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RICHARD TARRANT

Ancient Receptions of Horace

1 : Propertius to Statius

The immediate impact of Horace’s poetry, especially Odes 1-3 and Epistles 1, can be measured by the reactions of his two most creative younger contemporaries. Propertius was acutely sensitive to new developments in Latin poetry, and his third collection of elegies, which probably appeared within a year or two of Odes 1-3, eagerly responds to this new literary phenomenon. In his opening lines he recalls Horace’s self-characterization in Odes 3.1.3 as the ‘priest of the Muses’ (Musarum sacerdos) and his claim in 3.30.13-14 to have first adapted Greek lyric to Roman verse, and cheekily applies both attributes to himself as an elegist; the following elegy continues to appropriate material from Odes 3.1 and 3.30, most obviously in comparing the immortality won by poetry to such ephemeral monuments as the Pyramids (3.2.19-26).  Horace’s assertion of immortality in Odes 3.30 was also evoked by Ovid at pivotal points in his poetic career, first in the final lines of Amores 1.15 (perhaps originally the coda to the fifth and last book of Amores), then at the end of the Remedia Amoris (811), signaling Ovid’s move away from lighter elegy to the larger forms of his mature years, the Fasti and the Metamorphoses,
 and most explicitly in the epilogue to the Metamorphoses (15.871-8), where the words si quid habent ueri uatum praesagia ‘if there is any truth to the prophecies of poets’ are probably intended to signal the allusion to another poet’s prediction.

Ovid was one of Horace’s only rivals in molding Latin verse into an utter naturalness of expression, and countless echoes show how thoroughly he had absorbed the older poet’s work.
  There is no evidence of a personal connection between them, but Ovid’s statement in Tristia 4.10.49 that ‘Horace with his many meters beguiled my ears’
 could imply that he attended Horace’s recitations of his poetry, which according to Satires 1.4.73 were restricted to friends.  The two did, however, move in some of the same circles and had friends in common; one was Paullus Fabius Maximus, depicted by Horace in Odes 4.1 as a highly eligible bachelor (perhaps in connection with an approaching marriage), for whom Ovid wrote the actual wedding-song (Epistulae ex Ponto 1.2.131-2).
  In that ode Horace also cited Fabius’ eloquent protection of defendants (14); the exiled Ovid appealed to him for precisely that service (Epistulae ex Ponto 1.2.67-70), surely with a rueful reminiscence of Horace’s line.

The publication of Epistles 1 may have helped to inspire the elegiac verse letters of Propertius (4.3) and Ovid (the Epistulae Heroidum) which were probably written in the immediately following years, but the content and manner of those epistolary elegies owe little to Horace.  The example of a collection of verse letters to friends, however, may have been important in shaping the framework of Ovid’s exile poetry.  In particular, Ovid probably took from Epistles 1.20 the image of the poetry book as a slave eager to see Rome and transformed it into the motif that animates the opening poems of Tristia 1 and 3, where the collection is a child of the poet setting out for the city his parent can no longer visit. On a larger scale, Alessandro Barchiesi has shown that Tristia 2, a long letter to Augustus largely taken up with literary issues—in particular, Ovid’s defense of the Ars Amatoria—should be seen as a counterpart to Horace’s letter to Augustus.
 

As we proceed further we may follow Quintilian (10.1.93-6) in assessing Horace’s influence in terms of individual genres.  Little needs to be said about the Epodes, since iambic as a distinct genre is virtually invisible after Horace.  Propertius addressed an elegy (1.4) to a friend named Bassus, almost certainly the Bassus whom Ovid recalls from his youth as famous for iambics (clarus iambis, Tristia 4.10.47), but Quintilian (96) names no writer of iambus later than Horace, and the iambic elements in Martial owe more to Catullus than to the Epodes.  A partial exception should be made for the Ibis, a bizarre product of Ovid’s exile excoriating an unnamed and probably fictitious enemy; Callimachus is the primary model, but some influence from the Epodes is likely as well.

