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Lyric Middles : The Turn at the Centre in Horace’s Odes 

1. Introduction : Monodic Structure and the Central Turn

This paper treats not the centres of Horatian lyric books, more than adequately discussed in the extensive work of the 1980’s on the order of the Odes 
, but one aspect of the centre of individual Horatian lyric poems. Scholarship on Horace’s Odes has always been much interested in the internal dynamics of these intensely constructed poetic artefacts 
. One aspect of such studies has been the issue of how Horatian lyric poems face the problem of varying the relative monotony of the generally monostrophic structure which they inherit from Greek monodic lyric 
, with its single strophe repeated a number of times without metrical variation 
. This form can seem jejune in comparison with the elaborate triadic structures and and detailed responsion to be found in the Greek choral lyric of Pindar and Attic tragedy, and even in antiquity critics noted its relative lack of variation : Dionysius of Halicarnassus, Horace’s approximate contemporary, notes in On The Arrangement of Words (19) that ‘the ancient lyric poets – I mean Alcaeus and Sappho – constructed strophes which were short, with the result that in their few metrical units they did not introduce many variations, and used very few epodes’. Horatian scholars have sometimes argued that Horatian monostrophic lyric can in fact imitate the key structural features which add regular variety to Greek choral lyric, using groupings of stanzas to imitate triadic structure, or echoing the technique of responsion through pairs of corresponding stanzas 
. 

In this paper I want to follow this general line of argument, but with particular reference to the way in which a number of Horatian odes seem to their readers to pivot in the middle.  My essential contention is that Horace’s Odes sometimes employ a ‘turn’ in the centre of a poem, which serves to give additional structural variation to a monostrophic poem by providing a fulcrum in the middle at which the poem in some sense diverts or turns away from its initial course. Several scholars have already pointed out the way in which thematically important material tends to occur in the honorific or emphatic position near or at the centre of a Horatian ode 
; and Gordon Williams has noted the tendency of Horatian odes to have some kind of thematic transition in the central stanza 
. The view of the middle pursued here is both thematic and formal; the way in which poems turn in the middle can be analysed both in terms of the kind of material usually involved, and in terms of the formal mechanics of the effect itself. In what follows I will attempt to keep both these considerations in mind, pursuing both the thematic and the formal structural frameworks within which such ‘turns’ typically occur.

Two prefatory points must be made about the building blocks of Horatian lyric. First, in almost all the cases involved, the units concerned are  stanzas : the ‘turns’ posited usually occur between these blocks of sense which are also metrical units, though there are cases where this practice is broken (see 2.3 below on Odes 3.4). This paper follows the researches of Büchner and Bohnenkamp in assuming that the quatrain stanza is the key structural building-block operating in most Horatian odes, even when the basic metrical unit appears to be one comprised of only two differing metrical lines 
; in what follows, ‘stanza’ will be used (anachronistically) to mean ‘quatrain stanza’. Second, the ‘middle’ for poems constructed of such four-line building blocks will often be approximate rather than strictly arithmetical; it is assumed that the structural middle of a poem need be only approximately at its centre, i.e. within one quatrain stanza of its strict middle point.  

2 : The Thematic ‘Turn’ : Some Categories
2.1
The Gnomic Turn.


In his classic analysis of the structures of Pindaric lyric, E.L.Bundy pointed out the role of the gnome or sententious generalising phrase in Pindaric epinician, broadening the perspective of the poem from particular to general 
. This Pindaric technique of the gnomic turn is also common in Horace’s odes, and is especially frequent at the centre.


In Odes 1.3, the propempticon for Vergil on his voyage to Greece, we have a forty-line poem in ten  stanzas of the Fourth Asclepiad (glyconic alternating with asclepiad). Lines 1-20 deal with the particulars of Vergil’s proposed voyage, alluding to geographically appropriate winds and the landmarks of the Adriatic crossing (1.3.15 Hadriae, 1.3.20 Acroceraunia). At line 21, the beginning of the sixth stanza and the exact central point of the poem, the poem turns to more general reflection about how the crossing of the seas illustrates more general human audacity. This central gnomic turn is marked by two stanzas of universal moralising (21-8) :





nequiquam deus abscidit 




prudens Oceano dissociabili





terras, si tamen impiae




non tangenda rates transiliunt vada.


audax omnia perpeti




gens humana ruit per vetitum nefas





audax Iapeti Genus




ignem fraude mala gentibus intulit.

