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CHAPTER ONE
GENERAL INTRODUCTION

Rutger J. Allan & Michel Buijs

(..) il n’est plus guére possible de concevoir la
littérature comme une art qui se désinteresserait
de tout rapport avec le langage, dés qu'elle en
aurait usé comme d’un instrument pour exprimer
l'idée, la passion ou la beauté: le langage ne cesse
d’accompagner le discours en lui tendant le
miroir de sa propre structure (...)

Roland Barthes, ‘Introduction a l’analyse
structurale des récits’

Over the last two decades, a significant converging tendency has
taken place within the field of classical scholarship. On the one hand,
literary scholarship has started to apply more formal, narratological
models in the interpretation of classical literary texts. On the other,
linguists expanded their object of study, which had been restricted
to the grammar of the sentence, beyond the sentence, to the
‘grammar’ of discourse. Both approaches have developed into full-
blown, self-contained disciplines within the field of classical
scholarship, and have proven their enormous value to the
interpretation of classical literary texts.

The flourishing of these two relatively novel branches of
scholarship can provide us with an excellent opportunity for cross-
fertilization between the literary and linguistic study of the classics.
This will bring a period to an end in which the two approaches
existed relatively independent of one another and a fruitful
exchange of scholarly findings was hindered by the lack of a
common method and a common conceptual apparatus. This
collection of papers aims to be a step in the rapprochement of literary
and linguistic scholarship of classical texts.

Ever since their inception, there has been a close conceptual
relation between the narratological and the discourse linguistic
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paradigm. This relation is perhaps best illustrated by Genette’s use of
originally linguistic categories such as tense, mood and voice to
characterize the relation between the narrated world, narrative, and
narrating. Yet, at the same time, the way in which Genette gave a
new meaning to these terms reveals that the two theoretical
frameworks are far from constituting an integrated paradigm.
Although there are strong integrative tendencies at work in the
study of narrative, a seamless connection between narratology and
linguistics on a theoretical level — if possible at all — still remains a
desideratum. However, even if a complete theoretical convergence
cannot be accomplished, a fruitful line of research can still be set up
using a more bottom-up, text-oriented, approach. Such an
integrated approach to the text may provide us with the best of both
worlds, combining the strong interpretative potential of the
narratological conceptual apparatus with the empirical robustness
of the linguistic analytical tools.

This book is dedicated in honour of Albert Rijksbaron on the
occasion of his retirement from the position of Professor of Greek
Linguistics at the University of Amsterdam. Albert Rijksbaron is one
of the most prominent representatives of the strong Dutch tradition
of Greek and Latin linguistics. In his scholarly work, Albert has
always demonstrated the great importance of linguistic analysis for
literary interpretation. Shining examples of this work are his
grammatical commentary on Euripides’ Bacchae, and his studies on
the expression of emotions in Homer. In the same vein, he is
currently working on a text edition and a linguistic commentary on
Plato’s Ion. Moreover, Albert Rijksbaron’s work has made a
significant contribution to the development of Ancient Greek
discourse linguistics as a full-blown scholarly discipline. In this
connection, one may think of his important studies on
subordination, tense and aspect, discourse particles, the article and
the anaphoric pronoun. In order to appreciate the full range and
depth of Albert Rijksbaron’s scholarship, a complete list of his
publications has been included in this volume.

The contributions to this volume aim to explore the still
considerable terra nullius between the literary and linguistic
approaches to classical texts. Literary-oriented papers have made
use of recent linguistic insights to support and enrich our
understanding of the text. Linguistically-oriented papers, on the
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other hand, have focused on the analysis of larger (mostly narrative)
discourse structures, thereby contributing to the over-all
interpretation of the text. Most papers were read at the Conference on
Greek and Latin Linguistics (Katwijk, 16-17 December 2005), held in
honour of Albert Rijksbaron and organized through the generous
support of 0Ikos, the National Research School in Classical Studies in
the Netherlands. Many contributors to this volume were, at some
time, Albert’s pupils.