Horace’s example was important for later satire, but not to the exclusion of Lucilius.  That is partly due to Lucilius’ renewed popularity in later periods: Quintilian (93) reported that Lucilius still had admirers in Flavian times, the most ardent of whom preferred him not only to other satirists but to all other poets. The prominent role that Horace had given Lucilius may also have helped keep the fame of the older poet alive; more specifically, the emphasis Horace placed on Lucilius’ outspokenness (libertas) made that an issue to be confronted by later satirists.
  For Persius and Juvenal, Horace does not so much supersede Lucilius as offer another way of doing satire; for example, Persius claims that both Lucilian acerbity and Horace’s milder form of criticism are beyond his reach (1.114-18). Despite that assertion, Horace remained a constant presence for Persius—one count registers nearly eighty reminiscences in the 134 lines of his first satire.
  Persius’ thumbnail sketch of Horace as a satirist—‘as his friend laughs, Horace slyly puts his finger on his every fault; once let in, he plays about the heartstrings’—comes closer than any other description to capturing his unique blend of play and earnest.
  For Juvenal, who measures his satire more in Lucilian than Horatian terms, Horace is nonetheless both a generic model and a school author like Virgil, too familiar to need mentioning by name: thus he can express the idea ‘themes worthy of Horatian satire’ by the elliptical ‘themes worthy of the Venusine lamp’ (1.51).

The Odes are among the works of literature that so successfully embody their form as to render imitation in the strict sense impossible. To the best of our knowledge, no Latin writer in the next 400 years composed a body of lyric poetry comparable to the Odes; given Horace’s disdain for imitators, he may not have been entirely displeased by the absence of successors.  Yet paradoxically the Odes enjoyed the longest and richest ancient reception of any of Horace’s works.

Horace seems for reasons not now recoverable to have been disappointed in the initial reception of Odes 1-3, but the response of one reader could hardly have been more gratifying.  Augustus was prompted to commission a grand ceremonial ode to mark the celebration of the Centennial Games in 17 BC; the Carmen Saeculare must be one of very few works of Latin literature mentioned, along with its author, in an official state inscription.  If Suetonius is to be trusted, the princeps was also the driving force behind Horace’s second, and final, collection of lyrics.  From that point onward, Horace’s position as Rome’s premier lyricist was assured.

There appears to have been something of a vogue for Pindaric-style lyric following the publication of Odes 1-3, perhaps because that form of lyric had been less fully exploited by Horace than the personal mode of Alcaeus and Sappho.  In Epistles 1.3.9-13, Horace predicts (not without irony) that a young man named Titius will soon win public notice for his Pindaric compositions.  A more conspicuous figure is Iullus Antonius, whom Horace in Odes 4.2 proposes (again with some irony) as fitter than himself to produce a Pindaric ode celebrating Augustus’ return to Rome in 13 BC.  (Iullus, the son of Mark Antony, was executed in 2 BC for adultery with Augustus’ daughter Julia.)  Ovid’s catalogue of poets active at the time (Epistulae ex Ponto 4.16.27-8) includes a Rufus, Pindaricae fidicen ... lyrae, a play on Horace’s self-description as Romanae fidicen lyrae in Odes 4.3.23.  Imitation of Horace, along with Pindar, by these younger poets is highly likely, but nothing specific can be said.

The two aspects of the Odes most prized by ancient opinion are their metrical virtuosity and consummate verbal artistry.  Quintilian, who regarded Horace as almost the only Roman lyric poet worth reading, explained that judgment as follows: ‘he can be lofty sometimes, and yet he is also full of charm and grace, versatile in his Figures, and felicitously daring in his choice of words’.
 Such capsule evaluations were the stock-in-trade of grammatici; a generation before Quintilian, Petronius parodied the genre while offering a superior version of it when he had the poetaster Eumolpus praise Horace’s curiosa felicitas, the felicitous phrasing that is the product of much effort (Satyricon 118.5).

Horace’s lyric meters quickly became the object of academic study, for example, in the treatises of Caesius Bassus, a mid-first-century metrical theorist and writer of lyric poetry (also a friend of Persius and the dedicatee of his sixth satire), named by Quintilian as Horace’s only rival.
  Bassus was an exponent of deriuatio, a procedure by which established meters could be altered, through the addition or omission of syllables, to generate new metrical patterns; the results of such a process can be seen in several choral odes of Seneca’s tragedies Oedipus and Agamemnon, in which predominantly Horatian metrical cola are combined in polymetric non-stanzaic lyrics.
  Senecan drama also contains odes in actual Horatian meters such as sapphics, along with freer and arguably more successful treatments of favorite Horatian themes.  Citations of Horace in Seneca’s prose works are, however, remarkably rare, perhaps because they would not be as immediately recognizable as lines from the Aeneid or the Metamorphoses.

