on and especially the efficiency of this final section of the poem has been the subject of a 

long-standing critical debate. Thus, while some scholars consider that ''the concluding tetrastich 

Qines 25-28) is deliberately anticlimactic, just as death itself is a quiet sequel to life's energetic 

striving" (Levin 356), others argue that, on the contrary, these lines offer a key to the poem, since 

"our sense of the significance of [the] finality [of death] will depend upon our understanding of the 

two mythological exempla" (Ancona 58). One of the most controversial aspects of this passage has 

been the fact that, as the majority of critics have noticed, 466 one of the myths chosen by Horace to 

illustrate the irrevocable nature of death (namely that about Hippolytus) has also an 'happy-end' 

variant, in which the hero was actually restored to life, although by Asclepius not by the goddess 

Diana. The existence of such a variant (although a common characteristic of many other myths in 

Greek and Roman mythology) has prompted Collinge (111) to accuse Horace of a "maladroit use 

of mythology," since, in his view, it "nullifies the whole point of the allusion" (19 n.2). A similar 

disappointment is also shared by Woodman (765) who finds Horace "guilty of an unthinking 

allusion here," an allusion that apparently just proves ''the ode's patchwork character." However, 

while the existence of such a variant may seem problematic, the criticism brought to this passage is 

unfair and misses the point of this allusion. Thus, it could be argued that (apart from the obvious 

point that a tragic end of Hippolytus brings into the ode), after the 'intense' Roman flavour brought 

466 See Gow 47 and Smith 297, who cite Verg. Aen. 7.765 and Ov. Met 15.479 as passages where the happy­
end version appears. 
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in the previous lines by the references to genus, facundia and pietas, Horace deliberately chooses, 

for the sake of variation, a Greek variant of a myth. 467 At the same time, by ending his poem with 

references to Greek mythology, Horace succeeds in offering the reader, as Levin (356) remarks, "a 

well managed balance between corroborative examples of man's mortality dra\Vll from Roman 

histoty or quasi-histocy-Aeneas, Tullus, Ancus (15)- and those taken from familiar Greek myth-

Hippolytus and Perithous (25-28)." 

After the warning of the previous lines (23-24) has shattered any hope that the virtues and 

the qualities of an individual could give him a chance of escaping his tragic fate, these mythological 

exempla suggest the helplessness (and ultimate loneliness) of mortals. The impossibility of renewal 

and rebirth at the hwnan level is thus (through repetition) further emphasized, increasing the gloom 

and the pessimistic mood of the poem. As the passage alludes to the moral worth of Hippolytus 

(through his characterization as pudicum, in emphatic position at the end of line 25), while Pirithous 

was not distinguished (at all) by his chastity, critics have long debated whether or not the antithetical 

relationship that exists between the two mythological figures affects the overall message of these 

exempla Thus, according to Putnam (2006, 26), "the lines are [ ... ] bound by implication to the 

argwnent of lines 23 and 24. Hippolytus was pudicus, Pirithous was not, but the grip of death is as 

fast on the lecher as it is on the model of chastity," and, accordingly, the passage, as Levin (1968, 

318) considers, is meant to illustrate the idea that "in the face of death the moral worth of the 

individual proves quite irrelevant." However, since the two mythological figures are also associated 

with numerous other qualities (like high birth, youth, and comage ), one could say that the passage 

reinforces the idea expressed in the previous lines (23£), namely that, in spite of any virtues, all 

467 Horace, as critics have noticed (see for example, Smith 299; Kiessling 349), follows the Greek version of the 
myth foood in Eur. Hipp. 
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humans are doomed to die. At the same time, while the juxtaposition, hinting at the worthiness and 

the various qualities of the two antithetical figures, cannot be regarded as random, it could be argued 

that the emphasis here is not on the inefficiency of human qualities and virtues (an idea that has 

received enough attention on the previous section), but on the inability of others to save a mortal 

from his tragic fate. Thus, the two mythological exempla, as Fraenkel ( 420) observes, simply 

illustrate that ''neither the protection of a goddess nor a hero's friendship could rescue those who 

had to go down to Hades," and suggests that, in the face of death "even the most exquisite affection, 

whether sacred or profane, has its absolute limits"(Minadeo 1982, 87). A similar view is also shared 

by Ancona (59), who remarks that ''the depiction of Hippolytus as a prisoner of the dark 

miderworld, and Pirithous caught in the chains of Lethe, where desire is impotent to overcome 

death, produces a grim commentary on the delusion that the eroticism of spring might triumph over 

the human experience oftime."468 Since neither one's qualities, nor one's friends (be they gods or 

humans469
) could change the final outcome of one's life, man is portrayed as a helpless and 

(ultimately) lonely being, the two exempla giving thus the last touch to the demoralizing depiction 

of hwnankind. The mortals, incapable of helping others or being helped themselves, are placed 

between (and contrasted with) the divine and the natural world. Thus, as Putnam (1986, 141) 

observes, while ''the gods are on high, associated with the heavenly bodies [ ... ]," ''the dead remain 

prisoners of darkness below (infernis tenebris). Their attributes are the polar opposite of the height 

and brightness belonging to the celestial gods, and their frozen bondage serves as antonym for the 

energetic, varied motion that seasonal nature vouchsafes to man as an emblem of recurrence." 

468 Cf Porter (206); Putnam (1986, 141 ). 
469 ct: however Kelly (815), who considers 1hat 1he passage presents also a contrast between divine abstention 

from helping (neque ... liberal, 25£) and hmnan inability to help (nee ... valet ... abrwnpere, 27). However, one could 
argue 1hat 1he 'divine abstention' is not different from 1he hmnan inability, since even 1he gods could not change 1he fate. 
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Although the two somber mythological exempla are meant primarily to illustrate the 

irrevocable nature of death at the human level, the passage sei:ves also several additional important 

functions, bringing into the ode numerous other ideas and associations. Thus, while the idea of 

pennanent movement and rapid change is emphasized in the rest of the poem, in these final lines 

Horace stresses the idea of constriction, immobility470 and restraint (neque ... Diana ... liberal, 25£; 

Lethaea ... vincula, 27£ ). At the same time, death and the infernal ~ depicted here as "a dark 

prison house inhabited by shadows" (Rudd 382), are associated with the idea of darkness and 

gloom explicitly expressed by the word tenebris (25) that ends the alteration between light and 

darkness apparent in the second part of the poem (lunae, 13; umbra, 16; splendida, 21).471 The 

word tenebris may also recall the demoralizing sententia pulvis et umbra sumuY (16), since 

(although we cannot be sure whether or not Horace was aware of this connection), the ancient 

etymology,472 as Putnam (2006, 404) obsei:ves, links it with the word umbra. The idea of (physical) 

darkness is also accompanied by the idea of oblivion, suggested by the Lethaea (27), adjective 

derived from the name of the river that obliterated in the souls of the dead their memories of earthly 

life. As Quinn (23) remarks, ''the chains are called 'Lethaea' to conjme up a picture of Pirithoos 

chained by the River of Forgetfulness: he has forgotten his friend; Theseus still remembers."473 The 

Underworld is thus depicted as a hateful place of darkness, constrain and forgetfulness, so that, as 

Putnam (2006, 403) remarks, "a salient part of [Horace's] warning to Torquatus to seize the 

moment lies in this very loss of individuality that follows upon the end of our day. [ ... ] fu death we 

become formless continuities, forgetting and forgotten." 

470 That appeared previously only in the description of winter (iners, 12). 
471 Cf.Woodman766 nl. 
472 For this etymology, Putnam (430 n 37) cites Isid Orig. 13.l 0.12 (tenebrae dicuntw quad teneant umbras). 
473 Cf. also Putnam (1986, 144 n20), who argues that "Lethaea reminds us of our forgetfulness, and of the 

forgetting of us, in death." 
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At the stylistic level, one may notice in this section the parallel and emphatic positions of 

Hippolytum (26) and Pirithoo (28), drawing the attention of the reader to the mythological figures, 

and also of pudicum (25) and caro (27) that emphasizes the virtue of Hippolytus and the affection 

of Theseus for Pirithous. Noteworthy in these lines is also the demoralizing repetition of negations 

(neque ... nee) and the irony of the inability of releasing (liberat) someone whose name contains the 

idea of release and liberation (Hippolytum, from Aim),474 or of having forced to immobility 

someone whose name (Pirithous) means ''the exceedingly swift''.475 Thus, as Putnam (2006, 404) 

remarks, ''the extraordinmy feeling of these final lines is underscored with further etymological 

play. Hippolytus, in life 'the releaser of horses,' not only cannot himself escape from death's dark 

prison but not even his divine patroness can accomplish such an act of freeing. Likewise, Pirithous, 

'the exceedingly swift,' now, after transition from upper to lower world, lives the opposite of his 

earthly name. The sublunar runner is now confined by unbreakable chains." 

The passage contains various sound effects, like the assonance of i in 25£, of 0476 and i in 

27£, suggesting perhaps the idea of sadness and lament and reinforcing thus the mournful mood of 

these mythological exempla Conspicuous is also the presence of numerous rhymes (infernos .. . 

tenebris, 25; pudicum ... Hippolytum, 25£; caro ... Pirithoo, 27£), while the abundance of 

mythological references (and Greek names477
) is most likely intended to bring elevation of style. A 

similar effect has also, according to Woodman (765), the phrase infernos ... tenebris, reminiscent of 

474 CT. Kelly 815 n2.; Hors:fu.ll 136; Paschalis 183£ 
475 For the etymology of Pirithous as "der sehr Schnelle," see Lexicon des friihgriechischen Epos 2001.1110, 

s.v. Cf. Putnam (2006, 404 n.34). 
476 Cf. also Collinge (34), who argues that ''the contrast between the long and short quantities of the letter o has 

probably never been used so expressively as in the fulling cadence at the end of 4. 7: vincu/a Pirithoo." 
477 Cf. Bardon (23): "sur nous, comme sur Horace, opere le chrume d'llll vocabulaire sonore, empnmte a la 

Grece." 
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two passages in Aeneid 7 (infernisque ... tenebris, 325; tum paler omnipotens aliquem indignatus 

ab umbrislmortalem infernos ad lumina surgere vitae, 770f.). 

Another aspect of this passage worth mentioning is the highly effective juxtaposition 

vincula Pirithoo in line 28 that suggests, even at the textual level, the idea of constraint. Since in this 

mythological exemplwn, as Commager (201) remarks, "Pirithous [ ... ]figures[ ... ] as a symbol of 

man's common fate," it could be argued that this spring poem ends (appropriately enough, 

considering the general pessimistic mood of the ode) with the disturbing image of mankind forever 

confined by the shackles of its tragic condition 

To conclude the analysis of this poem, one could say that 4.7 is a highly elaborate piece of 

writing, an ode that brings into the tradition of the genre new thematic aspects, and unexpected 

ideas and associations. In contrast to all the other poems of the genre, in 4. 7 spring is presented as 

part of the cycle of seasons and the connection between the vernal season and (fleeting) time is 

made explicit. The sharp contrast between the cyclical time of natural phenomena and the linear and 

finite nature of human temporality prompts disheartening reflections on the tragic condition of 

mankind. Although an obvious pair with 1.4, the nwnerous structural, thematic and stylistic 

similarities serve as a background against which the differences between the two poems are even 

more conspicuous. In contrast to 1.4, in 4.7 the vernal imagery is much abridged and the emphasis 

is mainly on the idea of movement and pennanent change. Throughout the poem, the theme of 

renewal and rebirth at the natural level is contrasted with the motif of death at the human level, and 

the indirect carpe diem injunction that 'fulgurates' amid bleak memento mori warnings cannot 

dispel the pessimistic mood that sets this poem apart in the tradition of the genre. 
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The various similarities between 1.4 and 4.7 are not intended to lure the reader into the 

temptation of ranking the two poems - a vigorously pursued, though rather superfluous endeavor of 

criticism - but only to enhance each one's particular appeal, which, in the case of this ode is perhaps 

to be found in its more reflective and pessimistic nature. 
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Chapter VI 

Horace Carm. 4.12 

lam veris comites, quae mare temperant, 
impelhmt animae lintea Thraciae; 
iam nee prata rigent, nee fluvii strepunt 

hibema nive turgicli. 
nidum ponit Ityn flebiliter gemens 
infelix avis et Cecropiae domus 
aetemum opprobrium, quod male barbaras 

regum est ulta libiclines. 
dicunt in tenero gramine pinguium 
custodes ovium cannina fistula 
delectantque deum cui pecus et nigri 

colles Arcadiae placent 
adduxere sitim tempora, V ergili; 
sed pressum Calibus ducere Libennn 
si gestis, iuvenum nobilium cliens, 

nardo vina merebere. 
nardi parvus onyx eliciet cadum, 
qui nunc Sulpiciis accubat horreis, 
spes donare novas largus amaraque 

curarum eluere efficax. 
ad quae si properas gaudia, cum tua 
velox merce veni: non ego te meis 
inmunem meditor tingere poculis, 

plena dives ut in domo. 
vennn pone monIB et studium lucri, 
nigronnnque memor, dum licet, ignium 
mi.see stultitiam consiliis brevem: 
dulce est desipere in loco. 

5 

10 

15 

20 

25 

Included in the fowth book of his Carmina and dedicated to (a certain) Vergilius - who 

may or may not be Virgil, the poet (see below) - 4.12 concludes the cycle of spring poems written 

by Horace. Although the (frantic, but ultimately inconclusive) search for the (elusive, and, to some 

extent, irrelevant) identity of the addressee has almost monoix>liz.ecl the criticism of 4.12, so that 

scholars have rather 'neglected' to define and rigorously analyze this ode as a spring poem,478 

478 The few critics who do consider 4.12 a spring poem and offer a more or less detailed analysis of it from this 
perspective are Kiessling 449; Fraenkel 418 n.2; Williams 123; Commager 275f; Quinn 1963 4-14. 

206 



PhD Thesis - D. Garofeanu McMaster - Classics 

opinions against its inclusion into the genre have been nonetheless formulated. Thus, according to 

Belmont (11), "those who link Odes 1.4, 4.7 and 4.12 together as 'spring songs' fail to see some 

fimdamental differences," since, while "1.4 and 4.7 overtly do resemble each other," 4.12, in his 

view, ''hardly belongs with the other two," the poem being, apparently, just "an invitation which 

happens to be set in, but does not depend on, spring.''479 However, while the differences between 

the previous two Horatian spring poems and 4.12 do exist, the main fault of this critical approach is 

that of ignoring not only the adherence of 4.12 to the genre, but also the fact that its status as a 

spring poem fimdamentally affects the overall appreciation of the ode and the significance of the 

differences that exist between these poems, which are prompted exactly by the pressure of a genre 

characterized by a continuous striving for variation, and, in its Latin tradition, by a remarkable 

thematic admixture. 

Like 1.4 and 4.7, this ode too contains nwnerous structural, thematic and stylistic 

similarities with the Greek spring poems included in the Palatine Anthology. Thus, 4.12 follows, at 

the structural level, the traditional schema of a spring poem, 480 including a description of the season 

in lines 1-12 and the reactions prompted by spring in lines 13-28. The poem starts with the vivid 

image of the vernal winds (veris comites), presented as calming the sea (quae mare temperant, I) 

and swelling the sails (impellunt lintea, 2). The first two lines of the ode recall thus the traditional 

announcement of the coming of spring by reference to the opening of the navigation season from 

A.P. 10.1.1 and 10.2.1. At the same time, the image of the sea soothed by the spring breezes recalls 

the description of the vernal sea from A.P. 10.1.3£ and 2.1£, while the direct mention of the 

spreading canvas (lintea, 2) reminds the reader of the references to sails at A.P. 10.1.6 (b86VT]V) 

479 For a similar view, see also Johnson 49 n 4. 
480 Apart from 1.4and4.7,1he previous spring poems areA.P. 10.1, 2; Cat. 46 and possibly A.P. 9.363and10.4. 
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and 2.7 (/\.O.t<l>ro).481 fu line 3, the image of the meadows (prata) no longer frozen recalls the 

meadows of A.P. 10.1.3; 2.4, and, possibly, (if that poem antedates 4.12) of A.P. 9.363.5£ fu the 

same passage (lines 3-4), similar to A.P. 10.2.1£, spring is characteriz.ed indirectly by the negation 

of (some of) winter's features (nee ... rigent, nee ... strepunt). fu the following section (lines 5-8), 

the traditional swallow (conspicuously absent from all the Latin spring poems so far) makes an 

impressive comeback (in four learned lines), and, in spite of her grief, seems to find enough strength 

to dutifully build her nest (nidum ponit, 5), like the swallow of A.P. 10.2.3£,482 while, in the last 

passage of the description of the season, the image of the singing shepherds may be intended to 

remind the reader of A.P. 9.363.7 (again, if that poem antedates Horace's ode). The mention in line 

9 of the soft grass (tenero gramine) recalls the tender leaves (a(3,:xX ... 'ltE1XX.A.cx.) of the meadows 

from A.P. 10.2.4, and also the references to vegetation in A.P. 10.1.3 and, possibly, A.P. 9.363.1-6 

and A.P. 10.4. 7. fu the same passage, the reference to deum, identified by the majority of critics with 

FaWlus,483 the god of flocks and fields, may evoke (through his associations with the idea of 

fertility) the traditional figure of Priapus, while pinguium ovium (9£) and pecus (11) possibly recall 

the fleecy sheep (EUKOµa. µllAa) of A.P. 9.363.20. Apart from these elements, one may also 

notice, at the level of expression, the repeated use of iam in the first and the third line, recalling the 

traditional 'ljfu] of the Greek epigrams. 

However, in contrast to the Greek spring poems, the vernal landscape of 4.12 contains also 

new elements, while some of the traditional ones are presented in a very innovative way. Thus, one 

could find in 4.12 new human (custodes, 10) and (more nwnerous) animal (pinguium ovium, 9.f; 

481 And possibly recalls also the A.cxt<j>&x. of A.P. 10.42 and the A.tva tcoA.nx:Oaa~ of A.P. 9.363.10. 
482 AndperhapsthatofAP. 10. Sf. 
483 See, for example, Allcroft- Hayes 248; Shorey 456. 
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pecus, 11) presences, new geographical references (Thraciae, 2; nigri colles Arcadiae, 1 lf.), while 

perhaps the most striking departure from the tradition of the genre is the replacemen~ at the 

beginning of the poem, of the traditional Zephyr with the rather llllexpected animae Thraciae (2). 