This universalising level is then maintained for the rest of the poem.


1.4, the spring ode to Sestius, shows a similar gnomic turn towards its centre. This poem, in five stanzas of the Third Archilochian (dactylic tetrameter + ithyphallic alternating with iambic trimeter catalectic), has a famous break after the first three stanzas. These twelve lines present a traditional praise of spring and the re-emergence of life after winter; in terms of the broad definition of the Horatian centre adopted in 1 above (by which the centre of an ode can also be found in stanzas neighbouring the exact middle point), the end of this section can count as the centre, though 60% of the poem has already passed. The fourth stanza then intervenes with the celebrated and disconcerting gnomic turn to thoughts of mortality (13-14),  pallida Mors aequo pulsat pede pauperum tabernas / regumque turris, moving the reader firmly from the pleasant particulars of the initial vernal scenario to a decidedly general level of morbid moral reflection which as in 1.3 is then maintained for the rest of the poem.


3.2, the second Roman Ode, has a comparable central turn from particular to general. The first four stanzas of this eight-stanza poem in Alcaics concern a specific context, the need of Roman youth to learn toughness and endurance to pursue the particular needs of the Roman state in its opposition to Parthia in the 20’s BC; the frame of warfare is marked by ring-composition between the first and fourth stanzas, both concerning the military behaviour of young men, exhorted by both  positive exhortation and negative counter-example (3.2.2 robustus … puer, 3.2.15 imbellis iuventae). The central fifth stanza then presents a firm gnomic turn, broadening the issue of good behaviour from the battlefield to Roman life in general, couched  in the most sententious of language 
 (3.2.17-20) :




virtus, repulsae nescia sordidae




intaminatis fulget honoribus




    nec sumit aut ponit securis




         arbitrio popularis aurae.

This more general mode of moral discourse then fills the rest of the poem.


Similar in movement is 3.29, the long moralising ode to Maecenas in sixteen Alcaic stanzas. Here there is a clear turn from the particular second person address to Maecenas, describing his situation at Tusculum and political concerns in the first seven stanzas (1-28) to the more gnomic and generalised moralising of the rest of the poem; again this turn is marked by a strongly sententious passage in the eighth stanza, the approximate centre of the ode (3.29.29-32) :




prudens futuri temporis exitium




caliginosa nocte premit deus,




     ridetque si mortalis ultra




        fas trepidat. 

Though this passage is immediately followed by another second-person imperative (32 memento) which suggests a reprised address to Maecenas,  it is quite clear that we are now on the level of general moralising and that we have moved away from the specific Tusculan location of the poem’s first half, though the Epicurean colouring of the second-half moralising is surely chosen as appropriate to the particular addressee.


4.7 to Torquatus mirrors 1.4 to Sestius in its central turn as well as in its character as a spring-poem, and to a degree in its metre; both are the sole Horatian examples of their metres, which are closely related - 1.4, as noted above, uses the Third Archilochian, 4.7 the Second (seven stanzas of dactylic hexameter alternating with dactylic hemiepes). The first three stanzas once again give us a vernal vignette, followed by a rehearsal of the cycle of the seasons which brings the reader back by ring-composition to the season of winter, which has famously just disappeared at the poem’s opening (4.7.1 Diffugere nives). Then, in the central stanza, not entirely without warning, we turn to general moralising about the finality and ubiquity of death (13-16):




damna tamen celeres reparant caelestia lunae :





nos ubi decidimus




quo pater Aeneas, quo Tullus dives et Ancus,





pulvis et umbra sumus.