Statius’ collection of occasional poems, the Siluae, contains one example each of the lyric meters with which the Odes were most often associated, the alcaic and sapphic stanzas (4.5 and 4.7 respectively).  Those isolated lyrics constitute an hommage to Horace rather than an attempt to rival him as a lyricist, but Statius’ relationship to Horace extends well beyond the poems in Horatian meters; in fact he often displays his dexterity by evoking Horatian phrases in a different metrical setting: thus Siluae 2.1, a poem of consolation to Melior on the death of a favorite slave-boy, renders the commonplace ‘we shall all die’ as follows: ibimus omnes, / ibimus: immensis urnam quatit Aeacus umbris (218-19 ‘we shall all go, we shall go; Aeacus shakes his urn for numberless shades’), combining the repeated ibimus of Odes 2.17.10 (where it refers to Horace and Maecenas), Aeacus as judge of the dead from Odes 2.13.22, and omnes and urna from Odes 2.3.25-6; all three Horatian odes are in the alcaic meter, but Statius’ reworking flows seamlessly in hexameters. 

Statius’ lyrics are representative of the Flavian interest in Republican and Augustan authors.  Pliny (Epistles 9.22) praises the work of a friend, Passennus Paulus, who wrote elegies modeled on those of Propertius (from whom he claimed descent), then took up Horatian lyric and had equal success in replicating its qualities.  On the evidence of Pliny, lyric at this time was reckoned among the lighter poetic genres in which cultivated amateurs might engage: in Epistles 3.1.7 he recalls that the eminent Vestricius Spurinna, thrice consul, composed lyrica doctissima in both Latin and Greek, and in 5.3.2 he couples reading lyric poets with attending comedies and mimes and appreciating risqué Sotadean verses.

2 : Late Antiquity

Horace retained his standing as a school author throughout late antiquity, and it is not surprising to find him frequently evoked by the major Latin poets of the period, such as Claudian and Ausonius.  Two extant commentaries, remnants of a larger body of ancient Horatian scholarship, are additional evidence of Horace’s place in the late antique curriculum: one consists of large portions of the commentary of Pomponius Porphyrio (late third century?), while the other is a miscellaneous body of material put together perhaps in the fifth century, to which in fifteenth-century manuscripts is attached the name of Helenius Acro (c. AD 200), author of a lost commentary on Horace.
  As it has come down to us, Porphyrio’s commentary is arranged in a non-chronological order, with the Odes first, followed by the Ars Poetica, then the Epodes, Satires, and Epistles; that order (with minor variations) is also common in medieval manuscripts of Horace, and the Odes are still placed first in modern texts of Horace.  The privileged position of the Odes may reflect their greater prestige in later periods, or the general antique admiration for Horace’s metrical mastery: ps-Acro begins with an elaborate account of Horace’s lyric meters, and prefaces the commentary on each ode with a metrical analysis. 

Near the end of his life Aurelius Prudentius Clemens, often called the first great Christian poet, published a collected edition of his poetry.  Although most of his poems were written in hexameters, Prudentius framed the edition with two sets of hymns in diverse meters, including some used by Horace, and added an introductory poem in which he implicitly cast himself in the role of a Christian Horace.
  The praefatio recalls Horace both in its metrical form (a three-line stanza made up of asclepiads in ascending order of length) and in the poet’s self-portrayal: Prudentius notes his advanced age as Horace had done in Odes 4.1.6, and professes to turn aside from frivolous pursuits to the proper use of his literary gifts, as Horace had claimed to do in the opening of the Epistles (1.10-11).  Prudentius also weaves together allusions to the Odes, giving them a negative color by associating them with the secular life that he is now foreswearing: thus lasciua proteruitas (10) combines Odes 1.19.3 lasciua licentia and 5 grata proteruitas, and male pertinax (14) is lifted from Odes 1.9.24, where it describes a girl’s ‘poorly resisting’ finger, and is reapplied to the ‘wrongly stubborn’ desire for victory, uincendi studium.
  Prudentius similarly reinterprets Horatian motifs in other poems: for him it is the martyr’s death that is dulce and decorum,
 and the vocative dux bone, ‘blessed leader’ (Odes 4.5.5, 37) is transferred from Augustus to Christ.