New also is the extended mythological background that accompanies the building enterprise of the 

grief-stricken swallow tha~ surpassing any appearance of the bird in the Greek epigrams, stands in 

shmp contrast with the swallow of AP. 10.1.1 whose joyous (but rather silly) chattering 

Q..aAt:J..ye,1.x:Jr:t) becomes in Horace's poem a dignified and tearful moan (flebiter gemenr) that 

brings into the joyful and dynamic description of spring an llllexpected darker mood. 

Nevertheless, as in the case of 1.4 and 4.7, the most important difference between 4.12 and 

the Greek spring poems appears in the second part of the ode (lines 13-28). Thus, the main reaction 

prompted by the season is a lengthy and humorous sympotic invitation that, apart from conferring 

on the poem a mood of playfulness 484 that reminds of the light-hearted and cheerful A.P. 10.l and 

2, brings into the poem a generic admixture unknown in the previous spring poems. 

Another interesting aspect of 4.12 is the tension created by the careful juxtaposition of 

Greek and Roman elements. Thus, if in the description of spring various elements suggest a Greek 

setting (animae Thraciae, 2; Jtyn, 5; Cecropiae domus, 6; colles Arcadiae, 12), in the second part of 

the ode, words like Vergili (13); Calibus (14) and Sulpiciis ho"eis (8) give the poem a strong 

Roman flavour. One could almost say that in 4.12 spring comes in a Greek fashion (as if Horace 

wanted to express his allegiance to the tradition of the genre), but prompts Roman reactions, a 

device that allows Horace to elegantly depart from its models while paying due respect to them. 

484 In spite of the (brief) mention of the bitterness of cares ( amaraque curarwn, 19) and the darker note brought 
by the memento mori of line 26 (nigrorwnque memor, dum licet, ignizon) the carpe diem motif is predominant and the 
general tone of 1he poem light-hearted. 
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Apart from recalling the epigrams of the Palatine Anthology, 4.12 contains also numerous 

elements that remind the reader of the Latin tradition of the genre, as Horace, the only author who 

'dares' to write a third spring poem, alludes in this ode to both his previous two spring poems and 

Catullus 46. The result of this endeavor is a vety complex poem, in which Horace makes, with great 

dexterity, extensive use of the techniques of imitatio cum variatione and aemulatio. 

The ode, as it has often been noticed in criticism, 485 starts with an allusion to the first 

(known) Latin spring poem, since its first two syllables (iam veris) clearly recall the beginning of 

Cat. 46 (iam ver). However, as Commager (275) remarks, "aemulatio rather than imitatio prompts 

Horace, for he calls attention to his model only to depart from it." Thus, not only is Catullus' direct 

reference to the change of temperature ( egelidos tepores) brought by spring absent from the 

beginning of Horace's poem, 486 but the iucundis :zephyri aureis are replaced by the (rather intriguing) 

animae Thraciae, while the vernal reswnption of sailing, only hinted at in Cat 46 (seep. 99 n.152), 

is described in much more detail (recalling the vivid description of the launching of ships from 

1.4.lf.). At the same time, while the idea of companionship present in Catullus' poem (coetus 

comitum, 9) appears also 4.12 (not only in the reference to veris comites from the beginning of the 

poem, but also in the mention of the iuvenum nobilium, 15), in4.12 the arrival of spring does bring 

the friends together, the farewell of Catullus' poem being replaced by a sympotic invitation. 

The shift of focus from the maritime scene (lines lf.) to the image of the earth (lines 3£) 

reminds the reader of the similar movement at 1.4.1-4, while the description of the meadows is a 

variation (with two direct verbal echoes - nee prata) on 1.4.4. However, in contrast to the meadows 

485 See, for example, Ganison 362; Reckford (1969) 129; Commager 275; Belmont 13; Putnam (2006) 98. 
486 Although, in an indirect way, the notion of temperature does appear later in nee rigent (3) and is implied in 

hiberna nive (4). 
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of 1.4, in whose description the emphasis was on the visual element (a/bicant, 1.4.4), in 4.12.3 the 

focus is on temperature (nee rigent), while the entire line dedicated to the meadows in the previous 

poem is replaced by a more succinct statement Another noteworthy aspect of this section (1-4) is 

the presence of both the maritime (If.) and the river motif (3f.), outdoing thus both 1.4 (which 

contained only the maritime theme) and 4.7, in which the river motif replaced the maritime one (see 

pp. 160 and 175£). fu contrast to 4. 7 Jf., where the image of the rivers peacefully flowing along 

their banks (decrescentia ripas/jlumina praetereunt, 3£) only alludes to the thawing of snow, in 

4.12 the winter snows are explicitly mentioned (hiberna nive, 4), the description being more 

specific and thus more vivid and effective. 

While at this juncture both 1.4 and 4.7 continued with a mythological tableau that 

introduced into the vernal landscape a variety of figures celebrating, either through joyous dance 

(Cytherea Ve~ and Nymphis Gratiae at l.4.5f; Gratia cum Nymphis, 4.7.5) or work (Vulcanm, 

1.4.8), the anival of spring, in the next section of this ode (lines 5-8), Horace succeeds in making 

variation on both the Greek tradition of the genre and on his previous spring poems. Thus, by 

bringing into 4.12 the swallow (a traditional element of the description of the season), accompanied 

by a mythological excursus, whose tragic note constitutes a striking variation on the use of 

mythology from the previous two odes, Horace both recalls his Greek models and his own spring 

poems and departs from them. 

fu the next section of the ode (lines 9-12), the presence of custodes and their pinguium 

ovium recalls the arator and his pecus487 from 1.4.3. The scene, through the reference to vegetation 

(tenero gramine, 9), hinting at the regenerative power of the season, and the mention of the piping 

487 One may also notice the direct verbal echo pecus at 4.12.11. 
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(dicunt ... carmina fistula, 9£) with which the shepherds delight the god (deum, 11) introduces into 

the poem the motif of renewal in the natural realm and that of joy at the human and divine level, 

foreshadowing the sympotic invitation at 13-28. In contrast to the previous Horatian spring poems 

in which the motif of joy was evident especially at the mythological level (in the dancing scene of 

l.4.5ff. and 4.7.5£), and the 'union' between gods and men in the celebration of the vernal season 

was apparent only in the injunction to prepare for the banquet following the sacrifice to Faunus 

(1.4.9-12), in this ode joy seems to bring men and god together, and the relationship between 

humankind and divine appears more 'relaxed,' lacking the ritualistic aspect present in 1.4. 

While the description of the season contains many elements common to 1.4 and 4.7, the 

reactions prompted by spring are of an entirely different nature in 4.12. Thus, in the previous poems 

the arrival of the vernal season prompted mostly disheartening reflections on the universal and 

imminent nature of death; in 4.12 spring is strongly associated with the carpe diem motif and the 

sympotic invitation (barely hinted at in the 1.4 and 4. 7) occupies the longest part of this poem (lines 

13-28). In contrast to 1.4 and 4.7, where the demoralizing meditations on the tragic human 

condition shatter the joyful vernal mood and the gloomy tone 'engulfs' the brief injunctions to enjoy 

life, in 4.12 the vernal mood generally precludes the dark thoughts of the previous poems, and the 

brief memento mori of line 26 (which seems a rather formal element) is 'besieged' by the humor 

(another dimension absent from 1.4 and 4.7) of a light-hearted sympotic invitation 

Since the reactions prompted by spring were in 1.4 and 4. 7 mostly of a meditative nature, 

4.12, with its insistent injunctions to (sympotic) action, resembles more Catullus' spring poem in 

which the vernal season prompted not reflections, but the injunction to action, to travel to the bright 

cities of Asia (Cat 46.6) 
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Another aspect worth mentioning is the fact that, like 4.7, this ode too contains numerous 

commercial references (merebere, 16; merce, 22; immunem, 23; studium lucri, 25). However, while 

in 4.7.13 and 17f. the commercial overtones were related to the idea of loss at the human level, in 

4.12 the ''business" language is intended to tease the addressee and to amuse (at least the reader). 

In sharp contrast to 1.4 and 4. 7, where the coming of the vernal season was seen mostly as 

a foreboding reminder of the inexorable passing of time and thus of life, in 4.12 spring appears as a 

period full of life, a liberating season that brings sitim (13), thirst for life, friendship and enjoyment. 

One could thus say that, after the gloomy 1.4 and the evengloomier4.7, this ode concludes 

the series of spring poems written by Horace on an optimistic tone, 'redeeming' thus the vernal 

season and restoring its traditional associations with the idea of beauty, regeneration and pleasure. 

A sophisticated piece of writing, containing a profusion of allusions to the previous spring 

poems and an intricate thematic and generic admixture, 4.12 can be nevertheless easily 

summarized. The beginning of the poem (1-2) annowices the arrival of spring by alluding to the 

opening of the sailing season. In the following section, the maritime scene is replaced by the image 

of the earth, lines 3£ presenting the vernal changes widergone by meadows (prata, 3) and rivers 

(fluvii, 3). The description of spring continues with the image of the swallow building her nest ( 5-8), 

while in the idyllic vignette of lines 9-12, the vegetal (tenero gramine, 9), animal (ovium, 9£;pecus, 

11 ), human ( custodes, 10) and divine ( deum, 11) realms are brought together in a joyful celebration 

of the season The invitation to a symposium that follows in lines 13-28 further associates spring 

with the idea of joy and celebration, while the humorous elements enhance the light-hearted tone of 

the poem. After 'blaming' the vernal season for provoking the sympotic urge (adduxere sitim 

tempora, 13), in lines 13-16, Vergilius, the controversial addressee of the poem, is invited to quench 
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his thirst with a choice wine (pressum Calibus ... Liberum, 14), offered, however, on a quid pro 

quo basis, as the guest has to bring nard (nardo, 16) in return. In lines 17£ are given the details of 

the 'bargain' (a small quantity of nard for an entire jar of drink), while lines 19£, in a business-like 

manner, extol the quality of the 'merchandise,' in this case the efficacy of wine in giving new hopes 

(spes novas) and making one forget the bitterness of cares (amaraque curarum ). In lines 21-24, the 

quid pro quo nature of the sympotic event is once again stated, and, after an injunction to put aside 

any delays (moras) or the pursuit of money (studium lucri, 25) and a laconic memento mori (26) 

that gives urgency to the injunction to enjoy life, the poem ends with a carpe diem sententia (27-28). 

However, if these are the main (and happy) ideas of 4.12, the poem contains also various 

elements that bring into the vernal landscape ambiguous and darker associations that undercut the 

dominant cheerful mood. Thus, while in the first two lines, introducing into the ode the idea of new 

beginning (of navigation, at least), spring is portrayed as a time of companionship (comites, 1), 

action, dynamism and force (impellunt, 1 ), the presence of animae Thraciae has been generally 

considered a reminder of winter.488 Likewise, in lines 5-8, the motif of renewal of life suggested by 

the image of the swallow building her nest is 'undennined' by the tragic note of the mythological 

excursus, while the idyllic Arcadian landscape is 'marred' by the ominous reference to its dark hills 

(nigri colles, 11£). At the same time, the mention of the bitterness of care (amaraque curarum, 19.f) 

and the reference to the black fires (of the funeral pyre) (nigrornmque ignium, 26) are effective 

reminders of the tragic human condition defined by suffering and death. Nevertheless, in spite of 

some undertones of sadness, the general mood of the poem is cheerful and optimistic, and these 

elements do not affect the overall unity and coherence of the ode. 

488 See, for example, Clay 132; Hamar 141; Putnam (2006) 99. 
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The poem consists of seven stanzas, all of them end-stopped, a characteristic that has been 

often noticed and variously commented upon in criticism. Thus, while Quinn (1963, 9) argues that 

the "decision[ ... ] to group [the] statements [of 4.12] in seven blocks of sense, each occupying a 

stanza" is ''fatal to the poem's success," since, in his view, it forces Horace to add "otiose" elements 

to the ode, Fraenkel ( 418) deems ''the neat separation of each stanza from the subsequent one" as 

one of the poem's merits, since it creates an "effect of effortless perfection" and gives the reader an 

"impression of ligh1ness."489 However, although the extent to which the success or failure of 4.12 

depends on this particularity of the ode is a matter of debate, one could nevertheless notice Horace's 

virtuosity and the variation he brings even at this level in his cycle of spring poems. 

Another important aspect of 4.12 is its generic admixture, which becomes evident from line 

13, when the ode becomes an invitation poem. The metamorphosis from spring poem to sympotic 

invitation (accompanied by the change from a Greek to a Roman setting, seep. 238) does not 

appear as a discordant element at the structural level of the ode, not only because the invitation, a 

reaction prompted by the season, perfectly 'fits' into the traditional schema of a spring poem, 490 but 

also because the transitions between the main sections and themes are smooth and the general 

progression of ideas logical. 

However, the most controversial aspect of 4.12 is the identity of the enigmatic addressee of 

the poem. Since, as Porter (1972) remarks, "in Horace's odes the poetic direction taken in the 

individual pieces is often closely connected with the character and personality of the addressee," the 

489 An interesting point is made by Belmont (20 n. 72) who suggests that the end-stopped sl:ail1.as are "an attempt 
to imitate the structt.ue in certain of the Eclogues' amoebean song contests." 

490 Several structural mcxlels have been proposed for this poem. Thus, Collinge (77) remarks "a neat triadic plan 
of thought, grouping the verses 12-12-4, the stamas 3-3-1." According to Williams (1968, 123), although ''the poem, in 
fuct, tends to full into two halves: the first, the highly poetic opening; the second, the invitation," the ode is divided into two 
sections of three stanza each and connected by a central stanza so that 13-16 connect 1-12 with 17-28. A similar model is 
proposed by Belmont (20 n. 72): "l-12, scene-setting; 13-16, address and invitation; 17-28, details and conclusion." 
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identity of Vergilius, as the majority of critics acknowledge,491 is important for the overall 

understanding of the poem, and, as such, it has sparked a spirited and long-standing debate. 

The first attempts to establish who Vergilius of 4.12 may be are found in the manuscript 

titles and in the scholia to the poem. However, in spite of (or due to) the fact that various identities 

have been proposed (Vergilius poeta; negotiator; medicus Neronum or unguentarius492
), the 

uncertainty has persisted and the debate has continued with renewed vigor in modem criticism. The 

dissatisfaction of modem scholars with most of the solutions proposed in antiquity is best expressed 

by Bowra (165), who argues that "little trust can be placed in the identities of this Vergilius given by 

the manuscripts and ancient commentators," since ''the superscription of the two Paris manuscripts, 

7974 and 7971, 'ad Vergiliwn quendam unguentariwn,' bears the mark of pure invention: 

'quendam' is a patent confession of ignorance, and 'unguentariwn' is an unimaginative deduction 

from 11.17-22. [ ... ] Nor are other explanations such as 'mercatorem' or 'medicwn Neronum' really 

more convincing. The first may well have been derived from 1.25 'verum pone moras et studium 

lucri,' and the second looks like an ingenious theory intended to give a joint explanation of 11. 19-20 

(curarum eluere efficax) and 1.15 (iuvenum nobilium cliens)." However, although some of the 

identities proposed by scholiasts (e.g. medicus Neronum or unguentarius) could be easily 

dismissed, the discussion surrounding the other two (Vergilius poeta and negotiator) still occupies 

the center of the debate. Thus, starting with Bentley (174), the first modem scholar to assert the 

identification of the addressee with V ergilius the poet, critics have passionately tried either to 

491 With the exception ofCommager (274), who, strangely enough, considers that "the question of whether or 
not this Vergil is Vergil the poet should not be more than peripheral," scholars are generally aware of the critical 
implications of the identity of the addres.see. However, sometimes its importance is exaggerated, and extreme positions are 
taken, like that of Wickham (257), who argues that ''the chief interest of the Ode centers in the question to whom it was 
addres.sed." Leaving aside these excessive affirmations, an investigation of this issue is more than necessmy, considering 
its impact on the meaning of 1he ode. 

492 Cf. Page 441. 
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prove 493 or to reject494 this possibility, with only very few of them adopting a more cautious critical 

position.495 

Scholars who oppose the idea that the addressee of 4.12 is the poet, point to the fact that the 

ode was published in 13 B.C., therefore six years after the death of Vergil, and, arguing that a 

sympotic invitation to a dead person would be a rather absurd gesture, find any critical attempt to 

prove the contraiy futile. At the same time, in their view, the bantering tone of the ode and 

especially the reference to the addressee as iuvenum nobilium cliem (15), together with the mention 

of his studium lucri (25) and the abtllldance of commercial tenns (merebere, 16; merce, 22; 

immunem, 23), would ''hardly fit" (Shorey 456) the author of the Aeneid, leaving aside the fact that, 

by presenting his long-time friend as a greedy man who tries to better his fortunes by attaching 

himself (cliem) to the yollllg aristocrats of Rome, Horace would be not only unfair, but also 

tlllcharacteristically rude and tactless.496 

However, the validity of these arguments is vehemently attacked by the proponents of the 

view that Vergilius poeta is the addressee of this poem. Thus, in order to COllllteract the fact that the 

ode was published only after Vergil's death, these critics point out that, despite being published in 

13 B.C., we cannot know when Horace actually \VI'Ote it (Belmont 13), and thus, 4.12 ''may be an 

493 See Batteaux 82; Campbell (1945); Dacier 286 ff; Doering 23 lf.; Macleane 248f.; Bowra 165f.; Clay 13 lf.; 
Collinge 75f.; Hahn xxxii; Hamar 138f.; Quinn 11; Perret 179tf.; Will 358; Domseiff 6; Porter 72:ff.; Minadeo 162; Moritz 
119; Pemble 181; Putnam 2006, 54; Smiley28; 

494 See Allcroft-Hayes 248; Fraenkel 418; Johnson 51; Millier 315; Kiessling&Heinz.e 449; Orelli; Page 441; 
Plessis 306; Reckford 128; Shorey 456; Wickham 257; Franke 222f 

495 See Nisbet&Hubbard 40; McKay&Shepherd 15lf.; Kirby 36; Ferguson 11 and Smith 312, who consider 
that the addresee could be, but it is not necessarily, Virgil, the poet 

496 See especially Fraenkel ( 418 n 1 ), who erupts in indignation: "Fancy Horace addressing the poet Virgil of all 
men as iuvenum nobilium diens and ascnbing to him studium lucri, and then publishing the poem after his fiiend's death! 
A minimmn of common hmnan feeling should save us from the sense of hmnom that tmns Horace, the most tactful of 
poets, into a monster of callousness." 
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early poem which Horace intentionally included in this late collection as a memorial to V ergil and a 

poetic recollection of the two poets' former companionship" (Porter 72).497 

A radical departure from the views of those who deny that the addressee is the poet is also 

apparent in the appreciation of the tone of 4.12. Thus, the elements perceived (and labeled) by the 

other 'party' as insulting and demeaning for V ergil are deemed by these critics as a humorous 

display of ancient humor and witticism. And, since Roman humor, as Belmont (12) remarks,. "is 

something that often may elude us," while "ancient wit is the hardest of all things to recapture" 

(Bowra 165), 4.12 becomes a poem in which Horace "is teasing Vergil" (Halm xxxii). As for the 

iuvenum nobilium cliens (15), although, as Macleane (250) remarks, "any attempt to determine who 

these were, until it is settled whom the ode is addressed to, is useless,''498 the majority of these 

scholars argue that, whether Horace "is referring to Vergil's long relationship with, his admittedly 

generous patronage over many years by such luminaries as Augustus, V arus, Agrippa, Pollio, 

Maecenas, as well as by younger members of Augustus' family and circle like Drusus and 

Tiberius" (Belmont 13) or not, the phrase "has caused much unnecessary consternation," (Collinge 

75) since ''for one thing, the depth of Horace's affection for Virgil can scarcely be doubted, so that 

this half-playful, half-serious phrase should not be misconstrued" (Clay 134), while, on the other 

hand, since the patronage was a honored Roman institution, being a cliens had no negative 

associations. 