Admittedly, the gnomic turn here is aided by the transfusion of the nature-imagery of the first three stanzas, with the moon suggesting nature’s marking of time and decidimus evoking the image of falling leaves 
, but once again there is a clear turn in the centre from the particular scenario of the beginning to the general  moralising which then fills the second half of the poem. 


I end with a final example where we seem to find a variant on the movement from particular initial scenario to general final moralising. In 4.9, the Lollius ode, in thirteen Alcaic stanzas, we again find a clear break in the approximate middle, after the seventh stanza. The first seven stanzas have as their topic the general subject of the ability of the poet (exemplified by Homer) to commemorate great men; the final six stanzas turn via a gnomic pivot, a pithily expressed general moral point, to the particular case of Lollius himself, implicitly another great man deserving the praise of another great poet, Horace (29-34) :




paulum sepultae distat inertiae




celata virtus. non ego te meis




    chartis inornatum silebo,




        totve tuos patiar labores




impune, Lolli, carpere lividas




obliviones.

Here we find something of a reversal of the pattern we have detected, though clearly a linked phenomenon : the gnomic turn is clearly present in the sententious phrasing of lines 29-30, but the movement is from a general idea (poetry as commemoration) to the particular circumstances of the individual addressee (the career of Lollius), invoked as sometimes elsewhere in the centre of an ode (see e.g. 1.7, 2.2 below). 

2.2 : The Sympotic Turn


The sympotic character of many of Horace’s Odes provides another category of central turn, that by which the poem moves in the middle from its initial scenario and/or addressee situation to an exhortation to drink (or occasionally vice versa) 
. A good example is Odes 1.7. This poem addressed to Plancus in eight  stanzas of the First Archilochean (dactylic hexameter alternating with dactylic tetrameter), begins with a catalogue of pleasant geographical locations, foil for the climactic cap of Tibur, which as we later learn is Plancus’ personal favourite (cf. 1.7.21 Tiburis .. tui). In the fifth stanza, at the centre of the poem, there is a clear turn to sympotic activity, a turn which is indeed surprising; the catalogue of places climaxing with the complimentary brief mention of Tibur in the poem’s first half leads the reader to expect a formal laudatio of that place in the second half, as rather in the praise of Tarentum in Odes 2.6. Instead we turn to Plancus, the addressee being placed centrally as in 4.9 (see 2.1 above), and to specific exhortation to drink (17-21) :






sic tu sapiens finire memento





tristitiam vitaeque labores




molli, Plance, mero …

This sympotic flavour is then maintained for the rest of the poem with the heroic anecdote of Teucer’s on-board symposium (21-32).


A similar central sympotic turn in found in Odes 2.7, seven Alcaic stanzas addressed to Horace’s former republican comrade Pompeius. The first four of these concern the situation and character of the addressee, marking Pompeius’ return, owed to Augustus’ clemency 
, and looking back to their youthful adventures together at Philippi. Then in the fifth comes the sympotic turn : Pompeius is to sacrifice to Jupiter and join Horace in a celebratory drinking-party, the details of which then occupy the rest of the poem. This turn is marked by a clear structural signpost (17-20) :




ergo obligatam redde Iovi dapem




longaque fessum militia latus



    
    depone sub lauru mea, nec



      
       parce cadis tibi destinatis

The ergo here, coming at the approximate centre of the poem (line 17 of 28), clearly articulates the turn of the argument : there is cause for celebration – therefore let us drink. 


Another central sympotic turn associated with praise of Augustus occurs at 3.14, a poem in seven Sapphic stanzas. There, comparing Augustus’ return from Spain in 24 BC to the legendary return of Hercules from the underworld, the poet spends the first four stanzas describing the great man’s return and public reception and then turns abruptly to his own private and alcoholic celebration of the same event, (17-20) :




i pete unguentum, puer, et coronas




et cadum Marsi memorem duelli,




Spartacum si qua potuit vagantem




     fallere testa.