Shortly after AD 527, the ex-consul Vettius Agorius Basilius Mavortius corrected his copy of Horace with the assistance of his teacher Felix; their activity is recorded in a subscription that follows the Epodes in several ninth-century manuscripts.
  Mavortius was a descendant of Vettius Agorius Praetextatus, a prominent pagan senator of the late fourth century and himself an energetic corrector of classical texts, but the family had in the interim converted to Christianity; as it happens, Mavortius’ name appears in a contemporary owner’s note in the Codex Puteanus of Prudentius, and it is an attractive speculation that ‘Rustic’ capitals were used in that manuscript (a virtually unique occurrence for a Christian text) to match the script of Mavortius’ Horace.
  For Mavortius, Horace and Prudentius were both part of a classical heritage that stood in acute need of help to survive. Earlier in the same decade Boethius, imprisoned in Pavia, had composed his Consolation of Philosophy, arguably the last major work of classical Latin literature.  Boethius used the ancient form known as Menippean satire, in which sections of prose alternate with verse portions; in the poetic parts of the work Horace, sometimes filtered through Senecan tragedy, provides the most frequent classical source of inspiration.

In the 18th and 19th centuries, Horace was closely associated with a fund of memorable phrases, such as simplex munditiis or splendide mendax; today perhaps only carpe diem has a comparable fame, and its Horatian source is usually forgotten. The evocative power of particular phrases may have already been part of Horace’s appeal in antiquity, as suggested by Propertius’ and Ovid’s adaptations of exegi monumentum or Prudentius’ Christianizing of dulce et decorum est pro patria mori.  But Horace was also remembered for certain core themes and values, among them self-sufficiency, inner contentment, and fortitude in the face of danger and death.  A passage from one of the ‘Roman Odes’ (3.3.1-8) held a particular attraction for poets of several centuries: 

Iustum et tenacem propositi uirum

non ciuium ardor praua iubentium,

    non uultus instantis tyranni

mente quatit solida neque Auster,

dux inquieti turbidus Hadriae,

nec fulminantis magna manus Iouis:

     si fractus illabatur orbis,

impauidum ferient ruinae.

The man who knows what’s right and is tenacious

in the knowledge of what he knows cannot be shaken,

not by people righteously impassioned

in a wrong cause, and not by menacings

of tyrants’ frowns, nor by the wind that roils

the stormy Adriatic, nor by the fiery

hand of thundering Jove: the sky could fall

in pieces  all around him, he would not quail.
 

Seneca in Agamemnon 593-603 has a chorus of captive Trojan women wistfully describe the peace attained by one who can escape the longing for life and face death without fear:

nullus hunc terror nec impotentis

procella Fortunae mouet aut iniqui 

      flamma Tonantis.                      

pax alta nullos ciuium coetus

timet aut minaces uictoris iras,

non maria asperis insana Coris, ...

non urbe cum tota populos cadentes

hostica muros populante flamma 

      indomitumue bellum.

No fear moves him, no storm

of raging Fortune or the fire

of the hostile Thunderer.

That deep peace fears no crowds

of citizens, no victor’s menacing anger,

no sea driven wild by harsh storm winds,

no fall of peoples with their whole city

as enemy fire destroys their walls,

no unconquerable war.

Prudentius, Peristephanon 4.5-12, sees the collapsing world and the hand that wields the thunderbolt in terms of the Last Judgment and the salvation of the just: 

Plena magnorum domus angelorum

non timet mundi fragilis ruinam ...

Cum deus dextram quatiens coruscam

nube subnixus ueniet rubente

gentibus iustam positurus aequo

pondere libram
A house filled with glorious saints does not fear the collapse of a fragile world ... when God will come, brandishing his brilliant right hand and resting on a crimson cloud, to establish for the nations the balanced scales of justice

Boethius, Consolatio 1 metrum 4, though farthest removed from Horace in time, most closely reflects the Horatian perspective; his words, written under sentence of death, are testimony to Horace’s continuing power to console and fortify:

Quisquis composito serenus aeuo

fatum sub pedibus egit superbum

fortunamque tuens utramque rectus

inuictum potuit tenere uultum,

non illum rabies minaeque ponti

uersum funditus exagitantis aestum ...

aut celsas soliti ferire turres

ardentis uia fulminis mouebit

He who keeps composure in a life well-ordered,

who thrusts underfoot fate’s arrogant incursions,

confronts with integrity both good and evil fortune,

succeeds in maintaining an undefeated outlook—

he will not be moved by the wild threats of ocean

spilling out and churning up waves from deep recesses ...

nor by the thunderbolt, which often blazing fiercely

reduces to rubble the loftiest of towers.
 