A similar approach is also evident in the discussion surrounding the phrase studium lucri 

(25), which, no longer regarded as an accusation of greed, and thus a rather gross irreverance, is 

now 'redeemed' as either a ''bluff joke" (Collinge 75) or an indirect praise, since, as Belmont (13) 

497 Ct: also Bowra 166f; Dewitt 318£; Hahn xxxii. 
498 Cf. also Page 442. 
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argues, "/ucrum is used not only in regard solely to finances, but also to whatever is profitable or 

useful[ ... ] in any aspect," and thefore Horace could be ''referring to Vergil's well-known diligence 

in seeking poetic perfection" (Porter 1972, 86). The poetic ambitions and accomplishments of the 

two poets may also explain, according to these critics, the commercial terminology of the poem. 

Thus, as Porter (1972, 72) argues, ''the commercial motives are symbolic and humorous rather than 

literal and serious," and the commercial language of the ode was in fact a jargon used by Horace 

and V ergil to refer to their own poetry.499 At the same time, their presence in the ode and especially 

the allusion to greed may also be an indirect proof that the addressee could not be someone who 

was involved in commerce, since, as Perret (179) points out, ''this is precisely the type of joke that 

one must not make to a merchant." 

In addition to these arguments, the real strength of the case for the identification of 

V ergilius with the author of the Aeneid lies, according to the scholars of this group, in the distinctly 

V ergilian language and motives that, according to them, can be noticed especially in the description 

of spring in the first three stanz,as of the ode. However, even if one concedes that Horace had in 

mind the world of the Eclogues and Georgics when he wrote 4.12,500 does it necessarily follow, as 

Kirby (36) asks, that the addressee must be the author of the echoed passages? In spite of any 

possible lexical and stylistic similarities between 4.12 and various V ergilian passages, ultimately the 

identity of the addressee remains elusive, and, although critics may deplore this limitation of 

knowledge, the ambiguity only adds to the appeal of the ode. One could thus conclude that, while 

Vergilius could be V ergil the poet, it might just as well be an ordinary man, possibly a merchant, an 

499See also Wili 358; Domseiff 6. 
500 A 'leap of :fu.ith" since most of the examples offered are not entirely convincing. For a list of presmned 

Vergilian echoes, see Bowra (165f.), who, strangely enough, has persuaded many a critic that the entire poem is made up 
ofborrowings fium Vergil. 
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intimate to whom Horace, with grace, humor and style, dedicates his last spring poem as a token of 

:friendship. 

A final point that should be made before the detailed analysis of the poem is related to the 

general critical reception of the ode. Although numerous favorable commentaries have 'redeemed' 

4. 7 from the 'bad name' given by the disparagement of Wilamowitz-Moellendorff (321 ), 4.12 has 

not fared so well in criticism. Thus, on the one hand, since critics have been feverishly preoccupied 

with the thorny problem of the addressee, the actual critical appreciation of the poem has been 

relegated to second place. On the other hand, the comparisons between 4.12 and the previous two 

spring poems written by Horace have been generally llllfavorable to this ode. Thus, according to 

Quinn (1963, 9), ''to the sensitive reader they [1.4 and 4.7] are, obviously and immediately, poetry 

in a way that iv, 12 is not," since, in his view, both are "in craftsmanship as well as theme, 

demonstrably superior to iv, 12" (27). However, before judging the poetic qualities of 4.12, a 

'sensitive' reader should first take into consideration the entire tradition of the genre, so that he may 

better appreciate the dexterity and grace put into the writing of this ode that combines, in a maze of 

literary associations, a spring poem with the ingredients of a sympotic invitation. 

The poem, written in the Third Asclepiadean,501 begins with a maritime scene (1-2) in 

which Horace deftly combines traditional and innovative elements to suggest both the excitement 

brought by the anival of spring and the ambiguous natme of the vernal seaoon, while alluding to the 

previous spring poems (see pp. 235£ and 238£) and foreshadowing elements and motifs that will 

501 Since 1.4 was composed in the Third Archilochian and 4.7 in the First Archilochian, it can be argued that 
Horace dehberately employs variation at the metrical level in his cycle of spring poems to further increase each ode's 
particular appeal. 
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appear later in the poem. Starting with the traditional iam, the description of the winds swelling the 

canvas hints at the resumption of sailing, and, announcing the arrival of spring, portrays the season 

as a bustling time, characteriz.ed by the resumption of traditional activities. At the same time, since 

the opening of the navigation season meant the recommencement of trade, the beginning of the 

poem may also foreshadow the commercial banter that follows in the second part of the ode. An 

apparently simple and straightfotward scene, this passage contains nevertheless munerous nuances, 

as many words are distinguished by a remarlcable abundance of meanings, some of them (gently) 

clashing with each other. 

Thus, the word comites,502 apart from personifying the Thracian winds (and thus, 

indirectly, the vernal season whose intrepid attendants they are) and introducing into the poem the 

idea of companionship (that will play such an important role in the second part of the ode), suggests 

also the image of spring arriving, as Quinn (1963, 8) puts it, "like an important official, with his 

retainers."503 Although Quinn does not elaborate on the possible critical implications, one could 

argue that this image adds solemnity to the arrival of spring and thus emphasiz.es the importance of 

the vernal season, but at the same time, by hinting at the idea of rank,504 may foreshadow the notion 

of status and subordination present in the syntagm iuvenum nobilium cliens at line 15 of the poem. 

Another interesting aspect of this passage is the semantic tension created by the 

juxtaposition of temperant (1) and impellunt (2), both in emphatic position at the end and the 

beginning of their respective lines. Thus, while the verb temperant (which hints at the stonny and 

excessive weather of winter) introduces into the poem the idea of control and moderation 

502Aclearallusion to Catullus' coetus comitzon (46.9). Seep. 239. Cf also Putnam2006, 98. 
503 For this sense of the word, see OW s.v. 4a The imagery of this pm.sage may derive, as Quinn (1963, 8) 

points out, ''from one of those half-personifications congenial to the Roman mind" 
504 See also ow s.v. 2a 

221 



PhD Thesis - D. Garofeanu McMaster - Classics 

(foreshadowing perhaps the notion of temperance and appropriateness that appears in line 28 in the 

syntagm in loco, through which the speaker aims to restrain, this time, the excessiveness of joy and 

celebration), the verb impellunt suggests the idea of force and movement. 505 One could thus argue 

that, in the image of the winds stilling the sea, but swelling the sails, the soothing temperant stands 

in contrast with the dynamic impellw'll, so that, as Commager (275) remarks, ''the effect of 

temperant, impellunt (1-2) is almost that of an oxymoron, and prepares us for the paradoxical 

significance of spring that the second stanza brings out more clearly (5-8)." 

However, the most arresting (and puzzling) aspect of this section is the replacement of the 

Zephyr, the traditional attendant of spring, with the Thracian winds. While no single explanation 

can be unequivocally accepted, and scholars are still at variance about the critical implications of 

this unexpected presence, the syntagm animae Thraciae brings into the poem a plethora of 

meanings and (sometimes opposing) associations. First, the metonymic use of anima for ve~, 

perhaps more than just "a pun on cXVEµot, the ordinaty Greek word for winds" (Quinn 1963, 8), 

may reinforce the personification of winds and thus, presenting the Thracian winds as living beings, 

further associates the vernal season with life. However, the positive associations of animae are 

greatly outnumbered by the disturbing connotations of Thraciae (in emphatic position, at the end of 

the line). Thus, if one takes into consideration that the Thracian winds are associated elsewhere in 

Horace with cold, loneliness and old age (Cann. 1.25) and are depicted as violent and wintry blasts, 

which make the sea and the woods roar (Epod. 13 .3), while Thrace itself appears as a remote and 

bellicose land ( Carm. 2.16), 506 white with snow (Cann. 3.25.10£), through which the river Hebrus, 

the "companion of winter" ( Carm. 1.25. 19) flows, the replacement of the tepid l.ephyr by animae 

505 Cf Quinn (1963, 9): "the winds' mgent energy [ ... ] is well suggested in impellunt." 
506 For the close connection ofThrace with Mars, cf also Verg. G. 4.462 and Aen. 3.13f 
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Thraciae does seem a rather bizarre choice. Indeed, since Thrace is also associated in Horace with 

Bacchus ( Carm. 2.19), and the Thracians (in dire need of more refined sympotic manners) are 

depicted in an inebriated state ( Carm. 1.27), one could argue that the word Thraciae may 

foreshadow the invitation to party from the second half of the cx:le. However, while important, these 

are not the primary associations of the word (especially when it refers to winds), and, as such, they 

cannot justify the 'usurpation' of the Zephyr by the Thracian winds. 

In their attempt to explain the presence of animae Thraciae, critics have approached the 

problem from two different perspectives. Thus, some critics argue that, in spite of its Thracian 

origin, the wind mentioned here is the traditional Zephyr, and, to reinforce their view,507 cite Hom. 

D. 9.5, where both Zephyr and Boreas are described as coming from Thrace.508 However, since 

"the wann west wind can only blow from Thrace when you are in the eastern Aegean [ ... ] on the 

coast of Asia Minor'' (Clay 132), the implication of this identification is that, "Horace [ ... ] adopts a 

Greek [ ... ] orientation," and, therefore, "the spring-motif is totally Greek and seen from a Greek 

point of view, since Thracian winds could only signify winter to an Italian" (Williams 123). 

Considering the Greek origin of the genre of spring poems and the fact that Greek elements appear 

throughout the description of the season (see below), while one of the main characteristics of the 

poem is its great abundance of literary allusions, this interpretation, which takes into the account the 

fact that the location in which the speaker may be (or to which the speaker may refer) could be other 

than Italy, is worthy to be taken into consideration. However, since lines 15 and 17f. strongly 

suggest Italy as the setting of this poem, a more plausible explanation is given by the critics who, 

citing Columella 11.2.21 (x Cal. Mart. Venti Septentriondes, qui vocanJtq Ornithiae, per dies 

507 See, for example, Shorey 456; Smith 313; Gow 55; Ganison 362. 
508 Horace may also allude to Virgil, since atAen. 12.334 too, the z.epllyrus is descnbed as coming from Thrace. 
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trigi,nta esse solent, tum et hirundo advenit),509 argue that animae Thraciae are just '\vinds from 

Thrace,' that is to say, from north. Their presence in the vernal landscape is most likely meant to 

suggest the ambiguous nature of spring, since, as Putnam (2006, 99) remarks, "animae Thraciae 

[ ... ] would mean for the ancient reader the north wind, bringing with it not reinvigorating warmth 

but a :furtherance of winter's chill." Thus, together with the darker connotations of Thrace, and the 

tragic elements (which they foreshadoW' 10
) from the following stanza, as well as the mention of the 

dark hills of Arcadia, animae Thraciae is the first element through which, as Clay (132) remarks, 

"Horace subtly undercuts his cheerful description of spring's return," and offers a more complex 

image of the vernal season, characteriz.ed not only by joy and celebration but also by contradiction 

and ambivalence. 511 

Another interesting aspect of line 2 is the use of the technical word lintea,512 and especially 

its (suggestive) position, since, surrounded by the animae Thraciae, the winds seem to compel the 

canvas even at the textual level. The passage contains also a variety of stylistic and sound effects 

(metonymy, personification, juxtaposition; use of peculiar meanings of words; assonance of e in the 

first line; rhyme in the second line - animae lintea Thraciae ). 

The next section of the poem contains the description of the vernal changes undergone by 

earth, presenting the image of the meadows (prata) and rivers (jluvi1) no longer in the grip of winter 

(3-4). The presence of iam (again, in emphatic position at the beginning of the line) links this scene 

to the previous one, suggesting the idea that spring affects the entire natural world (sea, land, rivers). 

509 See Page 44 lf and Pemble 180. 
510 Cf. Connnager (275 n.35), who also, taking into accotmt the ominous as.50Ciations of the word Thraciae, 

considers that ''they perllaps foreshadow the Thracian events descnbed in the second stanza." 
511 At the same time, it could be argued that the martial connotation of Thrace 'confer' on the gentle Zephyr the 

necessary strength to be an efficient comites of spring, capable of cahning the winter stonns of the sea 
m Cf Quinn (1963, 9 n.1), who suggests that ''Horace perllaps got it fium Catullus (Poems 4.5; 64, 225 and 

243)." 

224 



PhD Thesis -D. Garofeanu McMaster - Classics 

Although Quinn (1963, 9) considers (strangely enough) that "iam nee prata rigent expects perhaps 

rather much of the reader, who has to draw upon his memoiy of spring cliches and remember that 

the ueris eomites, by their wannth, soften the frozen fields," chances are the reader may not find this 

phrare particularly difficult to grasp, as the image is rather familiar (especially after 1.4. and 4.7) and 

the association of spring with the notion of liberation and release a traditional one. The negation 

(nee) of rigent, apart from indicating the change in temperature, hints at the idea that the arrival of 

the vernal season ends the restriction and immobility that 'plagued' the natural world during winter, 

an idea suggested in the previous passage by the opening of the navigation. 

The image of the rivers no longer swollen by the (melting of) winter snow513 may indicate, 

as several critics argue,514 that the period of time referred to in this poem is late spring. However, 

the description is more likely just a traditional exemplification of the effects of spring at the natural 

level, which was not meant to point to a particular temporal frame. Worth noticing in this passage is 

the emphasis on the auditoiy aspect, 515 and also the use of Mgidi, a word which, describing the 

physical aspect of the streams, suggests the fast melting of snow, therefore the rapid arrival of 

spring. 

In the second stanz.a of the ode, Horace brings into the vernal landscape the swallow, 

surprising the reader with his innovative treatment of this traditional motif. The appearance of the 

swallow in 4.12 is distinguished by its extended mythological background, which stands, through 

its tragic tone, in sharp contrast to the vernal mood of the previous stanza. Although, according to 

513 According to Porter (1975, 199), this image may foreshadow the tragic mythological story from the 
following stanza, since, despite the fact 1hat the surfuce connotations of the river motif are joyful, its presence is usually in 
Horace a 'harbinger' of a darker mood While this may be true for 4.7, where the river motif could be as&>eiated with the 
theme of the pa.s.5ing of time and the river of the llllderworld, in 4.12 its presence is most likely meant only to suggest that 
the anival of spring changes (for the better) the entire natural world 

514 Cf Macleane 249; Page 442. 
515 Notice the almost onomatopoeic strepunt, in emphatic position at the end of the line. 
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Macleane (249), the distressing stocy "is gracefully introduced here to give ornament to a common 

fact and sign of spring," for the majority of critics516 the mythological excursus has more than just 

an ornamental fimction, as its darker side could be also seen as a statement about spring itself. 

The passage starts with a simple and matter-of-fact phrase (nidum ponit, 5), which 

introduces into the poem the theme of renewal of life, as the image of the bird building her nest 

hints at the future offspring and, indirectly, presents spring as a season of birth. At the same time, 

the syntagm portrays the swallow as a caring (future) parent, deeply concerned with the safety and 

the comfort of her brood. However, in a surprising movement, the passage continues with the 

mention ofltys, her son, whom she herself killed to avenge Tereus' barbaras ... libidines (7£), and 

whom now, an infelix avis,517 she is bewailing. Thus, at the thematic level, the focus of the poem 

suddenly shifts from the motif of birth to the motif of death, and ''the preparations for life's renewal 

and continuity, exemplified by the building of the nest, stand in painful contrast to the mythological 

allusion to the brutal and tragic tale ofloss and murder'' (Clay 132). 

The presence of this mythological excursus changes, or at least blurs, the traditional 

associations of the swallow. Thus, as Commager (275) remarks, while in general (and in particular 

in the previous spring poems), the swallow is a "happy omen of the change,[ ... ] Horace's infelix 

avis is a bird of a different feather," since ''the harbinger of spring is at the same time a bird of ill 

omen, an 'eternal disgrace' whose ancestry is studded with violence and death." The mythological 

tableau, bringing into the poem the idea of loss and death, 'contaminates' the vernal landscape and 

516 See, for example, Clay 132f, Commager275f; Putnam2006, 99. 
517 The existence of another variant of the myth in which Procne was changed into a nightingale, combined with 

the fuct that the swallow is referred to in this poem only by periphrasis, has made some critics (Wickham 325; Smith 313; 
Pu1nam 2006, 100) wonder whether by bifelix avis Horace meant the swallow or the nightingale. However, considering 
that the Roman poets usually use the variant in which Procne was metamrnphosed into a swallow (see, for example, Ver. 
G. 4.15, Ov. Met. 6.412; cf Gow 56), and taking into accomt the genre to which 4.12 belongs, ir!felix avis is very probably 
the traditional swallow. 
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suggests that spring, traditionally a time of unadulterated joy, is also an ambiguous season. At the 

same time, the story of Procne may also be seen as the story of the entire mankind, suggesting the 

idea that human condition is 'plagued' by loss, pain and sadness. Since the tragic mood of this 

tableau makes, by contrast, even more appealing the subsequent gaudia (21 ), the passage gives 

urgency to the carpe diem injllllction from the second part of the ode, while its learned allusions 

(Ityn, 5; Cecropiae, 6) may be intended to achieve elevation of style. 