The sympotic turn is abrupt, but not as striking as that in 1.7; both Odes 2.7 and Odes 1.37 have already established in Horace’s collection the Alcaean link of sympotic celebration with political victory. The details of the symposium then occupy the remainder of the poem, as in Propertius 4.6, which (though its sympotic turn is far from central) seems to look back to these Horatian odes in its symposium marking an Augustan occasion.


2.11, in six Alcaic stanzas, shows a clear sympotic turn in the middle. Quinctius is urged to stop worrying about the enemies of Rome who are far away, and to enjoy the moment, since human beauty and nature perish. This occupies the first three stanzas : then, in the fourth, we find a clear turn to sympotic activity (13-17) :




cur non alta vel platano vel hac




pinu iacentes sic temere et rosa




    canos odorati capillos, 

                                             dum licet, Assyriaque nardo




potamus uncti ?

The sympotic turn is not entirely unexpected (Horatian odes which urge the philosophy of carpe diem are commonly connected with wine-drinking), but it is clearly centrally placed : the sympotic material enters at the exact mid-point of the ode.


        

Finally, something of a variation on this central sympotic turn occurs in Odes 3.28. Here in a four-stanza poem in the Fourth Asclepiad (glyconic alternating with asclepiad) we have what might be called an intra-sympotic central turn : the poem begins with two stanzas on the preparations for a sympotic celebration of the Neptunalia, with the hetaira Lyde asked to bring out the wine, but then at its middle turns from the alcoholic element of the symposium to its musical element, giving in its last two stanzas the themes to be sung by Horace and by Lyde herself, with no further mention of wine. The switch between the two elements is complete and emphatic, and is centrally placed for highlighting purposes. The similar situation in Odes 4.11 perhaps shows a similar structure; there the hetaira Phyllis is addressed in nine Sapphic stanzas, and the first five of these make the basic preparations for the symposium and narrate its occasion, while the last four turn to the topic of love and the erotic material of Phyllis’ anticipated musical performance at the coming celebration.

2.3 : The Hymnic Turn


The relative prominence of the hymn-form in Horace’s Odes 
gives another context where the central turn is sometimes effectively displayed. An interesting example is in one of the longest of the Odes, the twenty Alcaic stanzas of Odes 3.4. This begins with a hymnic invocation of the Muse Calliope (1-4) :




Descende caelo et dic age tibia




Regina longum Calliope melos,




     Seu voce nunc mavis acuta,




         Seu fidibus citharave Phoebi.

It quickly emerges that this is in fact a hymnic address to the collective Muses (5 auditis …?’); the anecdote of the poet’s miraculous protection when failling asleep alone in the woods as a child constitutes an implicit hymnic aretalogy of the his guardian Muses (cf.20 non sine dis animosus infans), and the hymnic address is reprised at 21 (vester, Camenae).  The hymn then climaxes in the highest function of the Muses, their protection of and advice to Caesar; but this is followed by an immediate turn to the legendary Gigantomachic scenario which then occupies the rest of the poem. This turn occurs over the ninth to eleventh stanzas, at the central point  of the ode (37-46) :




vos Caesarem altum, militia simul




fessas chortis abdidit oppidis,




    finire quaerentem labores




        Pierio recreatis antro,




vos lene consilium et datis et dato




gaudetis almae. scimus ut impios




     Titanas immanemque turbam




         fulmine sustulerit caduco,




qui terram inertem, qui mare temperat




ventosum…

The turn is heavily marked by the signpost scimus ut (42), and though the thematic relevance of the Gigantomachy to the political harmony brought by Augustus through his suppression of civil violence and the musical harmony of Horace and the Muses through the poem’s intertextual relationship with Pindar’s first Pythian ode has been brilliantly demonstrated by Fraenkel 
, this abruptness at the point of transition to apparently diverse poetic material is striking. Also striking is that for once the central turn takes place not at the beginning of a stanza but in its middle, again serving to express the abruptness of the turn here. 