Irene ].F. de Jong challenges the often articulated view that the
opening of Sophocles’ Trachiniae, spoken by Deianira, is to be
interpreted as a monologue. Instead, it should be taken as part of a
dialogue. De Jong shows that there is a number of narratological and
linguistic signs (such as narratorial interventions, interactional
particles, and the use of tenses) in the text that point towards a
narratee. The Nurse, present on stage, is expected to identify with
the narratee implied in the text. By contrast, Euripidean prologues -
which are called ‘diaphonic monologues’ by De Jong - imply that the
spectators indentify with the narratee.

The interpretation of Greek poetical texts with the help of
linguistic phenomena is explored further by Lukas van den Berge,
who addresses the question whether we should, and how we can,
establish the relative chronology of past events in the myths of
Pindar’s Pythian 10 and Olympian 3. Focusing both on linguistic
features, especially aspectual choice, and the content of the text,
Van den Berge arrives at the conclusion that the event order is
generally not coded in the odes he discusses, and that in Pythian 10,
the chronology is intentionally ambiguous, whereas in Olympian 3,
the chronological order of events can be inferred from the context.
This is not to say, however, that Pindar, or his audience, did not care
about relative chronology at all. On the contrary, the ways in which
the stories are told in both myths are claimed to reflect the poet’s
rhetorical aims.

The next four papers explore the relationship between the
discourse type of the text and its linguistic properties.

Suzanne M. Adema discusses the ways Vergil presents the
narrator’s wide variety of activities throughout the Aeneid. Taking
the parameters discourse mode and base as her point of departure,
Adema distinguishes four relevant discourse modes on the basis of
an analysis of tense usage (report, registering, narrative and
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description), and two bases (the time of the narrator and reference time)
from which the narrator chooses to use these different discourse
modes. Therewith, every discourse mode has a transposed variant.
One of these transposed modes, the directing mode, which is the
counterpart of the registering mode and the most important mode in
the Aeneid, is then discussed in more detail, the upshot being that the
so-called historic or narrative present should be seen as the basic
tense of most parts of the Aeneid.

The importance of indentifying different sections in the Aeneid
according to discourse modes and bases becomes conspicuously
clear when the results are compared with and contrasted to the
outcome of Caroline H.M. Kroon’s linguistic analysis of the internal
coherence of a number of stories in Ovid’s Metamorphoses. Kroon’s
starting point is the common literary observation that, compared to
the dynamic way of narrative presentation in the Aeneid, the
narrative of the Metamorphoses is static and pictorial. By
distinguishing between the discourse modes narrative, report and
description, and by meticulously analysing tense marking, Kroon
shows that, as opposed to the Aeneid, the discourse mode description
prevails in the Metamorphoses, and that in the latter epic, the
advancement of the story usually takes its base in the time of the
narrator and not in reference time. Also in contrast to the Aeneid, the
historic present in the Metamorphoses generally turns out to be used
as a tense in descriptive passages (‘vignettes’), rather than as a
narrative tense. While connecting this special use of the present
with a number of different narrative techniques typical of Ovid (such
as ambiguity between historic and actual/eternal reading, hint of
universality, zoom, and fragmentation), Kroon shows that it can be
related in all cases to the specific semantic value of the present
tense, that is, simultaneity with speaker’s time.

To explain the alternation of a complex, periodic style and a more
simple, paratactic style in Thucydides, Rutger J. Allan demonstrates
the relevance of two narrative modes. Thucydides’ Histories are
typically told in the displaced narrative mode. In this mode, the
narrator is in full control of the narration, telling the story from a
retrospective point of view. By narrating in the immediate mode, on
the other hand, the narrator involves the reader in the drama of the
actions in a more direct way by pretending to be an eyewitness to
the narrated events, narrating the events as they unfold. The
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contrast between these two narrative modes accounts not only for
the variation in sentence complexity, but also for the distribution of
connective particles and tense and aspect forms in Thucydides’
narrative.