3 : Carolingian Postscript

Nearly all classical Latin authors went through a period of hibernation between the mid-sixth century, when the copying of classical texts slowed to a halt, and their rediscovery at some point in the Middle Ages.
 Horace’s dormancy was relatively brief. While generally overshadowed as an influence by Virgil and Ovid, he remains a presence in the classicizing poets of the early sixth century, such as Maximian in Italy, Dracontius in north Africa, and Avitus in southern France; for example, Avitus’ epic on the Creation and Fall neatly applies Horace’s lines on the return of spring, redeunt iam gramina campis / arboribusque comae (‘grass now returns to the fields / and leaves to the trees’ Odes 4.7.1-2) to the changeless state of Paradise, stant semper collibus herbae / arboribusque comae (‘grass stands forever on the hilltops / and leaves on the trees’ 1.228-9).

Although Ludwig Traube dubbed the tenth and eleventh centuries the aetas Horatiana, situated between the aetas Vergiliana of the eighth and ninth centuries and the aetas Ouidiana of the twelfth and thirteenth centuries, in fact Horace played a substantial role in the ninth-century revival of interest in classical literature, and by the end of the century was among the classical poets most firmly established in Carolingian literary culture.
  The precise date and circumstances of his reemergence are not clear.
  Literary figures of the 780s and 790s, such as Alcuin and Paul the Deacon, were familiar with the name of Horace (or ‘Flaccus’) as an eminent poet of antiquity, like Virgil or Homer, but evidence for direct knowledge of his work at that time is inconclusive.
  The mention of Ars Poetica in a booklist of the 790s has often been taken to show that a copy of Horace was then in the court library of Charlemagne at Aachen, but that hypothesis has recently come under challenge.
 Most early Carolingian citations and imitations appear to be of passages previously quoted by patristic writers or grammarians (Priscian in particular), or excerpted in florilegia.
  Carolingian compositions in meters associated with Horace, such as the Sapphic stanza, are in themselves not proof of direct knowledge, since those metrical forms had also been used by Prudentius and Boethius.

The place of Horace in Carolingian monastic culture is reliably demonstrated from the middle of the ninth century onward by extant manuscripts.  Six manuscripts of Horace can be dated with some assurance to the ninth century; that number exceeds the surviving ninth-century copies of Lucan, Juvenal, Statius’ Thebaid, and Terence,
 and to it should be added two ninth-century copies of Porphyrio’s commentary on Horace.  It was long ago suggested that knowledge of Horace was introduced to the continent by Irish monks;
 while that hypothesis can no longer be entertained, the involvement of insular scribes in the circulation of his works is beyond doubt.   One of the earliest surviving copies is Bern Burgerbibliothek 363, written in an exuberant Irish minuscule in a continental scriptorium
 and representing a distinctive form of the Horatian text.
  Lombardy, a region with close ties to Irish foundations, is the certain or likely origin of two other early copies, Paris BnF lat. 7900A (ca 900, Milan), and its relative Milan, B. Ambros. O 136 sup. (s. ix/x).
  Vatican Reg. lat. 1703, probably the earliest extant copy, originated in Alsace, probably Weissenburg; the manuscript was written before 849, since it contains annotations in the hand of Walahfrid Strabo, who died in that year.
  The two remaining ninth-century copies are of French origin, London BL Harley 2725 (s. ix4)
 and Paris BnF lat.10310 (s. ix-x).  In addition to those surviving copies, a text of Horace is recorded in a library catalogue of Lorsch compiled shortly after 860.
  Analysis of textual variants in the early witnesses rules out descent from a single source and argues instead for the survival into the Carolingian period of at least two ancient exemplars, if not three.
   Where those exemplars had been preserved and how they became the basis for the ninth-century transmission cannot yet be determined, but it seems likely that in the case of Horace, as with several other classical authors, a central part was played by books imported from Italy to the north.
  

By the third quarter of the century, direct knowledge of Horace among Carolingian writers was no longer a rarity.  A single example will suffice, that of Heiric of Auxerre (d. ca 876), called by Traube the most learned poet of the century.
  One of his poems, a rebuking address to his poetry-book (allocutio ad librum), takes its inspiration from Horace’s Epistles 1.20.  As Prudentius and Avitus had done before him, Heiric deftly transfers Horatian expressions to Christian contexts: in his life of St. Germain of Auxerre, he applies Horace’s appeal to Venus at the start of Odes 4, rursus bella moues? ... parce,  precor (‘are you stirring up war once again? ... spare us, I beg’) to a resurgence of the Pelagian heresy (4.378-82), and makes the claim of Lydia in Odes 3.9.15 that she would die twice for her lover’s sake (pro quo bis patiar mori) into an attribute of the saint ready to die twice over for the sake of the Lord’s commandments (5.369 bis ... mori propter domini praecepta paratum).