Another hymnic turn is found in the thirteen Sapphic stanzas of Odes 3.11. The first six stanzas constitute a hymnic appeal to Mercury, called on to provide lyric persuasion in Horace’s attempts to woo the obstinate Lyde; the hymnic form is firmly established by the Du-Stil (13 tu potes) and aretalogy (13-24, Mercury’s successful katabasis) of this first half, wrapped up by the repeated second person reference in its final line (24 mulces).  But in the next two stanzas we find an unexpected turn to the story of the Danaids; though this has been mentioned in the reference to the Danaids as the concluding feature of the general panorama of the Underworld (22-4), the reader does not expect the detailed account of the story of Hypermestra which follows in the ode’s second half. The poem here undergoes a striking change of direction from hymnic invocation to mythological narrative of another kind, with no further mention of the initial addressee Mercury 
. This transition is effected in the seventh and eight stanzas, in the poem’s middle (25-32):




audiat Lyde scelus atque notas




virginum poenas et inane lymphae




dolium fundo pereuntis imo,




     seraque fata,




quae manent culpas etiam sub Orco.




impiae – nam quid potuere maius ? –




impiae sponsos potuere duro




    perdere ferro.

The telling of the Danaid story as an example to bend the will of the obstinate Lyde clearly provides the logical link and unifying thread; the Danaids who destroyed their newly-wed husbands are a (comically?) hyperbolic parallel for Lyde, who seems to have repelled Horace, her prospective lover. The argument is clearly that Lyde should follow the complaisant and noble Hypermestra rather than her murderous and execrated sisters.  But the formal and structural switch between the poem’s two very diverse sections is strongly marked and falls in the middle of the poem – clearly a turn at the centre. 

2.4 : The Authorial Turn


The natural prominence of the first-person voice in Horatian lyric (as in Greek lyric 
 ) provides another context for the central turn – poems in which the focus switches at the middle point from the initial addressee, subject or scenario to the first-person poet himself. This central highlighting of the poet’s own person is akin to the common highlighting of important addressees and others through central location in the Odes 
. 


A good example is Odes 2.12, seven stanzas in the Second Asclepiad (three asclepiads followed by a glyconic). Here in a poem which has the traditional form of the recusatio 
, Horace begins by talking of the subjects which are not fitting for lyric poetry but rather for prose history such as Maecenas is (fancifully?) imagined as writing (1-12). In the central stanza we then find an explicit turn from the literary work of others to that which engages the poet himself (13-16) :





me dulces dominae Musa Licymniae





cantus, me voluit dicere lucidum





fulgentis oculos et bene mutuis






fidum pectus amoribus…

The emphatically located pronoun me, beginning a stanza, is again a signpost for the turn to the author himself, recalling the way in which Horace’s ambitions as a poet, the climax of the priamel in Odes 1.1, are similarly introduced by an initial highlighting me as a contrast to the preceding activities of others (1.1.29-30 me doctarum praemia frontium / dis miscent superis). The rest of the ode then concerns the erotic delights of Licymnia, presented as a typical topic of Horatian lyric 
.


A similar movement occurs in Odes 4.2. This poem in fifteen Sapphic stanzas, addressed to Iullus Antonius, begins with a famous section on the difficulties of imitating Pindar which focuses closely on Pindar and the different genres to be found in his poetic output (1-24) 
; but then in its central sixth to eighth stanzas we find a turn away from Pindar to Horace himself and then to the literary capacities of Iullus himself, a clear example of a central turn to the author, which then adds a turn to the addressee for good measure (25-36) :




multa Dircaeum levat aura cycnum,




tendit, Antoni, quotiens in altos




nubium tractus; ego apis Matinae




     more modoque




grata carpentis thyma per laborem




plurimum circa nemus uvidique




Tiburis ripas operosa parvus 




    carmina fingo.




concines maiore poeta plectro




Caesarem, quandoque trahet feroces




per sacrum clivum merita decorus

                                        fronde Sygambros…

Again the emphatic ego, like me at 2.12.13, marks the central turn, diverted in the next stanza to Iullus himself. The key movement is away from the past poetic example of Pindar and his various texts to the current poetic activities of Horace and Iullus, whatever the latter may be imagined as writing 
.