Michel Buijs discusses six parallel passages in two of Xenophon’s
works that belong to different discourse types: the historical
narrative Hellenica and the encomium Agesilaus, in which narrative
episodes copied from the Hellenica perform the function of
illustrations of Agesilaus’ qualities as a general. These parallel
passages show differences in the aspectual choice of the verbal
constituents, while the exact same real-world situation is being
described. It is demonstrated that these differences are not to be
regarded as due to mere coincidence; rather, the discourse potential
of the imperfect is explored to the extent that it should be
considered a device to present an action from ‘within’ the diegetic
world in on-going narrative, thereby indicating that more
information will be conveyed. The aorist, which lacks this
continuation-indicating potential, is often used to indicate
‘completeness’ of a discourse unit. In the discussion of the parallel
passages it is shown that Xenophon, as part of his narrative
technique, deliberately substituted one aspectual form for the other,
adapting the text of the Hellenica to his encomiastic aim.

Aspectual choice is also the topic of Albert Rijksbaron’s long-time
friend and colleague Jean Lallot. He demonstrates a subtle feel for
the distribution of present and aorist tense stem forms in the Law
Code of Gortyn, the Cretan inscription dating from the beginning of
the fifth century BCE, which offers prescriptions of private law. After
discussing the present infinitive syntagm Oouvovta kpivev as a
general procedural, formular expression and opposing it to the more
specific duvovta kpivai, and expanding the analysis of the aspectual
distribution of the present and aorist tense stem in (kata)dikélw,
Lallot finally turns to a lacuna into which both a present imperative
and an aorist imperative of dikdlw fit, and offers a decisive solution
to the problem.

Gerry C. Wakker takes us from the past into the future in her
contribution on the semantic and/or pragmatic differences between
expressions of future States of Affairs in Herodotus, starting off with
three passages in which future expressions of different types seem to
be used without any clear semantic difference. While her special



6 RUTGER J. ALLAN AND MICHEL BUIJS

interest goes out to the distinction between the simple future tense
and péA\w, she also discusses the use of €pyopor + participle,
PovAopar and €0éAw. Wakker shows that in the case of péAAw the
semantic focus is typically on the present intention or expectation
(either of the subject or of the narrator) — not on its other semantic
aspect, that is, the future realization of the state of affairs. In this
respect uéAw differs from the simple future, which presents the
future realization of the state of affairs as a fact. However, in cases in
which the future tense can not serve as an alternative, the semantic
focus of uéAAw is not on the intention, but rather on the aspect of
relative futurity. In those cases, uéAAw can be characterized as a
semi-auxiliary of the relative future. Eventually, all expressions with
future reference turn out to have their own basic meaning, and that
these meanings differ from each other. In every single instance,
then, the texts should be interpreted in accordance with the basic
meaning of the expression in question.

A more refined and precise interpretation of Herodotus’s text is
also obtained by taking heed of adjective ordering in the Noun
Phrase, the topic of Stéphanie J. Bakker’s paper. She discusses the
various possible orderings of two or more adjectives in one noun
phrase, and identifies the factors that determine any given pattern.
At the heart of her analysis is the pragmatic ‘first things first-
principle, i.e. the most informative constituent is expressed first.
This explains the position of multiple adjectives, whether co-
ordinated or not, vis-a-vis the noun, and the order among multiple
adjectives themselves.

That our understanding of Greek, and Latin, word order can
improve from ancient rhetorical theory is a lesson we learn from the
comparative approach to the subject offered by Casper C. de Jonge,
who argues that both the ancient rhetorical and the modern
pragmatic approach regard language primarily as an instrument of
communication. In the final contribution to this volume, De Jonge
bridges the gap between past and present, between Greek and Latin,
between linguistic and literary studies, between sentence-level
approach and discourse-centered linguistics, between semantics and
pragmatics, in short: between ancient and modern interest in the
language of literature.



CHAPTER TWO

SOPHOCLES TRACHINIAE 1-48, EURIPIDEAN PROLOGUES,
AND THEIR AUDIENCES'

Irene J.F. de Jong

1 Introduction

The opening of Sophocles’Trachiniae is exceptional:* instead of the
customary dialogue, we find a long speech by Deanira (48 lines),
who, though another character (the nurse) is present on stage,
nowhere addresses her. Thus most scholars consider Deanira’s rhesis
a monologue, and some suggest that for once Sophocles may have
followed the example of Euripides, who invariably opens with a
monologue.’