At the lexical and stylistic levei worth noticing in these lines is the qualification of the 

swallow as infelix, a word that points not only to her grief and unhappiness, but also to her childless 

condition (see OW s.v. 1 and 3a).518 Other words with multiple meanings, many of them most 

likely present here, are libidines, 7 (see OLD s.v. la; 2b; 3a and b), and barbaras (7), which 

indicates both the Thracian origin of the king Tereus and the savagery of his deed (see OLD s.v. lb 

and 3). Suggestive also is the juxtaposition male barbaras, which puts on the same textual (and 

moral) level the two evils (the lust of Tereus and the cruel revenge). The passage contains also 

various sollllds effects, for example, in lines Sf., as Commager (275) notices, ''the plaintive i and e 

sollllds [that] produce a mournful resonance." 

The ode continues in lines 9-12 with an idyllic vignette whose joyful mood, standing in 

sharp contrast to the tragic mythological excursus of the previous stanza, 519 immediately lightens 

the tone of the poem, foreshadowing the sympotic injunction that follows in lines 13-28. The 

pastoral tableau ends climatically the description of spring by bringing together the vegetal 

(gramine, 9), animal (ovium, 9£; pecus, 11 ), human (custodes, I 0) and divine (deum, 11) reahns in 

518 Manyotherm~ of the word may be present here (see OLDs.v. 2a; 2b; 3b.). 
s 19 Worth noticing is also the contrast in soWld between the two passages. Thus, the tearful moan of the swallow 

from the previous stanza is replaced in this section by the joyful tunes of the piping shepherds. 
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a celebration of the vernal season, depicted as a time of singing (carmina, 10) and enjoyment 

(delectant, 11 ), a period closely associated with the idea of regeneration and fertility, suggested by 

the mention of vegetation, the qualification of the sheep as pinguium (9) and the presence of the god 

of flocks and fields. 520 

One of the most interesting aspects of the passage is the reference to Arcadia that, bringing 

another Greek (and innovative) element into the poem, may also be intended to 'counteract' the 

mention of Thrace at the beginning of the ode. Thus, although, like Thrace, Arcadia is a remote 

(and primitive) countly, in contrast to the ominous overtones of animae Thraciae (2), the syntagm 

colles Arcadiae (12) evokes a world of natural beauty and idyllic bliss, a locus amoenus inhabited 

by happy shepherds and rustic deities. 521 However, as the majority of critics have noticed, 522 the 

qualification of colles as nigri (in emphatic position at the end of the line), anticipates the death's 

black flames (nigrorum ignium, 26) and brings a tinge of melancholy even in this paradisiacal 

landscape, although, considering the mountainous terrain of Arcadia, the adjective may just refer to 

the shade of the evergreen vegetation. 523 

The mood of excitement at spring' s coming and the joy brought by the season is suggested 

in this passage not only by the presence of the piping shepherds, but also by the use of delectant 

(11 ), placed in emphatic position at the beginning of the line. The idea of pleasure is also 

highlighted, at the end of the stanza, by placent (12). However, while hinting at the fact that the god 

520 Although the god is not directly named, the mention of Arcadia and the pleasm-e he takes in music and 
animals, allows his identification with Pan, the god of flocks and fields. Seep. 214. 

521 In their effort to prove that the addressee of 4.12 is Vergilius, the poet, some critics have considered the entire 
passage an allusion to Virgil's Eclogues (see Behnont 16; Bowra 166; Clay 133; Garrison 362). However, since the 
ingredients of this tableau (the piping shepherds, the grazing sheep and the rustic god) are not exclusively Vergilian, but 
1raditional pastoral elements, they do not constitute a conclusive proof regarding the identity of the addressee. 

522 SeeforexampleReckford{l969)128; Hamar142; Clay 133. 
523 Cf. Garrison 363. For the meaning, 'black from absence of light, dark, shadowy,' see OW s.v. 3a One could 

notice the subtle contra.st between this line and the succeeding one, as the reference to shade is followed by the mention of 
the thirst (sitim, 13) brought by the season. 
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is 'affected' both at the auditozy ( carmina, 10) and visual (coll es, 12) level, the verb does not refer to 

an action that happens only in spring, so it does not ''needlessly repeat delectant," as Quinn (1963 

11) argues, but is most likely meant to serve as an element of identification, suggesting that the 

divinity referred to in this passage is Pan, the god of Arcadia 

One may also notice in the passage the suggestive position of custodes (10), who stands (as 

a good shepherd should), even at the textual level, among his pinguium ovium (9£), a witty touch 

that enhances the light-hearted tone of these lines. At the same time, the use of placent may be 

intended to bring a tinge of humor into the description of the god, since the verb could also have 

erotic undertones (see OLD s.v. 2c) that fit the amatory proclivities of Pan. Worth mentioning is 

also the juxtaposition carmina fistula (10), that puts together the songs and the instrument that 

produces them. 

The description of spring concludes thus on a note of joy and hannony. In contrast to the 

previous stanza, in which the description of Procne suggested the idea that hwnan life could be 

cruel and horrific, this stanza offers a more positive picture that leads directly into the injunction to 

enjoy oneself.524 One could conclude that, in spite of a few disturbing elements, Horace, presents in 

4.12 a vernal season that affects the entire world (sea, winds, land, rivers, hills; animals, man, god) 

for the better. 

In contrast to the previous spring poems, the arrival of the vernal season prompts in 4.12 a 

lengthy sympotic injunction (lines 13-28), distinguished by its humorous and light-hearted tone. 

The metamorphosis from a spring poem to a convivial invitation is facilitated by the (largely) 

524 One could even argue that the presence of Pan may foreshadow the idea of foolishness suggested in the last 
line of the poem by the verb desipere. 
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cheerful description of the season, while, in its tum, the generic admixture, by combining the vernal 

and the sympotic mood, increases the overall playfulness and optimism of the poem. 525 

The first stanza of the invitation (lines 13-16), describing the vernal season as a time that 

brings thirst (sitim, 13) - a succinct and arresting way of associating spring with the carpe diem 

motlf26 
- offers also the 'liberating' antidote, namely a choice wine (pressum Calibus ... Libennn, 

14). However, in a jocular (and rather unexpected) twist, the invitee is warned that, in order to 

quench his thirst, he must first reciprocate by bringing nard to the banquet Apart from 

(passionately) attempting to discover the identity ofVergilius and the possible implication(s) of the 

phrase iuvenwn nobilium c/iens (see above), the majority of critics527 have also noticed that the 

sympotic invitation of 4.12 is a witty imitation of Catullus 13, in which the poet playfully invites his 

friend Fabullus to dinner, making clear, however, that the guest must bring the meal (and all the 

other ingredients of a successful party, like wine, wit, laughter and, especially, the indispensable 

candida puella, 13.3£), while he, as a good host, promises to supply a wonderful unguentum given, 

in fact, (to Leshia) by Venus and Cupids (13.11£). However, in contrast to Catullus' poem, in 4.12 

the bargain is reversed, as this time the guest must supply the nard if he wants to quaff the wine, an 

innovative variation through which Horace, while hinting at Catullus 13, succeeds in distancing his 

ode from it 

The presence of this Catullan allusion has a double function in 4.12. Thus, on the one hand, 

since Horace's spring poem begins with an obvious allusion to Catullus' spring poem (see the 

525 The memento mori warning of lines 25f does not spoil the joyful mood of the invitation but only increases 
the urgen~ of the oorpe diem appeal. 

26 Although this is the first time in the tradition of the genre when spring is defined as a period that prompts the 
sympotic urge, Horace is not the first poet to associate the vernal semon with drinking. An earlier author who might have 
influenced Horace is Alcaeus, who, in fr. 367, directly connects the anival of spring with the urgent (10.Xtcrta.) need of 
drinking wine. 

527 See, for example, Clay 130; Ferguson 11; Garrison362; Smith313; Wickham325; Williams 1968, 122. 
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discussion on iam veris, 4.12.l - iam ver, Cat. 46.1, p. 216), the fact that the second part of 4.12 

(when the ode becomes an invitation poem) contains a clear allusion to Catullus 13 (an invitation 

poem, too) is not only a remarkable (although unnoticed in previous scholarship on the poem) 

display of virtuosity, but also a subtle (and learned) way of bringing symmetl)' at the structural and 

thematic level of the ode. On the other hand, since in the second part of 4.12 Horace adopts a 

playful and witty tone, the reference to a poem written (by a different author, but) in the same vein 

(and distinguished by its light-hearted mood and numerous teasing associations) creates a 

background that reinforces the humorous mood of his sympotic invitation, while allowing him to 

display his skill in using the technique of variation. 

One of the most noteworthy aspects of this stanza is the metonymic use of Liberum, in 

emphatic position at the end of line 14. As the counterpart of the Greek god Bacchus, apart from 

giving the passage a strong Roman flavor, the presence of the deity (whose name hints, through its 

etymology,528 at the liberating effect of wine) stands in contrast to the subordinated social status of 

the addressee (cliens, in emphatic position too, at the end of line 15) to whom he may give a 

(temporary) relief from cares, and foreshadows the losing of inhibitions suggested in line 28 by the 

verb desipere. The emphasis on the idea of liberation could be, in fact, considered the fust element 

(of a long series) through which V ergilius is indirectly characterized. Thus, together with the 

'barrage' of humorous and teasing allusions that will follow - such as the syntagrn iuvenum 

nobilium cliens, 15 (that portrays the addressee as an individual concerned with his social status, 

and eager to be in the company of the young aristocrats of the day), the reference to studium lucri, 

25 (that suggests his earnest effort to make money) and the injunction from 25£, that reveals his 

528 See, for example, Paschalis 185, Page 442; Clay 134. Cf Maltby s.v. 
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apparent need to be reminded to 'dilute' (once in a while, at least) his tedious seriousness with some 

exciting foolishness (stultitiam, 27), in order, perhaps, to become a more pleasant and 'sweet' 

(dulce, 28) person - the reference to the loosening effect of wine, gives 'flesh' and individuality 

(though not precise identity) to the enigmatic addressee of the ode. 

One could also say that, the presence in a single stanza of two terms for wine - Liberum 

(14) and vina (16) - emphasizes the sympotic dimension of the passage, while the reference to a god 

brings elevation of style and confers on the convivial injwiction an almost ritualistic dimension. 

Worth mentioning in these lines is also the witty (and rhyming) syntagm pressum ... 

Liberum (14), which suggests, as Putnam (2006, 96) remarks, the paradoxical image of''the 'Freer' 

who has to be 'confined' in order to fulfill his role," and the presence in line 15 of yet another 

rhyme (iuvenum nob ilium). Although it could be an llllintentional effect, the rhyming syntagms, 

(placed in succeeding lines) do put together, and thus contrast, the young aristocrats whose cliens 

V ergilius is now, and the wine wider whose influence the addressee of the ode will (hopefully) be 

soon. 

The juxtaposition nardo vina (16) could be also considered another suggestive element of 

these lines, since, as the following stanza (lines 17-20) is almost entirely devoted to the praising 

description of the wine, while the spikenard is granted only three words, this is the only instance in 

the poem when the items of the proposed barter are placed (at least at the textual level) 'on equal 

foot' The high quality of wine is suggested in this passage by the mention of Calibus (14), a 

renowned wine-producing center in Campania, 529 which fi.nther indicates - together with the name 

of the addressee (Vergili, 13), the presence of Liberum, and the reference to one of the main 

529 Cf. Ganison 362. 
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institutions of social life in Horace's time (cliens, 15) - the Roman setting and tone of the second 

part of the poem 

In the following section (lines 17-20), the speaker gives the specific details of the bargain, 

and, in order to persuade the addressee to accept the proposed exchange, downplays the value of the 

nard, while praising the high quality of the wine. The two items are :first compared from a 

quantitative point of view. Thus, the qualification of the flask (onyx, again a metonymic use of a 

word) of nard as parvus is intended to suggests that the exchange would be clearly advantageous for 

V ergilius since only a small quantity of perfume is necessary for coaxing forth an entire cask of 

very fine wine ( cadum, 17). 530 Without any other reference to Virgil's contribution, 531 line 18 

continues the praising of wine by disclosing the present whereabouts of the jar, namely the 

Sulpician warehouses,532 a detail most likely intended to suggest, as Clay (135) remarks, that the 

wine ''not only is [ ... ] of the finest origin - a premier cru, so to speak, pressum Ca/ibis from 

Campania, home of Massie and Falernian - but it has also been properly aged, having rested in 

Sulpician horrea - clearly a wine reserved for a very special occasion." However, as the next two 

lines (19£) reveal, what should make the bargain really appealing to V ergilius is the wondrous 

quality of the wine to confer new hopes (spes, in emphatic position at the beginning of the line) and 

530 See also Gow (55), who considers that "the contrast of the little scent-box with the huge cadus is meant to be 
comic." 

531While not an everyday item, nard, an ointtnent highly esteemed in Rome (see Pliny, HN. 1226), was 
obviously a luxwy that Horace could afford, as its constant mention in his poems indicates. Since elsewhere ( Carm. 
2.11.16 and Epod. 13 .9) nanl appears as an essential part of the sympotic trappings, while in Epod. 5 .59f. its excessive use 
(nardo perunctWn) betrays a lecherous old man (senem adulterwn ), its presence in 4.12 fimctions as a marker of the carpe 
diem motif. Considering the allusion to Cat. 13 (see above), as the W1guentwn promised to Fabullus is of a rather special 
origin and nature, the reference to the more mlllldane nanl could be also seen as a variation on Catullus' poem. At the 
same time, its mention could be an indirect allusion to trade, and thus it may bring another hmnorous element into the ode, 
since, as the anival of spring meant the commencement of trading, if the addressee of the poem were indeed a merchant, 
the man of commerce would have expected to be told to renew his activity and bring nard to Rome to make money, not to 
use it himself in Rome, in order to gain access to a banquet 

532 As Page (443) explains, "these warehouses, which were on the Tibm at the foot of the Aventine, 
subsequently became part of the imperial domain, and were well known as the horrea Galbiana." 
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its efficiency in washing away the bitterness of cares. A traditional marker of the carpe diem motif, 

wine functions in this poem as a link between the sympotic world and the vernal season, associating 

spring with the idea of renewal (novas', 19) of hopes and lack of cares. 533 

The :function of the sympotic invitation disguised as an exchange of items is to bring humor 

into the poem, since, if the addressee is a merchant (as seems to be the case) and the nard was not a 

very expensive item, the light-hearted quid pro quo demand appears as an appropriate (but teasing) 

way of enticing to a party someone who cannot resist the temptation of a good bargain (in this case 

an entire jar of excellent wine for a small quantity of nard). 

A noteworthy aspect of these lines is the use of eliciet (17), a verb with multiple meanings, 

some of them possibly present in the passage534 and most likely intended to personify the wine jar. 

At the same time, as Putnam (96) remarks, the description of the jug "at rest waiting other 

instructions, abets the personification," and, with wit and humor, evokes also a familiar sympotic 

scene, since the verb accubat (18), as Allcroft-Hayes (248) notice, ''is frequently used of 'reclining 

at table,' according to the Roman custom."535 The personification of cadum is also suggested by the 

verb donare (19) that describes the new hopes (spes novas') as a gift of the wine jar, 536 that seems to 

replace the iuvenum nobilium (15) as it could be seen as a (temporary but) powerful (efficax, 20) 

and generous (largus, 19) patron ofVergil, the cliens. The qualification of the wine jar (offered by 

the poet) as largus may also be intended to indirectly (and witty) characterize Horace himself as a 

generous host. 

533 One may notice that the idea ofbittemess (amara) of cares foreshadows (and opposes) the sweetness brought 
by the mixture of folly and sagacity ( dulce, 28) at the end of the poem. 

534 See OLD s.v. la ''to coax, entice, or lme out"; le ''to entice to some action specified or implied"; 2a ''to call 
forth, swnmon (persons)"; 4a "(of persons, circumstances, etc.) to excite, arise, awaken (a latent quality, feeling, etc.)." 

535 For this sense of the word, see OLD s.v. 1. 
536 See OLDs.v. 1. 
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Although the mention of the bitterness of cares could be seen as a disturbing element that 

reminds one of the suffering that defines human condition, these lines too continue and enhance the 

optimistic mood of the carpe diem motif 

In the next section of the poem (lines 21-24), the invitee is warned that his eagerness 

(properas, 21) to partake in the pleasures (gaudia, 21) brought by wine must be accompanied by an 

equal haste (velox, in emphatic position at the beginning of line 22) in bringing his own contribution 

(merce, 22) to the symposium, since the host, unlike a rich man in a well-stocked house, (cannot 

afford, and thus) has no intention of letting his guest drink to his heart's content (tingere, 23) without 

paying a share (immunem, 23). As the previous two stanzas, this passage too is characterized by a 

lighthearted and witty tone. However, while in the preceding lines (17-20), the poet, in order to 

convince V ergilius of the advantageous nature of the bargain, presented himself as a generous host, 

in this section he changes the 'tactic,' and, by alluding to the fact that he is, in fact, a man of rather 

modest means, who cannot compete in largesse with a rich man, emphasizes the quid pro quo basis 

of the symposium, an idea that is also reinforced by the commercial language (merce, 22; 

immunem, 23) of these lines. The tenns of barter and exchange, together with the reference to dives 

(24), bring also a teasing dimension into the stanza since they allude both to the mercantile nature of 

the addressee (foreshadowing the studium lucri of line 25) and to the fact that the guest is vecy likely 

one of those rich men, 537 and, as such, he should not even contemplate the possibility of coming to 

a party without bringing something as a compensation. A humorous note is also brought into the 

passage by tingere that hints at the saturating effect of wine and, teasingly presenting V ergilius as an 

537 Cf Behnont (18), who remarlcs that "plena dives ut in domo (24) [ ... ]certainly ties in with the iuvemun 
nobilium diens of verse 15 ." 
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almost insatiable drinker who would deplete Horace's reserve of wine, may also suggest that the 

addressee has a lot of curae and, as such, he is in dire need of the spes novae brought by wine. 

Another aspect worth mentioning of this stanza is the emphasis on the (presumed) 

eagerness and haste of the guest (expressed by properas, 21 and velox, 22) that could be seen as an 

indirect praise of the wine offered (since it suggests its irresistible appeal), while further linking the 

vernal season with the notion of desire and dynamism. 

At the stylistic level, one may notice in these lines the rhyme meis ... poculis (22£), the 

suggestive juxtaposition ego te (22), that puts together, as Page (442) notices, the poor poet and the 

rich money-maker, and also the witty positioning of dives within plena domo in line 24. 