A more subtle central turn to the author is found in Odes 4.3, six stanzas in the Fourth Asclepiad (glyconic alternating wth asclepiad). There the poet begins, in the context of an address to the lyric Muse Melpomene, by generalising about the capacity of the truly inspired poet to produce Aeolic lyric poetry. By the time we have reached the half-way point at the end of the third stanza, it is clear that we are poised to talk of Horace himself, the poetic heir of Aeolic lyric, but it is only in the central stanza 13-16 that the turn to the author himself actually takes place :





Romae principis urbium




dignatur suboles inter amabilis





vatum ponere me choros




et iam dente minus mordeor invido.

The first-person pronoun (me) and verb (mordeor) signal that the expected switch has taken place, while the emphatically placed Romae stresses Horace’s crucial identity as the Roman adaptor of Greek Aeolic lyric, the Romanae fidicen lyrae. (4.3.23).


Finally, an example which moves not from other poetry to Horace the Roman lyric poet, but from an initial mythological scenario to Horace the first-person moralist. 3.16, eleven stanzas in the Second Asclepiad (cf. 2.12, above), begins with the legendary scenario of Danae and its allegorised message about the power of money to accomplish almost anything, adding further mythological and historical examples. Then, in the central fifth stanza, we find a clear turn from the general lesson of the power and corruption of money to the pariticular anti-materialism of Horace himself (17-20) :




crescentem sequitur cura pecuniam




maiorumque fames. Iure perhorrui




late conspicuum tollere verticem,





Maecenas, equitum decus.

The first-person verb perhorrui introduces the first person of the poet for the first time in the poem, and this central turn is also marked by the first address to the addressee, Maecenas, situated as sometimes elsewhere in the middle of the poem. The second half of the poem then pursues the moralising of the first half, but with particular reference to the poet, prominent through the first-person markers wholly lacking earlier (27 meis dicerer, 30 meae, 35 mihi, 38 velim, 40 porrigam, 42 continuem).

2.5 : False Closure at the Central Turn


My last category (appropriately) will be connected with closure, and is perhaps the most dramatic form of the central turn – that to be found in the poems where the central turn is in effect a false closure followed by a new beginning. Once again, there are links with Greek lyric, where (at least in the extant complete poems, such as those of Pindar) false closure seems to be an established technique 
.

In each case discussed here there is also a clear connection with the imitation of Greek epigram, a genre highly influential on the Odes 
; the need to begin again is felt because the longer Horatian poem, in imitating the shorter epigrammatic framework or texture, has reached the point suitable for the ending of an epigram but carries on beyond it.


In 1.28, the Archytas ode, nine stanzas of the First Archilochian (as in 1.7; see 2.2 above), the confluence with the epigram is implicit already in the poem’s mere form : this metre is about as close as one can get to the elegiac couplet in lyric. The ode begins in the best tradition of sepulchral epigram by addressing a famous dead person, and collects further topics from that genre in its first five stanzas, as Nisbet and Hubbard have amply documented 
. The  fifth stanza seems strongly closural (17-20) :



dant alios Furiae torvo spectacula Marti;




exitio est avidum mare nautis;



mixta senum ac iuvenum densentur funera ; nullum




Saeva caput Proserpina fugit.

 The idea in 19-20 that death takes all commonly appears at the end of sepulchral epigrams 
, and the poem has by now reached the length of the longest sepulchral epigram to be found in the seventh book of the Greek Anthology, the twenty lines dedicated by Meleager to his fellow poet Antipater of Sidon (AP 7.428). The poem really ought to be complete. 

This makes all the more striking the famous shock felt by readers at the beginning of the sixth stanza. The speaker of the poem, who up to now has looked like a traditional sepulchral epigrammatist addressing the dead person, now turns out to be dead himself, thereby echoing the other main situation of address to be found in sepulchral epigram where the dead person speaks from the tomb to the anonymous passer-by (21-25 ) 
:



me quoque devexi rapidus comes Orionis




Illyricis Notus obruit undis



at tu, nauta, vgae ne parce malignus harenae




ossibus et capiti inhumato



particulam dare…

It seems uncoincidental that this crucial and dramatic turn happens in the central stanzas of the poem, where it achieves most effect.