In this paper I will try to kill two birds with one stone. Applying
both narratological and linguistic arguments I will question the
monological status of both (groups of) texts. I will first argue that the
opening of Sophocles’ Trachiniae does imply an audience, a role that
the nurse is supposed to — and does — slip into. I will then turn to
the Euripidean prologue and, using the same type of criteria, argue
that these texts, too, imply an audience, which in their case can only
be the spectators.

! Twish to thank audiences in Katwijk and Maynooth, the editors of this volume,
and A.M. van Erp Taalman Kip for comments and suggestions.

2 .

Though perhaps not unique: one of the fragmentary plays of Sophocles, the

satyr-play Ichneutae, also seems to open with a single long speech.

® Two apparent exceptions are the IA, which in its present form opens with a
dialogue, but which originally may have opened with the customary monologue (a
relic of which may be lines 49-105) and the (spurious) Rh., which according to its
second hypothesis, however, originally did have a monologue opening.
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2 Sophocles Trachiniae 1-48

Though Deanira nowhere addresses her nurse, there are only few
scholars who doubt that this character is present on stage right from
the beginning.” In my view there can be no doubt on this point for
two reasons. In the first place, the very absence of any reference to
the nurse by Deanira exactly suggests her presence, since, in the
words of Taplin, ‘a minor character, if his entry is not explicitly
marked, should be supposed to have entered with the superior
character to which he is attached.” In the second place, the nurse in
her opening speech clearly reacts to the content of Deanira’s speech:
‘Often in the past I have seen you bewail with tearful lamentations
the going forth of Heracles. Now I must tell you what to do: why
when you have so many sons do you not send one to search for your
husband?’; ‘the going forth of Heracles’ refers to Deanira’s account of
Heracles” absence in 40-48° and ‘the many sons’ refers back to her
mention of the engendering of children in 31.7

Even though most scholars agree that the nurse is present on
stage, they consider Deanira’s speech a monologue, because she
nowhere refers to her: e.g. ‘Deanira does not address the latter [the
nurse], but in a monologue she gives an exposition of her present
situation as it arose from her past life’ (Kamerbeek 1959: 9).° If
Deanira is not addressing the nurse, we are either to imagine that
she is talking to herself (‘Deanira is really talking to herself; she is
overheard by the nurse (49ff.), and her words are thus seen to be no
artificial soliloquy, but naturally open expression’: Hulton 1969: 52)

* Doubt in Schwinge (1962: 36); Schmidt (1971: 8): ‘der anwesenden oder
irgendwann hinzutretenden Amme’; Heiden (1989: 31): ‘Deanira’s nurse, who has
listened in silence to part or all of her mistress’ lament’; and Ringer (1998: 53): ‘It is
unclear from the text if the Nurse enters with Deianira at the opening of the
tragedy, though she must be onstage and ready to speak at line 49’.

> Taplin (1977: 8).

5 Cf. Jebb (1903: xlix); Leo (1908: 14); Webster ([1936]1969: 110).

Indeed, it could be argued that the Nurse’s viv in 52 directly echoes Deanira’s
vOv in 36: Nestle (1930: 46). I would even suggest that the obvious echo of Deaniara’s
opening words 1-2 in the Nurse’s last words 945-6 could be seen as an indication
that she heard her mistress’ speech from the beginning.

® Cf. further Schlegel (1809-11: 109); Wilamowitz ([1917]1977: 116); Whitman
([1951]1966: 107); Imhof (1957: 17); Schwinge (1962: 35-6); Hulton (1969: 52); Schmidt
(1971: 8); Martina (1980: 2); Easterling (1982: 71).
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or that she is addressing the audience (‘Sophokles hat sogar fiir die
eigentliche Exposition die Form des Dialogs aufgegeben, die er sonst
immer festgehalten hat, und ganz wie Euripides so oft tut, die von
ihm vorausgesetzte Vorgeschichte in einer im Grunde nur an den
Zuschauer gerichteteten zusammenhéngenden Erzdhlung durch die
Hauptperson mitteilen lassen’: Wilamowitz [1917]1977: 116).