The last stanza of the poem contains a reiteration of the invitation to the symposiwn (lines 

25-28). Thus, after an (almost impatient) injunction to put aside any delays and monetary pursuits 

(25), followed by a memento mori (26) meant to give urgency to the carpe diem injunction, the ode 

concludes with a sententia urging the addressee to enjoy the sweetness (dulce, 28) brought to life by 

a mixture of serious plans (consiliis, 27) and brief follies (stultitiam brevem, 27). 

Although (especially in contrast to the previous three stanzas) the tone of this passage is less 

lighthearted and playful, these lines too contain teasing elements, as the (rather controversia1538
) 

expression studium lucri (25) hints at the perpetual quest for profit, an ingrained personality trait of a 

merchant, while the injunction to cast apart his (business) plans (27), portrays Vergilius as a (too) 

serious person, in dire need of relaxation. Worth noticing in line 25 is the (apparent oxyrnoronic) 

juxtaposition moras... studium that puts together the irreconcilable notions of delay and eagerness, 

538 For a swvey of the critical discussions SWTOllllding this phrase, see p. 225. Leaving aside the controversy, one 
may notice the munerous meaning; brought into the passage by studium ('earnest application of one's attention or energies 
to some specified or implied object, seal, ardom"; inclination towards a thing desire, fancy'; 'enthusiasm, eagerness (for),' 
see OLDs.v. la, b; 2). 
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a subtle way of pointing out the differences in Weltanschauung between the host and the addressee, 

since, what is for Horace just an annoying delay, for the merchant is a time dedicated to his zest for 

profit, Horace urging in fact the addressee to delay, but his mercantile endeavors not the coming to 

the party, and, leaving aside his thirst for gain, to quench first the thirst brought by spring. 

The mention in line 26 of nigrorumque ignium - a striking phrase and an oxymoronic 

juxtaposition539 
- evokes, as the majority of critics remark, 540 the gloomy image of the funeral pyre, 

which, together with the phrase dum licet that hints at the brevity of human life, constitutes an 

effective memento mori that enhances the urgency of enjoying life while it lasts.541 Apart from the 

ominous associations, 542 the qualification of ignium as nigrorum, recalling the black hills of 

Arcadia from I If., brings also into the poem an element of symmetry, since it links the end of the 

description of spring to the end of the reactions prompted by the season. 

The injunction to mix serious plans (consiliis) with brief follies (stultitiam brevem) that 

follows in line 27 shifts again the focus of the poem to the carpe diem motif. Worth mentioning 

here is especially the use of misce, a verb that (wittily enough) alludes perhaps to the Roman 

practice of diluting the wine with water,543 and, as such, both foreshadows the party that will soon 

follow and seems to project the entire human life into a sympotic dimension. However, as the 

539 Pethaps also a Vergilian reminiscence (see Aen. 4.384; 11.186). 
540 See for example Clay 126; Garrison 363. 
541 It is worth noticing the emphatic position of both nigroromque and ignium, at the beginning and at the end of 

the line, and especially the fact that, at least at the textual levei the entire hmnan life ( dum licet) is smrolillded (as it should 
be (memor) by their of ominous presence. 

542 Worth noticing in the passage are the nmnerous (gloomy) meanings brought by niger(see OW s.v. 4b '(of 
fire, light) mmky, smoky'; 7 'black as the colour associated with death or the dead, daik, somber: a (of the Undeiworld, or 
things associated with it); 8 'black as a colour of ill omen'). 

543 For this sense of the verb, see OW s.v. lb. A polysemantic word, misce may bring into the passage many 
other meanings (see OW s.v. la ' to mix or blend (two substances together, or one substance with another)'; ld 'to stir, 
mix (a homogeneous substance)'; le 'to introduce as an ingredient, mix in'; 2a 'to produce (a substance) by mixing, 
compolilld, concoct, or siin. (also transf. or fig.); 3a 'to entwine, interlock; 3c 'to unite or merge (what has been separated); 
Sa 'to combine or attach as allies or associates.' 
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qualification of stultitiam as brevem (in emphatic position at the end of the line) suggests, what 

Horace reconunends here is only the right mixture of things in life, the idea of measure and 

equilibriwn being also perhaps suggested by the metrical equivalence of stultitiam and consiliis.544 

Thus, rejecting both the morose seriousness and the excessiveness of joy and celebration, the ending 

of the poem, as Reckford (1969, 129) remarks, "gives no incitement to riot or rebellion. Folly must 

be brief and in place. So controlled, it is part of life's wisdom, of the right 'mixture' that Horace 

embodies and recommends; but carried further, it is very ugly." 

The poem ends with a carpe diem sententia that pointedly restates the idea that enjoyment 

(dulce) in life is brought by an occasional and appropriate545 (in loco) indulging in foolishness 

(desipere). However, in spite of the idea of moderation suggested by the syntagm in loco, the use of 

desipere ('to be out of one's mind, to lose one's reason,' see OLD s.v. la) may suggest that Horace 

is contemplating a rather heavy drinking at the upcoming party. 

To conclude the analysis of this poem, one could say that 4.7 could be in itself considered 

an example of dulce est desipere in loco, an ode which, distinguished by its light-hearted tone, 

cheerful mood and abundance of teasing elements and literary allusions, ends the cycle of Horatian 

spring poems on an optimistic tone, redeeming spring, a season that here, in contrast to 1.4 and 4. 7, 

appears not as a reminder of the tragic human conditon, but as a suitable time (in loco) for 

enjoyment and cheerful celebration. 

544 Again, a word with nmnerous meanings, many of them most likely present in the passage (see OLD s.v. 5b 
'an intended course of action, plan, policy'; 7 'the exercise of judgement or discemment'; 8 'a capacity for judgement or 
invention, mental ability, intelligence, sense'). Cf Reckford, 1969, 129. 

545 Cf Comrnager (277), who remmks that '' in loco [ ... ] refers not to a single moment, but appeals to a more 
ample sense of what is fitting: kv ml.IXi)." See also Gow 575. 
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Chapter VII 

Ovid Trist. 3.12546 

FRIGORA iam Zephyri minmmt, annoque peracto 
longior antiquis visa Maeotis hiems, 

inpositamque sibi qui non bene pertulit Hellen, 
tempora noctwnis aequa diuma facit 

iam violam puerique legunt hilaresque puellae, 5 
rustica quae nullo nata serente venit; 

prataque pubescunt varionnn flore colorurn, 
indocilique loquax gutture vernat avis; 

utque malae matris crimen deponat hirundo 
sub trabibus cunas tectaque pruva facit; 10 

herbaque, quae latuit Cerealibus obruta sulcis, 
exit et expandit molle cacumen humo; 

quoque loco est vitis, de palmite gemma movetur: 
nam procul a Getico litore vitis abest; 

quoque loco est arbor, turgescit in arbore ramus: 
nam procul a Geticis finibus arbor abest. 

otia nunc istic, iunctisque ex ordine ludis 
cedwit verbosi ganula bella fori. 

usus equi nunc est, levibus nunc luditur annis, 
nunc pila, nunc c.eleri volvitur orbe trochus; 20 

nunc ubi perfusa est oleo labente iuventus, 
defessos artus Virgine tingit aqua 

scaena viget studiisque favor distantibus ardet, 
proque tribus resonant tema theatra foris. 

o quantum et quotiens non est numerare, beatum, 25 
non interdicta cui licet urbe fiui! 

at mihi sentitur nix vemo sole soluta, 
quaeque lacu durae non fodiantur aquae: 

nee mare concrescit glacie, nee, ut ante, per Histrum 
stridula Sauromates plaustra bubulcus agit 30 

incipient aliquae tamen hue adnare carinae, 
hospitaque in Ponti litore puppis erit 

sedulus occwram nautae, dictaque salute, 
quid veniat, quaeram, quisve quibusve locis. 

ille quidem minnn ni de regione propinqua 35 
non nisi vicinas tutus ararit aquas. 

rarus ab Italia tantum mare navita transit, 
litora rarus in haec portubus orba venit 

sive tamen Graeca scierit, sive ille Latina 
voce loqui ( certe gratior huius erit; 40 

fas quoque ab ore freti longaeque Propontidos undis 
hue aliquem certo vela dedisre Noto), 

546 The Latin text is that of Owen's Oxford edition (1915). 
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quisquis is es4 memori rumorem voce referre 
et fieri famae parsque gradusque potest. 

is, precor, auditos possit narrare 1rilllTiphos 45 
Caesaris et Latio reddita vota Iovi, 

teque, rebella1rix, tandem, Germania, magni 
triste caput pedibus supposuisse ducis. 

haec mihi qui referet, quae non vidisse dolebo, 
ille meae domui protinus hospes erit 50 

ei mihi, iamne domus Scythico Nasonis in orbe est? 
iamque suum mihi dat pro Lare poena lc>etllTI? 

di fucite ut Caesar non hie penetrale domlllTique, 
hospitilllTI poenae sed velit esse meae. 

Tristia 3.12, the last (lmown) spring poem in the Latin tradition of the genre,547 is a highly 

innovative piece of writing, distinguished by its length, 548 generic admixture and abundance of 

allusions to its literacy antecedents. With a remarkable ingenuity, Ovid uses the structure and (some 

of) the conventional elements of a spring poem to vvrite a poem about his exile, a poetic 

supplication, in fact, meant to gain sympathy and support among readers at Rome, and thus, to 

facilitate his recall to the capital or at least the change of his place of relegation. However, partly 

because literacy criticism on Ovid's exilic poetry "still remains one of the last frontiers of classical 

scholarship" (Nagle 5),549 the poem, in spite of its undisputable merits, has been largely neglected. 

Thus, although a few scholars have indeed provided a general critical assessment of Tr. 3.12,550 no 

547The third book of Tristia was completed and sent to Rome for publication in 10 AD. For the chronology, see 
Evans 50. Cf Wilamowitz 30lf.; Syrne 38. 

548 With its 54 lines, Tr. 3 .12 is by far the longest spring poem. 
549 Cf also Evans (1), who explains this lack of criticism by the filct that "scholarly interest in the exile poetry 

has been largely concerned not with the poems themselves, but with the autobiographical infonnation they present, the 
chronology of their publication, and the prosopography of Ovid's addresrees." 

550 See especially Kenney (1965, 43f.), Nagle (1980, 42) and Evans (1983, 64f.). However, even they offer a 
rather limited examination of Tr. 3 .12 and especially of its status as a spring poem. Thus, although Evans ( 64) rerruuks that 
Tr. 3.12 is "a variation on a well-known literary mode~" he does not provide finther details and 1he rest of his discussion is 
mostly of a descriptive nature. A more extensive treatment is to be found in Kenney and Nagle, who do mention the 
Hellenistic epigrams as its literary antec.edents but focus their discussion on a (rather brief) comparison between Tr. 3.12 
and the previous Latin spring poems (Catullus 46; Horace Carmina 1.4, 4.7, 4.12). 

240 



PhD Thesis -D. Garofeanu McMaster - Classics 

detailed commentary or rigorous analysis of its relationship with the previous spring poems (and 

especially with the Greek epigrams)551 has been yet widertaken. 

The adherence of Tr. 3.12 to the genre (and Ovid's clear intent to allude to the Greek 

tradition) is revealed by the munerous similarities with the spring poems included in the Palatine 

Anthology. Thus, recalling A.P. IO.I.I and 10.2.1, epigrams that start with an indirect 

annowicement of the arrival of spring, Ovid begins his poem with a reference to the end of winter, 

the image of the cold (frigora, 1) abated by the traditional Zeph)T indirectly suggesting the fair 

weather of the vernal season. As further reminders of the Greek tradition, Tr. 3.12 contains also 

munerous references to the fertility and beauty of spring. Thus, the mention of violam in line 5, the 

image of the meadows (prata) clad with variegated flowers (variorumflore colorum, 7) and the 

description of the budding grain (l lf), vines (13) and trees (15) bring into the }Xle1ll the traditional 

associations of the season and recall the references to flowers, vegetation and blossoming meadows 

in A.P. 10.1.3; 10.2.4 and, possibly, A.P. 9.363 1-6. At the same time, the mention of the prattling 

birds (loquax avis, 8) and the image of the swallow building her nest (9£) remind the reader of the 

swallow of A.P. 10.1.1, 2.3£ and, possibly, of the numerous birds mentioned in A.P. 9.363 15ff. 

Similar to the epigrams of the Palatine Anthology, the }Xle1ll contains in line 29 a description of the 

sea no longer in the grip of winter, recalling A.P. 10.1.3£ and especially A.P. 10.2.lf, where 

Antipater of Sidon uses the same teclmique (indirect characterization by the negation of its winter 

features) to describe the vernal sea, while the references to ships (carinae, 31;puppis, 32), shores 

(litore, 14; litore, 32; litora, 38), harbours (portubus, 38), sailors (nautae, 33; navita, 37) and 

551Apart from Cat 46 and Horace 1.4, 4.7, 4.12, the previous spring poems are A.P. 10.1, 2 (and also possibly 
A.P. 9.363 and 10.4.). 
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seafaring (adnare, 31; vela dedisse, 42), strongly associate (and thus recall the Greek tradition of the 

genre) the ani.val of spring with the opening of the sailing season. 

Another aspect of Tr. 3.12 that reminds one of the Greek epigrams is the depiction of spring 

as a time of dynamism and bustling activity. However, while in the spring poems of the Palatine 

Anthology, only Priapus' injunction(s) addressed to the sailor(s) to begin navigation and trade 

associates spring with the idea of action, in Ovid's poem, apart from the beginning of sailing (31£), 

the notion of dynamism is also brought out by the vivid depiction of the vernal ludi (17-24). 

Apart from the similarities with the Greek epigrams, the status of Tr. 3.12 as a spring poem 

is also 'reinforced' by the presence of mnnerous elements that remind the reader of the Latin 

tradition of the genre. Thus, the poem not only starts with a direct allusion to Cat. 46, but, through 

the initial reference to the end of winter, also recalls the beginning of Hor. Carm. 1.4 and 4.7.552 

Another Catullan allusion is also perhaps to be found in line 4, which, as Nagle (42) remarks, 

"expands on the word aequinoctialis in Cat 46.2, while the mention of various flowers (5 and 7), the 

depiction of the budding trees (15) and the various references to the fertility of the season (1 lff.) 

may remind the reader of the return of vernal vegetation in Hor. Carm. 4.7.1£ Another element in 

common with Horace's spring poems is the description of the swallow in lines 9-10, clearly 

recalling, through its (tragic) mythological allusion, the image of the unhappy bird in 4.12. 5-8, 

while the depiction of spring as a time of merriment (hilares, 5) and cheerful celebration (17-24) 

552 As Nagle (42) obsetves, the phrase iam Zephyri (1) recalls iam .. .! ... Zephyri ... aureis (Cat 46.2-3). At the 
same time, the syntagm Frigora kun Zephyri minuunt recalls frigora mitescunt Zephyris (Hor. Cann. 4.7 9), while the 
phrase nix vemo sole soluta (27), that begins the second description of spring in Ovid's poem, clearly recalls Solvitw-... 
hiems grata vice (Hor. Carm. 1.4.1 ). For a discussion on the significance of these literaiy allusions, see below the detailed 
analysis of the poem. 
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may recall the festive dance of the ~s and nymphs in 1.4.S:ff. and 4. 7 .Sf., hinting also perhaps at 

the extensive use of the (vernal) carpe diem motif in 4.12. 

Like all the other Latin spring poems, Tr. 3.12 contains also a profusion of elements 

( Cerealibus, 11; Virgine, 22; Italia, 31; Latina, 39; Caesaris et Latio; lovi, 46; Lare, 52; Caesar, 53) 

that gives the poem a strong Roman flavour, while the presence of historical (Caesaris, 46; Caesar, 

53) and mythological (Hellen, 3; Cerealibus, 11; Virgine, 22; Lare, 52) references recalls Horace's 

use of historical (or quasi-historical) figures in 4.7.15 and the various mythological allusions of 1.4, 

4.7 and 4.12. At the same time, the presence of numerous geographical references (Histrum, 29; 

Ponti, 32; Italia, 31; Propontidos, 41; Latio, 46; Germania, 47) reminds one of Catullus' spring 

poem (with its Phrygii, 4; Nicaeae, 5 and Asiae, 6), while the urban aspect, strongly implied in 

Ovid's nostalgia for Rome, recalls Catullus' eager desire to reach the bright cities of Asia 

Nevertheless, perhaps the most important characteristic of Tr. 3.12 that situates the poem into the 

Latin tradition of the genre is the complexity of the reactions prompted by the arrival of spring (see 

below) and especially the thematic admixture that recalls the thematic innovations present in all the 

previous Latin spring poems. 

However, while recalling both the Greek and Latin tradition of the genre, Tr. 3.12 contains 

also an abundance of new structural and thematic aspects. The striving for innovation and the great 

ingenuity employed in this poem are first to be found at the structural level, where Ovid succeeds in 

a triple 'ruse.' Thus, as in the first 24 lines the reader is 'deceived' (by the numerous conventional 

elements) into believing that the description of the vernal season is part of yet another traditional 

spring poem, only to discover in lines 27-32 another description of spring, followed by a long 

section (33-50) that introduces the theme of exile and a last couplet in which the poet, realizing his 
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painful condition (51£), prays (difacite) that Caesar may pardon him (53£), one may think that Tr. 

3.12 departs radically from the traditional schema of a spring poem. A closer look at the poem 

reveals however that Ovid abandons only the traditional succession of elements (namely, the 

description of spring followed by the reactions prompted by the season), as Tr. 3 .12 contains in fact 

the same basic components of a spring poem. What is remarkable is only the fact that the reactions 

prompted by spring include another description of the vernal season. Thus, in an ingenious and 

totally unexpected move, the poem begins with a reaction prompted by the season, as the actual 

spring experienced in Tomis (27-32) prompts the recollection of how spring is at Rome (1-24), a 

nostalgic remembrance of an 'ideal' spring (hence the great profusion of traditional elements). 553 

Apart from 'deceiving' the reader, the presence in Ovid's poem of two descriptions of the 

vernal season (even if one of them is only a nostalgic recollection) is a highly innovative aspect that 

distinguishes Tr. 3.12 from all the other spring poems. Noteworthy is also the great length (and the 

abundance of details) that characterizes the description of the 'ideal' spring (24 lines, the longest 

description of the season in the tradition of the genre554
), and also its (suggestive) juxtaposition with 

the much shorter (only 4 lines) description of the actual spring at Tomis that indirectly emphasizes 

the contrast between the happiness of his former life and the present circumstances. 