Similarly connected with sepulchral epigram is the central turn to be found in Odes 2.13, in ten Alcaic stanzas. There in the first five stanzas the poet addresses the fatal tree which nearly killed him, and appears to round off with the appropriate moral that man cannot guard against sudden death (17-20) :




miles sagittas et celeram fugam




Parthi, catenas Parthus et Italum




    robur; sed improvisa leti




        vis rapuit rapietque gentis.

These opening stanzas look back to two types of Greek epigram : the dedicatory epigram written to mark an escape from the fall of a potentially lethal object (as Nisbet and Hubbard point out, citing Bianor, AP 9.259), and (once again) the sepulchral epigram, to which (as in 1.28, see above) the apparently concluding  moralising about the universal and sudden rapacity of death plainly looks back 
. Poetic closure seems accomplished, especially with the generalising force of gentis 
; once more we seem to have a complete epigram at the maximum length of twenty lines. But the poem continues in the sixth stanza, marking the exact centre of the poem, with the poet’s famous account of the Underworld and the ghosts of Sappho and Alcaeus, which occupies the last five stanzas. This infernal travelogue of a journey which nearly took place has the air of an added opportunity for a poetic set piece, perhaps influenced by the recent publication of Vergil’s Georgics 
; once again the reader feels surprise that the poem continues at all given the firm closural signals given by the epigrammatic colouring of the first half.  The turn from epigram-situation to poetic eschatology, though clearly connected by the thought that this is what the poet would have seen had he been killed, is remarkable, and highlighted by its central location.


Finally, 2.5 provides another example of a central false closure which has some epigrammatic links. Here in six Alcaic stanzas the poet addresses himself on the topic of a girl not yet ready for love. The first three stanzas seem a complete unit, in which the poet urges himself to wait until the girl is ripe (1-12) :




nondum subacta ferre iugum valet




cervice, nondum munia comparis




     aequare nec tauri ruentis




         in venerem tolerare pondus.




circum virentis est animus tuae




campos iuvencae, nunc fluviis gravem




     solantis aestum, nunc in udo




         ludere cum vitulis salicto




praegestientis. tolle cupidinem




immitis uvae : iam tibi lividos




    distinguet Autumnus racemos

                                             purpureo varius colore.

As scholars have noted, this is clearly related to an epigram of Philodemus where he addresses Lysidike, too young for love now but soon to dazzle her lovers  (AP 5.124, 16 Sider, whose text and translation I cite 
) : 

‘Not yet bare of its cover is your summer growth, not yet do you have a dark grape cluster to shoot forth the first rays of a young girl’s charms, but already the young Erotes are whetting their swift arrows, Lysidike, and a secret fire smoulders within. Let’s flee, unfortunate lovers, while the arrow is off the string. I am a prophet of a great and imminent blaze’. 


By the end of its first half, already of epigram size (12 lines), Horace’s poem has dealt with the matter of Philodemus’ six-line poem, and clearly makes specific use of its terms referring to time : the anaphoric ‘not yet’, which the two poems so notably share, (nondum/() is resolved in the notion that time will soon (iam/(() unleash the grape-like sexual maturity of the girl. There is a strong feeling for the reader that an end has been attained in any case, even without the Philodemean source, since reference to time and its effects is a standard device of poetic closure 
. But the poem then carries on with the new idea, drawn from Sappho, that in time the position will reverse and the now reluctant Lalage will be the pursuer; this second half of three stanzas closes with the picture of the epicene Gyges, a past love of the poet’s who will be eclipsed by Lalage. Once again a false closure has been achieved at the central point, and there is a clear thematic turn away from the initial idea. 