But not all scholars consider Deanira’s speech a monologue, not
the least among them Jebb: ‘Deanira’s speech is no soliloquy —
though it is true that she is rather communing with her own
thoughts than directly addressing the nurse; it gives the cue for the
Nurse’s suggestion that Hyllus should be sent to seek his father, and
thus serves to set the drama in motion.””® We may observe that Jebb’s
formulation comes close to that of Hulton quoted above, and in the
end it seems a matter of formulation whether to call Deanira’s
speech a dialogical speech with a monological flavour or a
monologue which is heard and reacted to. There is one scholar who
has clearly seen this: ‘Es ist kein Monolog, denn die alte Dienerin ist
entgegegen und antwortet; es ist kein Dialog, denn die Anrede fehlt...
Deianira ist mit ihrer Vertrauten zusammen, sie ist gewohn in deren
Gegenwart halb mit sich selbst zu reden und zu klagen und immer
wieder in ihrer Erinnerungen zu wiihlen.” (Leo 1908: 14)."" Should we
leave it at this and conclude that Deanira is holding something
between a monologue and a dialogical speech, is speaking half to
herself and half to the nurse? Before attempting to answer this
question, there is one more recurrent issue in the scholarship on
Deanira’s speech which deserves our attention.

? Cf. Heiden (1989: 21) and Ringer (1998: 53).

19 rebb (1903: xlix). Cf. Adams (1957: 111): ‘The play opens with Deianeira’s
speech to the Nurse’; Kirkwood ([1958]1971: 110-11); and Ronnet (1969: 42): ‘Il [le
prologue] est fait de deux dialogues de Déjanira, d’abord avec sa nourrice, puis avec
son fils Hyllos. Le premier est presque un monologue...”. It may be significant that
Schadewaldt ([1926]1966) in his study on the monologue in drama does not include
Deanira’s rhesis.

1 ¢f, tmhof (1957: 17): ‘[die Exposition ist] nicht in dramatischer Situation
gestaltet, sondern monologisch, obgleich dusserlich mit der Gestalt der Amme die
gewdhnliche dialogisch-dramatische Art des Prologs gewahrt ist’.
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3 Relation with the Euripidean Prologues

Since Euripides invariably opens his plays with a monologue,
scholars have been led to call the opening of the Trachiniae
Euripidean: ‘Deaneira spricht in Euripideischer Manier das
monologische Prodm der Trachiniae’ (Schmidt 1971: 8)."”” But many
more scholars have shown that though superficially or formally
resembling the Euripidean prologue monologue, there are in fact
many differences:"” whereas a Euripidean prologue monologue does
not form part of the action of the play and gives an analytical and
comprehensive narrative of the past, the opening rhesis of the
Trachiniae forms part of the action (see Jebb, quoted above) and gives
only a highly selective account of the past. Thus Deanira recounts
how as a young girl she lived in the house of her father Oeneus in
Pleuron, was wooed by the river-god Achelous, and saved from a
dreaded marriage with him by Heracles, who defeated the god in a
fight which she explicitly says she cannot describe. She next
recounts her married life with Heracles, how they got children
whom he only saw occasionally because he was away so much in the
service of ‘someone’ (=Eurystheus). She now lives in Trachis as the
guest of ‘a hospitable man’ (=the king of Trachis, Ceyx), after
Heracles had killed Iphitus. She does not know where Heracles is,
who is away already for fifteen months, and she fears for him on
account of a tablet containing an oracle which he gave her before he
left.

Deanira’s narrative is conspicuously unspecific (she does not
mention her own name, as do — nearly — all Euripidean prologue
speakers," nor that of Heracles’ master or her present host) and full

"2 Cf. Leo (1908: 14); Wilamowitz ([1917]1977: 116); Whitman ([1951]1966: 107).
There is one very different voice: according to Schwinge (1962: 40-1), it was
Sophocles’ Trachiniae which formed the model for Euripides.