In addition to the innovation at the structural level, one could also notice that Tr. 3.12 

contains new human (puerique ... puellae, 5; iuventus, 21; bubu/,cus, 30) presences, and munerous 

553 Although Evans (64) offers an elegant structural model of the poem, which, in his view, "divides itself neatly 
into two halves with a concluding couplet," one could argue, ta1dng into the consideration the adherence of Tr. 3.12 to the 
genre, that the poem divides into the following parts: 

1-26: the description of spring at Rome as a reaction prompted by the arrival of the vernal season 
27-32: the description of the actual spring at Tomis. 
33-54: another reactions prompted by the arrival of spring, namely the eager anticipation of meeting a sailor who 

could give him news from Rome (33-50), and, after the realization of his condition (51 f.), a prayer which fimctions as an 
indirect injWlction to be recalled fium exile (53f). 

554 The second longest description of spring (18 lines) is to be foWld in A.P. 9 .363. 
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novel geographical (Maeotis, 2; Getico, 14; Geticis, 16; Histrum, 29; Ponti, 32; Italia, 37; 

Prop:mtidos, 41; Germania, 47; Latio, 46; Scythico, 51), mythological (Hellen, 3; Cereallibus, 11; 

Virgine, 22; Noto, 42; lovi, 46; Lare, 52) and historical references (Caesaris, 46; Caesar, 53). 

However, the break with the tradition can be seen especially at the thematic level, in the strong (and 

Wlexpected) association of spring with the idea of exile. Thus, paradoxically enough, although the 

description of the season from the first section of the poem (1-24) alx>Wlds in traditional elements, 

in the end spring appears only as a reminder of the exilic condition, a radical departure from the 

traditional associations of the season, that recalls Hor. 1.4 and 4.7, in which spring 'emerges' as a 

reminder of change and prompts disheartened reflections on the tragic human condition. However, 

while in Horace's spring poems the season was also associated with the carpe diem motif, Tr. 3.12 

does not contain the anticipation of any erotic or sympotic event, and all the possible enjoyment 

brought by the season is 'relegated' to the past. At the same time, like in Cat. 46 where the coming 

of spring prompts Catullus' eager desire to return home from Bithynia, in Tr. 3.12 the vernal season 

prompts Ovid's desire to return (or at least to hear news from) Rome. However, in contrast to 

Catullus' poem, in Tr. 3.12 the emphasis is placed not on the idea of action, but on the nostalgic 

remembrance of Rome and the fiustration brought by the impossibility of return. 

Another noteworthy aspect of the poem is the fact that, in contrast to the Greek epigrams 

and all the previous Latin spring poems, Tr. 3.12 is aimed at a much larger audience, as the poet 

hopes that, by gaining the sympathy of his readers at Rome, he will increase his chances of being 

recalled from exile. Since, Wllike the previous spring poems, Tr. 3.12 has an ulterior motive, the 

entire thrust of the poem is changed, Ovid succeeding in writing, Wlder the disguise of a spring 

poem, a passionate (albeit stylish) plea for forgiveness. However, although Tr. 3.12 has an urgency 
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and a personal tone unknown to the previous spring poems, the allusions to its literary antecedents 

play an essential role, being part of Ovid's 'strategy' to present himself as a learned and gifted poet, 

who deserves to be pardoned. At the same time, in addition to the references to the previous spring 

poems, Ovid's skill and the adherence of Tr. 3.12 to the genre are revealed by its polished style as 

the poem, a refined piece of writing, contains numerous stylistic and sound effects, for example 

alliterations (nullo nata, 6; prataque pubescunt, 1; malae matris, 9; sole soluta, 27; stridula 

Sauromates, 30; quid ... quaeram, quisve quibusve 34;.fierifamae, 44), assonance (exit et expandit, 

12), rhymes (variorum ... colorum, 7; transit ... venit, 37£; auditos ... triumplws, 45) and anaphoras 

(of nam procul a in lines 14 and 16; of quoque loco est in lines 13and15; of nunc in lines 17 and 

19ff.; of nee in line 29; of sive in line 39; of iam in lines 5lf.). 

A final point that should be made before the detailed analysis of Tr. 3.12 is related to its 

status and efficacy as a poetic supplication. Thus, since the poem is primarily intended to be a plea 

for forgiveness, all its structural, thematic and stylistic elements are meant either to 'prove' Ovid's 

worthiness as a poet or to convey his distress over being in Tomis and far from Rome (transforming 

it into a public statement) in an attempt to make the readers sympathiz.e with his plight, so that his 

pardon could be more easily granted. As the effectiveness of the appeal depends on Ovid's ability to 

rouse pity, the poem poignantly contrasts the happiness (beatum, 25) of his readers at Rome to the 

suffering entailed in his exilic condition by juxtaposing the description of the lush and dynamic 

Italian spring (1-26) with the austere depiction of the Tomitan spring (27-32). The contrast between 

here - a barren land which lacks even vine and trees, a place isolated from Italy by a large tract of 

sea (tantum mare, 37), with inhospitable shores (portubus orba, 38) to which only very few sailors 

(rarus navita, 37) dare to come - and there (istic, 17) - the fertile land ofltaly and the city of Rome, 
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bustling with action and dynamism, and defined by vernal joy and lively celebration - is thus meant 

to 'startle' the readers from their indifference to Ovid's fate and make Augustus realize that the 

punishment imposed on the gifted (and delicate) poet was harsher than he deserved or is able to 

bear. At the same time, the nostalgic recollection of the past (springs) and the anxious anticipation 

of meeting someone who could give him news from Rome, allows Ovid to 'evade' from a present 

and a place he can neither enjoy nor escape, while suggesting to his readers the mental anguish 

suffered by the poet, his deep fiustration and earnest desire to return home. 

The poem (and the effort of winning over his audience) continues with the references to the 

triumphs of Caesar (triumphos Caesaris, 45f.) and to the military conquest of Germany that are 

meant both to suggest Ovid's (still) deep interest in the affairs of Rome and to gain the sympathy of 

August by (flatteringly) portraying him as a great leader (magni ducis, 47f.), under whose feet lies 

the sorrowing head (triste caput, 48) of the rebellatrix Germania (and in whose hands the fate of the 

sorrowing poet). 

Tr. 3.12 (appropriately enough for a supplication) ends climactically with a prayer (di 

facite, 53), which reveals the real raison d'etre of the poem. Starting from an apparently innocent 

description of spring, Ovid builds up (with rhetorical grace) his pleading, and, in the end, dares to 

ask directly for forgiveness. While his prayers were not answered, the poem still remains a subtle 

and original plea for clemency, proving, if not Ovid's innocence, at least his excellence as a poet 

The poem starts with the image of the winter cold (frigora) abated by the breeze of the 

Zephyr, which, hinting at the warm weather brought by spring, seives an important fimction, since 

it constitutes an indirect announcement of the arrival of the vernal season, recalling thus the 
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previous spring poems.555 The allusion, in a single line, to both the Greek (A.P. 10.1.1 and 10.2.1) 

andlatin(Cat 46. 2-3, Hor. Carm. 1.4 and4.7.9)traditionofthe genre is intended not only to show 

Ovid's great ingenuity, but also to 'deceive' the reader into believing that Tr. 3.12 is a traditional 

spring poem, increasing thus the surprise brought by its subsequent departure from the genre. At the 

same time, the emphasis on temperature, and especially the fact that frigora is the first word of the 

poem, may foreshadow the description of the desolate Tomitan spring at 27-32, while the specific 

allusion tofrigora mitescunt 'Zephyris (Hor. Carm. 4.7.9) brings yet another somber element, as it 

reminds the reader of the most disheartening spring poem in the tradition of the genre. 

After the syntagm annoque peracto, which points to the fact that ''the Roman calendar 

began not in January but in March, so that 'the year's closure' crune with the end of February'' 

(Green 249), the poem continues with a line that has been long suspected of textual conuption 

Although, with the exception of longior and hiems, the authenticity of all its words has been 

doubted,556 the major problem of this line is, in fact, the presence of Maeotis, since, as Green (250) 

remarks, "the Maeotic Lake (Sea of A:wv) is tucked away behind the Crimea, hundreds of miles 

from Tomis; the word will not even scan in context unless, by special pleading, granted a wholly 

irregular short initial syllable followed by synizesis." This geographical and metrical anomaly has 

prompted scholars557 to propose various emendations to the text. Thus, taking into consideration the 

general context of the poem, Lachman (56) favors the replacement of Maeotis with Tomitis, while 

Green (250), accepting the emendation of uisa proposed by Bailey (see above, p.256 n.371), argues 

that one should read meauit instead of Maeotis, the reconstructed line running, in his view, as 

SSS Seep. 250 n366. 
ss6Thus, Bailey (393) argues that uisa should be changed to uersa, while Green (250), considering that antiquis 

is ''m~es.s," proposes its replacement with adsuetis. 
7 An exception is Owen (27) who, leaving aside the geographical aspect of the problem, argues that, from a 

metrical point of view, the presence Maeotis is not so anomalous as it seems. 
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follows: "longior adsuetis uersa meauit hiems - the winter, longer than those I'm used to, has turned 

[the solstice] and gone its way." However, in spite of the oddity of Maeotis, one could argue that, 

since Tr. 3.12 is not a scientific treatise, Ovid's 'fuzzy geographical reference could be a deliberate 

'exaggeration,' meant to suggest that his place of exile is situated at the very end of the world and, 

thus, to emphasiz.e the harshness of the winter that has just passed, the poet being less concerned 

with geographic accuracy than with persuasion in his effort to elicit the sympathy of his readers. 

Although a definitive solution to this problem cailllOt be given, one could nevertheless agree with 

Green (350), who remarks that "the general sense of the line, in context, must inevitably be: a 

wearisomely long winter is over at last" Since any critical interpretation is hindered by the 

uncertainty of the text, what could be safely said is that the passage is intended either to suggest 

Ovid's anxious waiting for the arrival of spring that will also bring with it the hope of hearing some 

news from Rome558 or, if the line refers to the Italian spring (as the mention of the Zephyr in the 

first line may perhaps suggest) to enhance the appeal of the vernal season by pointing out the long 

length of winter. However, since, from a psychological point of view, it is very likely that, as an 

exile, Ovid would feel and characterize as longior a winter spent in a harsh and hostile environment, 

far from the civiliz.ed world of Rome, and, considering that a Tomitan winter is actually longer than 

an Italian one, the possibility that the second line of Tr. 3.12 is not part of the nostalgic 

remembrance of spring at Rome but refers to the real winter experienced by the poet on the coast of 

the Black Sea is worthy of consideration. 

The poem continues in lines 3-4 with a mythological reference, which, bringing elevation 

of style into the passage (and presenting Ovid as a learned poet), announces the arrival of spring by 

558 The implication of tlris inte1p1etation at the structural level of the poem is that the first two lines of Tr. 3.12 
could be considered part of the description of the Tomitm spring. 
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hinting at the vernal equinox when the length of day is equal with that of night Thus, as Green 

(250) explains, Ovid alludes in this passage to "the ram from whose back Helle tumbled into the 

strait later named on her account, the Hellespont (Apollod. 1.9.1, Ovid Fast. m. 851ff.), and later, 

sacrificed by Phrixus to provide Aeetes with the Golden Fleece, was catasterized into the 

constellation Aries, which the sun enters on 22 March, the vernal equinox." Through this 

astronomical allusion, the passage is also intended to recall the tradition of the genre, since, as Nagle 

(42) remarks, line 4 "expands on the word aequinoctialis in [Cat.] 46.2," Ovid outdoing Catullus' 

reference via both length and complexity. 

An interesting aspect of this passage (although \ll1Iloticed in the previous scholarship on the 

poem) is the (partial) similarity between Helle and Ovid, as the poet himself could be seen as a 

tragic character, who, 'fallen' from the graces of Augustus, was sent into exile (a fate worse than 

death in Ovid's view) to a place in the vicinity of the Hellespont At the same time, the terrifying 

death of Helle brings yet another darker note into the poem, tempering the impact of the joyous 

description that follows at 5ff. 

The description of spring continues with a series of images in which the presence of both 

conventional and innovative elements illustrates the traditional aspects and associations of the 

season and builds up a picture of vernal happiness, dynamism and renewal. Thus, in lines 5£, the 

image of meny ooys and girls gathering flowers, associates spring with the idea of joy (hi/ares) and 

youth (puerique ... puellae), while the mention of the wild (rwtica nata) violets hints at the natural 

beauty and fertility of the season. The plucking of flowers may allude to a festival or perhaps to the 

preparations for a party, but the scene could depict just a spontaneous celebration of the season The 

emphasis on the fact that the flowers are not cultivated (nullo serente, 6) is meant to draw the 
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attention of the reader to the regenerative aspect of spring, presenting the season as an ahnost 

paradisiacal time, while the verb venit, although in this context means ''to come up, grow, arise" 

(see OLD s.v. 5), brings with it the idea of motion and activity, increasing thus the overall 

dynamism of the passage (and of the season). 

The poem continues in line 7 with the description of the flowering meadows (prata, in 

emphatic position at the beginning of the line), an image intended both to recall the tradition of the 

genre and, by bringing into the poem yet another reference to vegetation, to portray spring as a lush 

season, full of life and beauty. However, if the mention of violam in line 5 was probably meant to 

allude to the delicate fragrance of the spring flowers, 559 in this line the emphasis is placed on the 

visual aspect, the variegated ( variorum colonon) flowers bringing color into the vernal landscape. 

In line 8, the image of the chattering birds (loquax avis) continues the description of the 

natural world 'affected' (vernat) by spring and introduces the motif of joy at the animal level. The 

qualification of the 'loquacious' birds as 'untrained' (indocili ... guttwe) is most likely intended to 

hint at the spontaneous nature of their celebrating song, and to suggest, again, that the arrival of 

spring brings on earth a golden age of a sort. However, interestingly enough, after the reference to 

the 'uninstructed' (but happy) birds, the poem continues with a learned allusion to the distressing 

story of the swallow, as the bird building her nest (9£) appears accompanied by her mythological 

background. The reference to the tragic story brings a darker mood into the description of the 

season, while achieving elevation of style and recalling the tradition of the genre, as the line reminds 

the reader of Horace's description of the swallow at 4.12. 5-8. However, while in Horace's poem 

the emphasis is on the disheartening story and the building endeavor of the swallow is only 

559 The word viola may not point to a specific flower, since it is ''the name given to several spring flowers, usu. 
fragrant [ ... )" (see OLD s.v. I). 
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succinctly mentioned (nidum ponit, 4.12. 5), in Tr. 3.12 half of the description is dedicated to her 

mythological background and half to her determination to build a cradle and house (cunas tectaque, 

10), an image which, hinting at the bird's future offspring, associates the season with the idea of 

birth and renewal. 

The poem continues in lines 11 £ with the description of another sign of the vernal season, 

namely the germination of the grain. The reference to the seeds hidden in the finrows dedicated to 

Ceres ( Cerealibm ... sulcis, 11) alludes to ploughing and sowing, reminding thus the reader of the 

vernal reswnption of the agricultural activities, while the image of the tender blades (molle 

cacumen, 12) emerging from the earth strongly associates the season with the idea of growth and 

fertility. Apart from the reference to Ceres, which has the function of defining precisely the meaning 

of herba560 as grain, while conferring a Roman flavour on this description and bringing, at the same 

time, a divine figure into the vernal landscape, one could also notice the use of latuit, a verb with 

nwnerous meanings of which many could be present in this passage (see OLD s.v. la, 2, 3, 5: 'to go 

into or be in hiding,' 'to be out of sight, be invisible,' 'to lie below the swface, be latent,' and, 

especially, 'to take refuge, shelter,' which suggests the image of the seeds protected by the earth 

from the harsh cold of winter). Worth mentioning in this section is also the assonance of e in line 12 

(exit et expand.it) and the presence of the prefix ex in both exit and expandit which emphasizes the 

idea of emergence. 

After the description of the sprouting grain, the poem continues in lines 13-16 with the 

image of the budding vine and trees that concludes the series of references to the vernal vegetation. 

The depiction of the vine whose buds (gemma) are pushed forth from the shoot (13) and of the 

560 The word herba could refer not only to com but also to "other p1an1s in the early stages of growth" (see OW 
s.v.4). 

252 



PhD Thesis - D. Garofeanu McMaster - Classics 

swelling (turgescit) branches of the trees (15) reinforces the association of the season with the idea 

of growth and renewal of life. However, since this passage contains the first hint that the exuberant 

vernal imagery of the previous lines was only part of a vivid recollection, the primary function of 

this image is to create a sharp contrast between here - the poet suddenly revealing the place of his 

exile in the reference to Getico litore (14) and Geticis finibus (16) - and there - the fertile land of 

Italy, (unnamed directly though until line 37). The passage, foreshadowing the desolate image of 

the Tomitan spring that will follow in lines 27-32, depicts the Getic land as a barren place situated 

far way (procul) from the civiliz.ed world,561 the reference to the absence of vegetation being 

intended, in Ovid's effort to win the sympathy of his readers, to present the Black Sea coast as an 

antithesis of the Italian landscape. 

Worth noticing in these lines is also the great abWidance of anaphora (quoque loco est, in 

line 13 and 15; nam procul a ... abest, in lines 14 and 16) that, bringing an almost lamenting tone 

into the poem, draws the attention of the reader to the sudden shift of focus from the image of a 

traditional (and ideal) vernal season to the depiction of the real and desolate spring at Tomis, 

making even more poignant the contrast between Italy and the place of Ovid's exile. 

After the description of the changes brought by the season at the natural level, the poem 

continues in lines 17-24 with a picture of spring at Rome, Tr. 3.12 offering thus, for the first time in 

the tradition of the genre, a (rather detailed) description of the activities prompted by the arrival of 

spring in a city. However, this time the fact that the vernal tableau is only a nostalgic remembrance 

of springtime in Rome is made clear by the use of istic in line 17, which may also be intended to 

561Cf. Kenney (42), who considers that the reference to vine is essential since, in his view, ''viticulbJre speh 
civilization: barbarism began where wine gave place to beer." 
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suggest the (supposed) epistolazy fonn of the poem,562 (again, an innovation in the tradition of the 

genre) and thus to reinforce its status as a plea of forgiveness. 