3 : Conclusion


This paper has tried to show some types of the ‘central turn’ in Horace’s Odes,  arguing that at least some of the changes of thematic direction sometimes found in the middle of  these lyric poems form coherent categories which can be helpfully identified and analysed. The central turn provides an element of much-needed diverse structural patterning in Horace’s potentially monotonous mononstrophic metrical structures. It also brings out key features of Horace’s odes (their use of gnomic, sympotic, hymnic and authorial frameworks), and sometimes aids in the understanding of how the Odes incorporate other genres (such as epigram) into their different lyric character. 
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� See especially Dettmer (1983), Santirocco (1986), Porter (1987) and Minarini (1989). 





� Any modern analysis of the literary texture of the Odes must start from Nisbet and Hubbard (1970) and (1978), which have been invaluable in preparing this paper. For other important material on the internal structure of individual odes see e.g. Fraenkel (1957), Collinge (1961), Commager (1962), Büchner (1962), Pöschl (1991), Tarrant (1995), Syndikus (1995). 





� Some credit is due here to Collinge (1961) 56-63 for raising this issue, though his own approach to the architecture of Horatian odes through ‘thought-structure’ often seems over-subjective.





� For earlier arguments of this kind see Martin (1865) [argues for improbable interpolations in order to establish formal strophic responsions], Reincke (1929) [argues for triadic divisions, but apparently without reference to Greek lyric], and Daniels (1940) [argues for dyadic and triadic structures]. In more recent scholarship, Fraenkel (1957) is more than alive to Horatian attempts to imitate triadic structure (to his examples (458) of ‘quasi-triadic ’ structure, Odes 1.12 and the Carmen Saeculare, I would add Odes 3.1 and 3.7, while Collinge (1961) is concerned with antithetical correspondences and responsion.


 


� See especially Moritz (1968) and Coleiro (1984).





� Brief but suggestive remarks in Williams (1968) 122-3. 





� See Büchner (1962) and the exhaustive enquiry of Bohnenkamp (1972). 





� See Bundy (1962) 28.





� Though of course using metaphorically the specific terms of Roman electoral politics (repulsae, honoribus, securis, popularis).





� Cf. TLL 5.1.163.27ff.





� On the general rhetorical frameworks of the sympotic odes see the illuminating analysis of Davis (1991) 145-88. 





� On the implicit compliment see Nisbet and Hubbard (1978) 110. 





� Cf. Nisbet and Hubbard (1970) xvii.





� Cf. Fraenkel (1957) 273-85.





� Here I disagree with Fraenkel (1957) 196, who regards the transition as ‘very smooth’; against this see e.g. Williams (1969) 82-3. 





� See e.g. Slings (1990), Lefkowitz (1991).





� See nn.6 and 7 above.





� For the standard treatment of the recusatio see still the collection of material in Wimmel (1960). 





� I cannot follow Nisbet and Hubbard (1978) 180-2 in even entertaining the possibility of seeing Maecenas’ wife Terentia behind the figure of Licymnia : the tu of line 21 refers to Licymnia’s universal attractiveness, evident to Maecenas too, not to a special relationship with him.





� See Freis (1983).





� For the issue see Harrison (1995b) 118-122 (arguing for panegyrical epic).





� Cf. Rutherford (1997) 58-61.





� Cf. Pasquali (1920), Reitzenstein (1963), Nisbet and Hubbard (1970) xiv.





� Cf. Nisbet and Hubbard (1970) 318-9.





� Cf. AP 7.335.6, 342.2, 452.2, 477.3-4, 545.4, 732.4.





� Cf. Nisbet and Hubbard (1970) 319.





� Clear in several of the references cited in n.26 above.





� On closural generalisation in clasical texts see Fowler (2000) 265-7. We might compare the closure of Catullus 51 in its last stanza (13-16), moving from the problems of the individual poet to the destruction of cities in general (the collective urbes (16) is the final word, matching Horace’s similarly collective gentis). 





� So plausibly Nisbet and Hubbard (1978) 204.





� Sider (1997) 119-20.





� See Smith (1968) 117-131.