Horace had been a staple of the school curriculum in antiquity, and he soon became a school author for the Middle Ages as well.  The earliest explicit reference comes from shortly before 1000, when Gerbert of Aurillac, the future Pope Sylvester II, was lecturing on Horace in the schools of Reims; since Persius and Juvenal are mentioned in the same context, the work in question was probably the Satires.
  But there are indications that scholastic interest in Horace had already begun in the ninth century. One such piece of evidence is the imposing collection of texts in Paris 7900A, in which Horace appears along with Lucan, Juvenal, Terence, and Martianus Capella, each provided with copious annotation, ancient or medieval.  It is very plausible that the collection was intended for scholastic use of some kind.
   The Paris manuscript also exemplifies another medieval practice with a possible scholastic intent, marking the text with musical notation, or neumes.  Nearly fifty neumed manuscripts of Horace have been registered, dating from the ninth through the twelfth century; while the functions of neuming can only be guessed at, one likely purpose was to assist in the memorization and explication of Horace’s lyric meters.
 

A link between Horace and music is appropriate for a poet whose lyric poems were by generic convention ‘songs’ (carmina) and who pointed with pride to his control of complex ‘measures’ (modi).  One of the most impressive examples of Carolingian religious poetry is a hymn in honor of John the Baptist beginning Vt queant laxis, written in Sapphic stanzas and generally ascribed to Paul the Deacon.
  The poem’s language is Prudentian rather than Horatian, but it has at least a circumstantial connection to Horace since in the earliest extant source, Bern 363, only a few folios separate it from Horace’s Odes. The hymn was soon set to a melody that would make its first stanza famous in the history of music, because the notes corresponding to the initial syllables of the six half-lines outline a scale in ascending order: 

UT queant laxis REsonare fibris

MIra gestorum FAmuli tuorum,

SOLve polluti LAbii reatum,

Sancte Ioannes.

In the eleventh century Guido of Arezzo turned the resulting series of syllables into a mnemonic device in teaching music and produced the solfège system that with minor adjustments is still in use today.  This chain of connections ends with a direct link to Horace: in an eleventh-century Montpellier manuscript (Ecole de Médecine 425 H), Odes 4.11 is neumed with the melody of Vt queant laxis.

A single Carolingian manuscript unites several moments in Horace’s medieval and modern reception.  Florence, Bibl. Laur. lat. 34.1 is an elegantly written tenth-century codex with copious marginalia.
 It was purchased by Petrarch in Genoa in 1347 and contains nearly 250 annotations in his hand.
  In the 1930s, the conjunction of Horace and Petrarch made the Florence manuscript an icon of that glorious Italian past that the Fascist regime was assiduously promoting.  A meticulously exact facsimile was published with an accompanying essay by the eminent Latinist Enrico Rostagno; in his peroration, Rostagno quoted the Carmen Saeculare, possis nihil urbe Roma / uisere maius (11-12 ‘may you see nothing greater than the city of Rome’) and claimed that Horace’s wish was even then being brought to fruition through the energies of Il Duce.
  Today Mussolini’s vision of a restored Roman Empire is only a memory, but the codex remains, and with it the testimony of a great medieval lyricist’s regard for his ancient predecessor.
FURTHER READING

Only isolated aspects of this topic have so far received detailed treatment. Barchiesi (2001) cogently places Ovid’s Tristia 2 in relation to Horace’s Letter to Augustus.  Horace’s influence on later satire is explored by Hooley (1997) and Freudenburg (2001). Witke (1968) and Palmer (1989) discuss Prudentius’ use of Horace. Ziolkowski (2000) offers an overview of the medieval practice of setting classical poetry to musical notation, and Wälli (2002) provides photographs of all manuscripts of Horace containing such notation.  More detail on the ninth-century manuscripts of Horace is available in Tarrant (1983).  For readers with Italian, F. Stella’s essay on Horace in ninth-century Carolingian writers in the Enciclopedia Oraziana (1998) can be warmly recommended.
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