While in the description of the natural world affected by spring the emphasis was placed 

mainly on the idea of beauty and fertility, in this section the seaoon is defined as a time of 

celebration and dynamism, a period in which the regular activities of the city are suspended and 

people engage in festivities, games and theatrical perfonnances (again, in sharp and sad contrast 

with the lack of holidays and festivals at Tomis ). The description starts with the word otia, which 

bringing into the passage a plethora of meanings (''freedom from business or work, leisure, leisure-

time," ''rest or relaxation from work, a holiday," ''relaxation from pain, toil, etc., ease, rest," "a 

peaceful or tranquil existence, security, safety," ''tranquility, calm of weather, etc.," ''temporary 

cessation, respite, lull," see OLD s.v. la, 2a, 2b, 3, 4b, 4c, 6a), strongly associates the vernal season 

with the idea of relaxation and pleasure (in sharp contrast with the tonnenting anxiety suffered by 

Ovid at Tomis). At the same time, since the image of the gmrulous wars (garrula bella, 18) of the 

forum giving place (cedunt}5 63 to the public games (iunctisque ... ludis) refers the fact that the 

arrival of spring was celebrated by "a succession of festivals (e.g. the Megalesia, the F1oralia, and, 

on 19 March, the great Quinquatrns Maiores) marked by, inter alia, the closure of the law cotnts" 

(Green 250), these lines depict the vernal season as a time of hannony and public concord, a period 

which, ending, at least temporary, the disagreements between people, brings the connmmity 

562 See OWs.v. lb: ''(in letters) where you (tb~ recipient) are." 
563 One could notice that, through its military and political connotations (''to give in, yield, submit: a to an 

enemy. b. to other opponents, fuctions, policies, etc," :see OW s.v. lOa and b ), the verb cedunt suggests the (rather 
interesting) image of the battle themselves being defeated by the orderly 'troops' of vernal festivals, reminding the reader 
of the martial overtones that accompanied the anival of spring (and the succession of semons) in Hor. 4. 7.1 and 9-12 (see 
pp. 156, 171ff). 
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together in joyful celebration (an image that stmds in shrup contrast with the isolation and sadness 

experienced by Ovid on the desolate shores of the Black sea). 

An interesting aspect of this passage, unnoticed in the previous scholarship on the poem, is 

the fact that, although these lines do refer to the entire series (iunctis ex ordine, 11) of festivals 

celebrated in March, the first month of the Roman year564 (suggesting thus the idea that the season, 

bringing nwnerous occasions for public rejoicing, is distinguished by its celebratory mood), the fact 

that the description of the vernal ludi starts with the mention of the equestrian displays (usus equi 

nunc est, 19) may suggest that Ovid alludes here specifically to F.quiria, a festival which, celebrated 

on March 14 and dedicated to Mars as a god of both war and agriculture, involved horse racing and 

competitions held in the Campus Martius in Rome. At the same time, the second half of the line, 

although it may refer, as Green (250) argues, only to exercises in the use of arms, could refer to the 

Salli, priests of Mars, who, dressed up in an archaic (and light) armor (levibus armis)565 and 

carrying the sacred spears and shields, perfom1ed, during the Quinquatria (a festival held between 

19 and 23 of March), ritual dances on the streets of Rome in honour of the god of war, marking thus 

the beginning of the campaigning season An argument in favour of this inteipretation is the fact 

that all these references to festivals in honor of Mars, while adding another dimension to the season, 

since it portrays spring not only as a time of joy, but also as a time in which the preparations for the 

coming militruy campaigns were made, wouldl also foreshadow the references in lines 45-48 to the 

military successes of Augustus. 

564 The time frame of this description is revealed in the first line of the poem by the syntagm annoque peracto 
(seep. 256). For the festivals celebrated in March, see pp. 7f. 

565 For this sense of the word, see OLD s.v. 2a 
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The description of the ludi continues with references to various popular sporting activities, 

such as ballgames (pila, 20) and hoop bowling (trochus, 20), followed in lines 21f. by the image of 

the wearied youths bathing (or swimming),566 which, as the mention of the oil (oleo labente, 21) 

with which the athletes would anoint their bodies before exercising in the palaestra indicates, 

constitutes an indirect (but more extended) reference to boxing and wrestling. 

The emphasis on the idea of enjoyment and entertainment continues in lines 23£ with the 

image of the stage bustling with life and activity (viget, 23), which alludes to the theatrical 

performances (ludi scaenicz) that, together with the ludi circenses, accompanied the vernal 

celebration of the public games (ludi publicz). Worth noticing in line 23 is especially the use of 

nwnerous words that, expressing the idea of lively action (vi get) and passionate enthusiasm (favor), 

further increase the mood of dynamism and cdebration, while in the following line Ovid suggests 

(once again), through the vivid image of the roaring (resonant) theatres replacing, as centers of city 

life, the forums (the centers of judicial and business affairs),567 that the only 'heated' (ardet) 

disagreements between people in this period of the year are those related to their entertainment. 

The description of the Italian spring ends climactically in lines 25£ with an emotional 

outburst that reveals both the depth of Ovid's anguish and his great nostalgia for Rome. The 

poignant couplet, whose lamenting tone is set from the very beginning by the distressing 

exclamation of grief ( o, 25), serves multiple filnctions in the poem. Thus, on the one hand, these 

566 As Green (250) explains, Virgine ... aqua fa "a reference to the outflow of the aqueduct known as the Aqua 
Virgo, constructed by Agrippa, and opened on 9 Jmm 19 B.C., mainly to feed the public baths he was building." 
Commenting on the qualification of aqua as Virgine, Green argues (after sending the reader to the aetiological tale of 
Frontinus, who, in De Aquae Ductu 1.10, explains that the somce-spring, near the eighth milestone on the Via Collatina, 
was revealed to some soldiers by a yollllg girl) that "a more likely explanation is the coldness and pmity of the water, 
much touted in antiquity," while adding that "the ninth of Jwe was also the feast-day of Vesta; so the Aqua Virgo may in 
fact have been named in honmll' of the Vestal Virgins." 

567 See Green (251 ): ''The three theatres were those of Pompey, Balbus and Marcellus [ ... ]; the three public 
squares were the Forum Romanwn, the Forum Juliwn, and the Forum Augusti.'' 
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lines may function as an indirect injunction addressed to his readers to be aware of their happy 

condition and fully enjoy the 'blessings' of the city, in which case Ovid succeeds in making a 

variation on the traditional carpe diem motif by replacing it (rather unexpectedly) with an indirect 

(and rather innovative) 'carpe urbem' injunction On the other hand, the implicit (and stark) contrast 

between the absolute (quantum et quotiens non est numerare) happiness (beatum, 25) of those who 

could enjoy Rome (urbe, 26) and Ovid's despondent condition is meant to gain the sympathy of his 

readers, increasing thus the efficiency of his appeal for clemency, while the word lice! (26), hinting 

at his relegation, alludes to the fact that his happiness stands in the hands of Augustus, whose 

forgiveness he is desperately seeking. At the same time, while the forbidden city (interdicta urbe, 

26) functions as a metonymy for all the happiness the exile has taken away from Ovid's life, the 

word frui (26), bringing into the passage a multitude of meanings ("to enjoy the produce of, the 

proceeds from," "to derive advantage from, profit by, avail oneself of, enjoy," to have as one's lot 

(something good), be blessed with, enjoy," "to derive pleasure from, delight in, find enjoyable, 

enjoy," see OW s.v. la, 1 b; 2a; 3), directly associates, for the first time in the tradition of the genre, 

the joy brought by spring with the urban motif, suggesting Ovid's great distress caused by the grim 

place of his exile and his fervent desire to return to Rome. 

To conclude the analysis of the description of the Italian Spring (lines 1-26), one could say 

that, starting with a vivid depiction of the season that becomes an indirect eulogy ofltaly and Rome, 

Ovid succeeds in transfonning a traditional element of a spring poem into an efficient appeal for 

forgiveness. Thus, the great length and abundance of details that defines this section suggest how 

important the Italian landscape and the city of Rome are for the poet, while the abrupt shift from the 

picture of vernal happiness and renewal to the emotional final couplet (lines 25£) hints at the 
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anguish and nostalgia suffered by Ovid and constitutes an indirect injunction to be recalled home or, 

at least, have his place of exile changed. 

After the nostalgic remembrance of the Italian spring, the poem continues in lines 27-32 

with the depiction of the actual spring experienced by Ovid at Tomis.568 The juxtaposition of the 

two descriptions is intended to make even more poignant the contrast between the Italian landscape 

and the place of Ovid's exile, and, thus, betwa.3Il the happiness ofhis readers at Rome (beatum, 25) 

and the tragic condition of the poet (at mihi, 27). The sharp contrast between the lengthy description 

of the Italian spring, in which the vernal season appears as a time of birth, growth and fertility, a 

period of dynamism, joy and celebration, and the short (only 6 lines) depiction of the Tomitan 

spring, in which the season is distinguished only by the conspicuous absence of these traditional 

associations, is an efficient way of suggesting 1hat spring on the barren shores of the Black sea is an 

antithesis of the Italian one. At the same time, together with the references to the absence of 

vegetation from lines 13-16, Ovid succeeds, by the omission of any other details, in suggesting the 

bleakness of the Tomitan landscape, while focusing the description (highly plausible from a 

psychological point of view) on the only aspc!Ct of the season that (in his anxious waiting) could 

bring some hope in his life, namely the opening of the navigation. Thus, all the elements of the 

passage, starting with the image of the melted snow (27) and of the water no longer frozen (28), and 

continuing with the depiction of the sea no longer congealed with ice (29), followed by the image of 

the Sannatian herdsman unable to cross the (no longer frozen) Danube,569 allude to the warm 

568 As in the description of the Italian spring, this pas&Jge too starts with an indirect anno\ll'lcement of 1he arrival 
of 1he vernal season by reference to the end of winter, recalling thus the tradition of the genre, while the syntagm nix verno 
sole soluta (27) is intended to remind the reader of Hor. 1.4. l (solvitw" ... hiems grata). Seep. 250 n. 366. 

569 An image that seives a double fi.mction in 11he passage, since Ovid hints here also at the extreme cold of 1he 
Tomitan winter, and 1hus at 1he hardships he has to endure in this particularly harsh place of exile. At 1he same time, in 
spite of the filct that winter seems to filcilitate transponation, the Sannatian herdsman (Sauromate.s ... bubulcus), although 

258 



PhD Thesis - D. Garofeanu McMaster - Classics 

temperature brought by spring and thus to the :reswning of navigation, while the image of the ships 

sailing 'even as far as here' (tamen hue, 31) suggest both the great distance that separates Tomis 

from Rome, and Ovid's hope that the arrival of spring will end the isolation in which he lives. 

Suggestive of the emotional state of the poet, the admixture of gloom and hope that defines 

this description of the season increases the effi.dency of Ovid's supplication by presenting the place 

of his exile as a barren and isolated land, while suggesting that the only appealing aspect of the 

Tomitan spring is the fact that it brings with it the possibility of leaving Tomis or at least of 

receiving some news from the outside world, perhaps even Rome. 

Animated with sudden hope, Ovid continues his poem with an accollllt of the much-

anticipated meeting with the sailor whose ship will arrive first at Tomis (lines 33-50). The great 

length and ablllldance of details that characterizes this section suggests how important this meeting 

is for the poet (and how often he has imagined it), hinting thus at the anguish provoked by the too 

long isolation, and therefore at the (undeserved) harshness of the punishment At the same time, this 

lengthy description of an isolated contact with the exterior world pointedly contrasts with the 

description of the Italian spring, distinguished by its numerous human presences, once again 

emphasizing the difference between the vibrant city life at Rome and the desolate life at Tomis, an 

isolated city on the distant shores of the Black sea. 

Ovid starts by expressing his eagerness (sedulus, in emphatic position at the beginning of 

line 33) and haste (occurram) to meet the sailor. After the exchange of greetings (dictaque salute), 

peacefully traversing the frozen river, appears as a marker of a rustic and barbarous world (in sharp contrast with the mban 
and civiliz.ed Roman world descnbed in the previous section of the poem), while the loud and inharmonious shrill somd 
(stridula) that accompanies his crossing, not also that could have martial overtones for the anxious exile, but also grates the 
ears of the refined poet It could be also remarked thal~ although the frozen Danube seems to make the region more 
accessible and thus less isolated, in reality it only increases the possibility of an attack, making thus life on its shores even 
more dangerous. 
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the poet will first ask about the purpose (quidveniat, 34) of his coming to Tomis (hoping perhaps 

that the sailor could be a messenger sent by the emperor to announce his pardon), then ask who he 

is (quisve) and from what place (quibusve loci~) he comes (hoping that he would come from Italy). 

The flurry of questions (three in a single line) and the alliterative 'volley' of q's suggest both the 

excitement of the poet and his impatience to hear some news from the outside world. At the same 

time, the eagerness of Ovid (the refined poet and man of taste, who used to enjoy the company of 

the sophisticated social elite of the capital) to meet a simple sailor hints at the extreme loneliness 

experienced by the poet at Tomis and his desperate need to talk with anyone who, even if not 

distinguished by his polished manners, is different from the barbarian people of Tomis at least by 

his knowledge of the civilized language of the world (see below). 

In his effort to gain the sympathy ofhiis readers, Ovid emphasizes the isolation of his place 

of exile by remarking that the arrival of a sailor from Italy would be indeed a marvelous thing 

(quidem mirum, 35), since usually the ships 1reaching Tomis come from the neighboring regions 

(regione propinqua, 35), having sailed570 in the safety (tu!Uf, 36) of the nearby waters. The idea of 

isolation from the civilized world is further emphasized in lines 37f. by the mention of the fact that 

only very few 571 sailors dare to cross so large a 1ract of sea (tantum mare, 37) that separates Italy 

from the inhospitable shores (portubus orba, 38) of the Black sea. Nevertheless, whoever the sailor 

may be (quisquis is est, 43), as long as he could speak Greek or, even more pleasing (gratior, 40), 

Latin - and chances are someone, helped by a steady South wind ( certo ... Noto, 42), has sailed 

from the Hellespont (ab ore freti, 41) and the waves of the sea of Mannara (longaeque Propontidos 

570 One could notice the (metaphorical) use of ararit 1hat, while bringing into the poem another tenn for sailing 
(after adnare in line 31 ), casts also a rustic shadow over the entire region. 

571 The anaphora ofrarus in 37t: emphasizes the idea of rarity. 
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undis, 41) - he could tell Ovid, (hopefully) with a faithful voice (memori ... voce, 43), the latest 

news from the outside world The presence in two lines of two tenns for news (rumorem, 43 and 

famae, 44) and the striking image of the sailor who seems to embody (parsque gradusque, 43) them 

suggest again Ovid's deep sense of isolation and his fervent desire to connect with the 'real' world 

One could remark on the fact that the mention of the sailor's knowledge of Greek or Latin 

serves multiple functions, adding a new and very effective dimension to Ovid's plea for 

forgiveness. Thus, apart from the fact that such a knowledge would facilitate the conversation 

between the poet and the sailor, the reference to Greek and Latin, the languages of the civiliz.ed 

world, hints at the barbarian nature and remoteness of the Tomitan region, suggesting also the fact 

that the relegation of Ovid to this place has meant for him, as a Roman poet, also a 'linguistic exile.' 

At the same time, the great distance that separates Italy from the shores of the Black sea is again 

suggested in the description of the maritime route a sailor must follow to reach Tomis. 

The poem continues, in a patriotic (and rather flattering) mood intended to gain the 

sympathy of Augustus, with the mention of the: specific news that Ovid is so eager to hear (lines 45-

48). Thus, the poet prays (precor, 45) that the: sailor would be able to tell him of the trimnphs of 

Caesar (triumphos Caesaris, 45£),572 of the vows that have been fulfilled (reddita vota, 46) for the 

Latian Jove, and of the defeat of the rebellious Gennany (rebellatrix ... Germania, 47).573 The 

function of these lines is to increase the chanc;es of Ovid's appeal for clemency by presenting the 

poet as a patriotic citiz.en, very much concerned with the political life of Rome, and especially with 

572 While triwnphos may be just a poetic plural, in view of the flattering tone of the passage, it is most likely that 
Ovid refers here to several, (militmy succes.ses worthy of) trhnnphs, especially since in lines 47f. Augustus is qualified as 
magni ... duds. 

573 According to Green (251 ), "these lines wen: written in hopeful anticipation of militmy successes by Tiberius, 
who led an expedition against Gennany after the crushing defeat of V arus, with the loss of three legions, in the 
Teutoburger Forest (AD. 9)." As this defeat, one of the worst ever suffered by Romans, greatly affected Augustus (see 
Suetonius Aug. 23), Ovid knew that the image of Gennany at last (tcuulem, 47) subdued would please the emperor. 
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the military successes of the imperial family:. therefore as someone who, in spite of his former 

mistakes, should be pardoned or, at least, given a more lenient punishment. At the same time, the 

passage presents Ovid as someone who has not been embittered by his exile and has not turned on 

Augustus and Rome. 

One could remark in this passage the tJricolon crescendo (auditos ... triumphos, 45; Caesaris 

et Latio reddita vota /ovi, 46; teque, rebellatrix, tandem, Germania, magni/ triste capul pedibus 

supposuisse ducis 47£) and the personification of the rebellatrix Germania, who, defeated at last 

(tandem, 47), has laid her sad head (triste caput, 48) beneath the feet of Augustus,574 portrayed thus 

as a great leader (magni ... ducis, 47£), who has the power not only to defeat those who stand 

against him but also (especially important for Ovid's situation) to forgive them. 

The importance for Ovid of being informed about the latest events is further emphasized in 

lines 49£ in which the poet declares that anyone who could tell him about these topics will be 

immediately welcomed as a guest (hospes, 50) to his house. However, in spite of the excitement 

prompted by the prospect of finally receiving some news from the exterior world, the grief (dolebo, 

49) of (being far Rome and) not being able to see himself (non vidisse, 49) these events, spoils the 

(only) joy (brought by the vernal season) and increases thus the overall sadness of the poem. Even 

more painful, as Kenney (42) remarks, ''with 1he word domui (v.50) the poet suddenly realizes his 

situation,"575 since the fact that his house (domus Nasonis, 51) is now in the Scythian world 

(Scythico ... orbe, 51) and his home (pro Lare~, 52) a place imposed by his punishment (poena, 52) 

makes him fully understand his exilic condition. 

574 One could notice the suggestive juxtaposition caput pe~ ( 48) and the multiple meanings of supposuisse 
(''to place at the foot (of)," ''to place under 1he authority or control (of), make subject (to)," ''to put at the mercy (of)," see 
0Ws.v. ld,4aandb). 

575 Cf. also Evans 65. 
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Apart from the anguish expressed by the exclamation ei mihi (51 ), one could also remark in 

this couplet the juxtaposition Scythico Nasonfs (51), putting together even at the textual level the 

poet and the place of his exile, and the a][laphora iamne ... iamque (51£) that suggests the 

suddenness of Ovid's realization of his tragic fate, a remarkable innovation of the use of iam in the 

tradition of the genre. 

After the disheartened mood of lines 5 lf, the poem ends climactically -with a prayer (53£) 

that gods (difacite, 53) may change Augustus' mind so that, giving in to the plea of the poet, he 

may mitigate the sentence, making Tomis only a hospitium (54), a temporary shelter of Ovid's 

punishment. This last resort to gods, an entirely unexpected conclusion for a spring poem, suggests 

Ovid's hopelessness and the depth of his despair, making even more poignant the effect of the 

attempts made throughout the poem to gain the sympathy of his readers at Rome and persuade 

Augustus to have pity on him. 

As a conclusion, one could say that Ovid uses the structure and some of the elements of a 

spring poem to write innovatively a poem of exile, a plea for clemency. Starting -with an apparently 

traditional description of the vernal season and contrasting his vivid remembrance of the Italian, 

(hence ideal) spring -with the actual spring experienced at Tomis, Ovid continues -with the detailed 

account of his much anticipated meeting with the sailor and ends -with a touching prayer for 

forgiveness. The permanent shift between now and then, here and there, between hope and anguish, 

excitement and despair, keeps the reader in tension and increases the emotional appeal of the poem, 

while the numerous literary associations add a stylish tone to Ovid's poetic supplication, presenting 

him not only as a gifted but also as a learned J[X>ci. As Kenney (43) remarks, Tr. 3.12, ''viewed in 

any light, it is a genuine and moving poem; seen as a variation on the spring theme -with its existing 
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actual and literary associations it gains greatly in force and pathetic effect." Thus, both a surprising 

spring poem and an emotional poem of exik~, Tr. 3.12 is a remarkable poetic accomplishment, 

especially considering the harsh conditions under which it was written, and occupies a special place 

among the spring poems, ending in force (but also with grace and sadness) the Latin tradition of the 

genre. 
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Conclusions 

The detailed analysis of A.P. 9. 363, 10. 1, 2, 4, 5, 6, 14, 15, 16, Catull. 46, Hor. Cann. 1, 4, 

4. 7, 4. 12 and Ov. Tr. 3.12 has revealed that, in spite of the various differences between them, all 

these poems are united by their adherence to the genre of the spring poem. 

The beginning of the genre can be traced back to A.P. 10.1, an epigram written by Leonidas 

of Tarentum, an author who lived probably at the middle of the third century B.C. (seep. 25). 

Although the existence of even earlier spring poems that have been lost cannot be entirely 

dismissed, Leonidas' epigram is the first known spring poem and has had a significant influence on 

the subsequent poems of the genre. 

The spring poems included in the Palatine Anthology form an obvious group,576 as their 

authors follow Leonidas' spring poem as a model, employing its schema and (some of) its 

elements,577 while trying to vruy and improve on the chronologically earlier poems. These authors 

have been constantly able, through the extensilve use of the Hellenistic techniques of imitatio cum 

variatione and aemulatio, to 'reinvent' the genre, a fact that explains its incredible lifespan (from the 

3rd century B.C. to the 6th century AD.). 

A brief comparison of A.P. 10.14, 15 and 16 (poems written in the Byzantine period) with 

A.P. 10.1 could best reveal the fact that the ';endurance' of the genre was due to its remarkable 

516 With the exception of A.P. 9. 363, which, through its greater length and different tone occupies a place apart 
in the Greek tradition 

577 For the schema of a spring poem, see pi. 20. Starting with a fonnal annmmcement of the renewal of 
navigation, A.P. 10.1 contains a description of the vernal season that includes the image of the swallow ( 1 ), the West wind 
(2), the blossoming meadows (3), the calm sea (3f.), followed by the reactions prompted by spring, namely Priapus' 
injlillctions that the sailor weigh the anchors (5), loose th(: stem-cables (5), and sail with all the canvas set (6) to trade in all 
kinds of things (8). 
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versatility, since, almost seven centuries after the first spring poem was written, the authors of these 

epigrams were -still able to produce highly innovative poems. 

Thus, although, in contrast to Leonidas' epigram, AP. 10.14 does not begin with a formal 

announcement of the opening of sailing, and does not include any mention of the maritime 

paraphernalia present inA.P. 10.1 (ayK'i>pa.~; and yootcx., 5; b86vri, 6), Agathias Scholasticus 

does center his poem on the sea (by providing a lengthy and dramatic depiction of it in lines 1-4) 

and seafaring (through the reference in lines 7£ to the dangerous maritime routes that could be 

undertaken by the sailors protected by Priapus ). Through these innovative elements, Agathias 

Scholasticus succeeds in composing a poem with an intense maritime "flavour," that reminds the 

reader that the resumption of sailing was the raison d'etre of the Greek spring poems. At the same 

time, as a :further variation on Leonidas' epigram, Agathias Scholasticus increases the number of the 

reactions prompted by the season, including in AP. 10.14 the injunction that sailors go fearlessly on 

their voyage after making an appropriate sacrifice of fish to Priapus. 

In A.P. 10.15, Paulus Silentiarius replaices the plain and simple beginning of AP. 10.1 with 

the image of the vernal xclp1c; opening her closed bosom (µEµuKOta. KOA1tOV) to the Zephyr. 

The exuberance, affected eroticism and theatri.cality of this beginning is matched at the end of the 

poem by the ambiguous and rather humorous image of Priapus who pledges his allegiance to the 

ships on account of a mythical episode in which his divine ancestry is greatly diminished (see pp. 

58£). These elements, together with the fact that, in contrast to A.P. 10.1, the vernal landscape of 

Paulus Silentiarius' epigram does not contain the traditional image of the swallow and of the 

flowering meadows, may be intended to place A.P. 10.15 at a slightly ironic distance from the 

genre. At the same time, apart from a detailed description of the actual launching of the ship in lines 
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3f. (that constitutes another major innovation that distinguishes this poem from AP. 10.1), Paulus 

Silentiarius' epigram, similar to the previous Byzantine spring poem, contains also the injunction 

that the sailors should take courage and sail. 

Finally, in sharp contrast to AP. IO.I, Theaetetus Scholasticus' epigram contains puzzling 

elements (e.g. the blooming roses, the cicada, the cypress, the binder of sheaves) and arresting 

imagery (e.g., the "pregnant'' field and the '1:>eastly" sea), while the depictions of the traditional 

elements (the swallow, the flowering meadow, the image of the sea) are distinguished by their 

greater length and abundance of details. 

Although written at such a late stage iin the tradition of the genre, the spring poems of the 

Byzantine period are characterized by a more striking imagery and a less conventional description 

of the vernal landscape than their Hellenistic jcounterpart and their originality, evident both in the 

depiction of the vernal season and in the reac1ions prompted by the season proves the remarkable 

capacity of the genre to reinvent itself. 

Distancing themselves from the poems of the Greek tradition, the Latin authors, while 

preserving the traditional schema (by including in their poems descriptions of spring and reactions 

prompted by the season) and employing some: of the conventional elements, totally transform the 

genre not only by adding new elements to the standard ones (see p. 22) but especially by 

incorporating into their spring poems new (and rather unexpected) thematic aspects. 

Thus, largely ignoring the traditional associations of the season (e.g. fertility and beauty), 

Catullus introduces into his poem the journey motif and emphasizes the intense and contradictory 

psychological effects provoked by the coming of spring by presenting the season as a period of 

release and adventme, a time that brings excitement but also sadness and melancholy. 
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A similar thematic admixture is also evident in Horace's spring poems. Thus, Horace's 

Carm 1.4 and 4.7 are distinguished in particular by their intellectual and more pessimistic approach 

to the vernal season, as the arrival of spring prompts various disheartening reflections, introducing 

thus into the genre the memento mori motif. However, these bitter reflections do not preclude the 

possibility of joy, reinforcing, in fact, the urgency of the carpe diem injunctions that do appear in 

these poems, albeit in an indirect form (1.4. 9-12, 18ff; 4.7.19f). In contrast to both 1.4 and4.7, odes 

that form an obvious (and rather gloomy) pair, in 4.12, a poem distinguished by its hwnorous and 

playful mood, the carpe diem motif, in the disguise of a lengthy sympotic invitation, occupies the 

central place, 'redeeming' the vernal season that appears as a period full of life, friendship and 

enjoyment 

However, apart from the thematic admixture, complexity and deep of thought ofhis poems, 

Horace's most remarkable accomplishment is the fact that he succeeded in writing not one but an 

entire cycle of spring poems (a new and rather unexpected development of the genre), applying the 

techniques of imitatio cum variatione and aemulatio not only to the previous spring poems, but also 

to his 0\\11 poems. 

Finally, Ovid's Tr. 3.12 too is defined not only by its thematic but also by its generic 

admixture (a real 'revolution' in the traditiorn of the genre), the poem beginning as a traditional 

spring poem only to end as a poem of exile and a plea for forgiveness. 

The evolution undergone by the spring poems in the Latin tradition of the genre could be 

best revealed by a brief comparison of the ways in which Cat. 46 and Ov. Tr. 3.12 have departed 

from the Greek epigrams. Thus, while Catullus departs from the Greek tradition by reducing the 

description of spring to simple references, ~y 'emptying' the vernal landscape of its traditional 
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elements and by replacing the conventional injwictions addressed to the sailor(s) with a self-

injunction to travel back home (including allso in his anticipated jowney a rather wiexpected 

sightseeing aspect: see pp. 79f.), Ovid breaks away even further by including in his poem two 

descriptions of spring, by associating the season not with joy and merriment, but with nostalgia for 

home, and, especially, by the generic admixture of Tr. 3.12 which is both a spring poem and a poem 

of exile. 

From the spring poems included in the Palatine Anthology to Ovid's Tr. 3 .12, the genre has 

known a remarkable evolution, becoming increasingly complex and sophisticated. Apart from the 

minor changes in the length of the spring poems578 or in their description of the season (where to 

the traditional elements579 new ones were addtxl58°), the major changes can be seen in the reactions 

prompted by spring and especially in the thematic and generic admixture that defines the Latin 

tradition of the genre. Thus, if in the Greek t."Pigrams the reactions consisted mainly of Priapus' 

injWlctions urging the sailor(s) to reswne navigation (and trade),581 in the I.atin tradition the season 

578 While the epigrams of the Palatine Anthology generally have only 8 lines (with the exception of A.P. 9.363 
that has 23 lines), the length of the Latin spring poems is much greater (the longest is Ovid's Tr. 3.12 thathas 54 lines). 

579 The formal annotmcement of the renewal of sailing (A.P. 10.1, 2); the anival of the swallow (A.P. 9.363, 
10.1, 2, 14), with the variation of the swallow building her house of mud (A.P. 10.2, 4, 5), sheltering her brood in the mud­
plastered chambers (A.P. 10.16) or singing (A.P. 10. 6, 14); a variety of other birds, generally swans, kingfishers, 
nightingales (A.P. 9.363); the z.ephyr (A.P. 10.l, 4, 14, 15), descnbed sometimes as softening the waves (A.P. 10. 4), 
fulling on the meadows (A.P. 10. 6) or spreading fine weather over the sea (AP. 10.16); the meadows in flower (A.P. 10.1, 
2, 5, 6) or laughing (A.P. 9. 363); bees (A.P. 9.363); cicadas (A.P. 10.16); the absence or departure of cold winds (A.P.10.6, 
14), stonns (A.P. 10.4) or winter (A.P. 9 .363); the calm ~a sunk to silence (A.P. 10.1 ), gleaming (A.P. 1. 14), smiling (A.P. 
10.6) or sleeping (A.P. 10.16). To these A.P. 9.363 adds the shepherd playing his pipe (AP. 9.363), and the goatherd 
rejoicing in his kids (A.P. 9 .363). 

580 Like the description of the rivers flowing in their banks (Hor. Cann. 4.7, 4.12); the meny boys and girls 
plucking flowers (Ov. Tr. 3.12); the wars replaced by festivals (Ov. Tr. 3.12); the Undeiworld (Hor. Cann.1.4); the party 
(Hor. Cann.1.4); the presence of additional mythological figures, e.g. Venus (Hor. Carm.1.4), the Graces and the Nymphs 
dancing (Hor. Cann. 1.4, 4.7), Vulcan visiting the forges iofthe Cyclops (Hor. Cann. 1.4). 

581 The only exception is to be found in A.P. 9.363 in which the poet is indirectly urged to sing about the beauty 
of spring. 
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prompts philosophical meditations582 and a very diverse series of injwictions583 that bring into these 

spring poems not only new thematic aspects, but also, in Ovid's Tr. 3.12, a surprising generic 

admixture. While in the Greek epigrams the emphasis was on a single aspect of the season (namely 

the opening of sailing) and variety was obtained by the skillful combination of the traditional 

elements and by the occasional introduction of new ones, the Latin authors, considering perhaps 

that the approach to spring of the Greek epigrams was too limited or that its poetic possibilities have 

been already exhausted, employ the topos of spring with a remarkable versatility, associating the 

vernal season not only with the renewal of life, with joy and merriment, but also with nostalgia 

(Catullus, but especially Ovid), with the transience of hwnan life and death (Horace). The 

complexity, depth of thought and variety of form that characterlles the Latin spring poems 

constitutes thus the major distinction between the Greek and Latin tradition of the genre, the Latin 

poets taking the genre off in significant new directions, starting new trends and making major 

changes both in the content and tone of their poems (see above). 

One could thus conclude that, despite the apparent simplicity of the theme, the authors of 

these poems have reached high levels of sophistication in the way they have succeeded in 

transforming a relatively straightforward poetic: form into a complex and sophisticated genre. 

Although the arrival of the vernal season, with it mnnerous and sometimes con1radictory 

associations, had a significant impact on the imagination of numerous Greek and Roman writers, 

582 For example meditations on the rapid succession of seasons and therefore on the passing of time (Hor. Cann. 
4.7), on the sharp contrast between the regenerative powers of nature and the brevity ofhmnan life (Hor. Cann.1.4, 4.7), 
on the llllcertainty of the future (Hor. Carm.4.7), on the inefficacy of piety, eloquence or love in the face of death (Hor. 
Carm.4.1), and on the omnipotence of death (Hor. Cann .. 1.4). 

583 In Catullus' poem the injunction ~ to himself to fly to the bright cities of Asia, in Horace the 
injunctions to wrea1he the head with green myrtle or flowers (Hor. Cann.1.4), to put aside delays and the pursuit of gain 
(Hor. Cann. 4.12) and to drink and enjoy life (Hor. Cmm. 4.12), while in Tr. 3.12 Ovid replaces the injllllction with the 
plea to be forgiven and recalled in Rome. 
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the composition of spring poems was especially appealing to learned and refined poets (like those 

of the Hellenistic, Augustan and Byzantine period), who could both integrate in their poems (by 

means of sophisticated literacy allusions) the tradition of the genre and depart from it in imaginative 

and original ways. 

For the sake of completeness it should be also mentioned that, in addition to the Classical 

spring poems, there are also two other poems from late antiquity, namely Ausonius' De Rosis 

Nascentibus and Alcuin's Conjlictus Veris et Hiemis, that are largely concerned with the vernal 

season. However, since they are very different in tone and do not follow the classical Greco-Roman 

tradition of the genre, they carmot strictly be considered spring poems. Thus, in Ausonius' De Rosis 

Nascentibus, the contemplation of a garden on a chilly spring morning, and especially the image of 

the beautiful roses whose blossoms will inevitably wilt and fade, prompts bitter reflections on the 

transience of beauty and life, which are followed by a carpe diem injunction addressed to a young 

(and apparently unwilling) girl: collige, virgo, rosas dum jlos novus et nova pubes, I et memor esto 

aevum sic properare tuum ( 49£). For Ausonius, much as for Horace in 1.4, the vernal season, while 

asoociated with the idea of beauty and fertility, with youth and erotic endeavors, fimctions primarily 

as a reminder of the passing of time and of the: brevity of human life, reinforcing the urgency of the 

appeal that one seize happiness while one can .. However, as this is the only aspect of the poem that 

may remind us of (one of) the Classical spring poems, De Rosis Nascentibus, although a striking 

and profound poem, cannot be considered part of the tradition of the genre. 

Alcuin's Conflictus Veris et Hiemis too, although concerned with the vernal season, is 

entirely different in tone and structure from the Classical spring poems. The poem, containing an 

animated debate between the alegorical figures Hiems and Ver on the topic whether the coming of 
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the cuckoo signals the recommencement of toil (labores, 19) and strife (proelia, 20) or the return of 

vegetation (fl.ores, 28), the resuming of peaceful navigation and the general renewal of life (general 

soboles, 30), has its literacy precedents in Aesopus 297 (a similar verbal battle between winter and 

spring: see pp. 16f.) and the V ergilian Eclogues rather than in the tradition of the spring poem. 

Alcuin does employ in his poem the topos of spring, but, through its tone and structure (a series of 

statements and refutations), Conjlictus Veris et Hiemis initiates, as Conlee (xiii) points out, the 

medieval debate poetiy. While these different approaches to spring by later authors are both original 

and interesting, they lack both the complexity and the stylistic polish of the traditional spring 

poems.s&4 

A last but essential aspect that should be mentioned is the fact that, while each of the poems 

analyzed in this thesis could be (and generally has been) read on its own, any informed critical 

assessment must take into consideration their adherence to the genre, since, as my approach has 

revealed, their status as a spring poem clearly affects (for the better) their overall appreciation. At 

the same time, since this series of poems is more than a simple literacy parlour game, but constitutes 

a genre on its own that illustrates through its major features - stylistic refinement, the use of the 

Hellenistic techniques of imitatio cum variatione and aemulatio (especially in the Greek tradition, 

but also in the Latin spring poems) and the blending of literacy and mythological allusions 

(especially in Horace's spring poems) - typicall aspects of Classical poetiy, the analysis undertaken 

here gives the Greek and Latin spring poems the critical attention they fully deserve. 

584 Spring is also the theme of numerous other poems from the mediaeval period (especially from the Carmina 
Burana anthology) and Renaissance (like Petrarch Rime Sparse 310, Landino Xandra 125, Tito Strozzi Erot. 4.8, 
Buchanan Fl. 2, Basini Jsott. 3 .1.1 ff, to give only a few 1~xmnples ). Again, between these poems and the Classical spring 
poems there is no relationship. 
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