B Cf. Jebb (1903: xlix); Reinhardt ([1933]1943: 45); Webster ([1936] 1969: 110);
Adams (1957: 111); Kirkwood ([1958]1971: 290-1); Kamerbeek (1959: 9-10); Schwinge
(1962: 34-5); Ronnet (1969: 42, note 2); Hulton (1969: 51); Martina (1980: 55-6);
Easterling (1982: 71); Erbse (1984: 291-3). Most of these scholars also claim that there
is a marked difference in tone, Deanira’s account being much more emotional than
the objective Euripidean prologue rhesis. In my view, the objectivity of the latter is
only superficial. To argue this point falls outside the scope of this paper.

' The only exceptions are the nurse of the Med. and the farmer of the EL., who,
however, remain nameless in the entire play.
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of gaps, not only those flagged by Deanira herself, who cannot
describe the fight between Achelous and Heracles nor tell where
Heracles is now, but also those which the spectators may note and
either fill in on account of their prior knowledge or bear with them
until they are informed in the course of the play: Heracles” labours
are only briefly alluded to in the words Aatpevovta (35) and &OAwv
(36); the details of his fight with Achelous are passed over, only to be
filled in by the chorus in 507-30; the fatal encounter with the centaur
Nessus on their way home after the wedding is not mentioned at all
and will only be recounted by Deanira in 555-77; why Heracles killed
Iphitus is again passed over, to be recounted in full by Lichas in 252-
80; and the content of the tablet with the oracle is not disclosed, and
will be revealed only gradually by Deanira in 76-81 and 164-9."

The allusive, elliptical, and unspecific nature of Deanira’s speech
not only makes it very different from the highly informative
Euripidean prologues, but also makes it highly unlikely that she is
addressing the spectators, as Wilamowitz suggests. To the Nurse,
however, who herself stresses that she has heard Deanira’s story
many times before, the speech is perfectly understandable.

I will now further substantiate my claim that Deanira is directing
her rhesis at the nurse. My line of reasoning is as follows: Deanira’s
rhesis is a narrative,’ so let us see whether we can detect what
narratologists call ‘signs of the narratee’.”” If we find such signs, we
may assume that even though Deanira does not address the nurse
directly she intends her to listen to her story.**

' Such abstaining from a full exposition is of course entirely in the Sophoclean
manner, who likes to fill in his audience on the past of the plot only gradually.

For the status of Deanira’s rhesis as narrative, see the transition from gnomic
opening to narrative with a relative pronoun (common in Homer and Pindar), the
opening of sections with ydp following after a ‘headline’, and the ‘there is/was a
man/place X’ motif. For a valuable discussion of Deanira’s narrative as the first in a
series of narratives, see Kraus (1991).

See Prince ([1973]1980) and for examples from classical texts, de Jong-Niinlist-
Bowie (2004: passim).

Since Deanira is not aware of the presence of spectators, the only narratee she
can reckon with is the intra-dramatic narratee on stage, the nurse. Of course, the
spectators, as extra-dramatic narratees, hear her story too. See de Jong-Niinlist-
Bowie (2004: 7-8) for these two types of narratee in a dramatic narrative and Pfister
(1988: 4-5) for the ‘absolute autonomy’ of dramatic texts: ‘a dramatic utterance is
not addressed to the spectator any more than it is a statement by the author’.
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4 Signs of the Narratee 1: Narratorial Interventions

The narrator Deanira uses quite a few narratorial interventions
(comments, explanations, or metanarrative remarks), which are
aimed at — and hence presuppose — a narratee.

[1] Sophocles Trachiniae 9
UVNOTHP Yap AV pot ToTapds, AXEADOV Aéyw

My wooer was a river-god, I mean Achelous

Deanira here uses a type of expression, an explanatory parenthesis
with Aéyw, which is common in Greek tragedy, and which we always
find in dialogical speeches. A clear example is: yvvaika &
aixpaAdtov, Avdpoudxnv Aéyw, Moloooiav yfv xpn Katotkioat,
Yépov,.. (E. Andr. 1243-4), where Thetis is addressing ‘the old man’
Peleus.” What is the intended effect of this type of narratorial
intervention? According to Kithner-Gerth, it serves to add emphasis
to a name.” This may be true for most cases, but not all,* including
our place in the Trachiniae. For, as I noted earlier, Deanira is very
sparing with her use of names. Rather, the effect of her truncating
the sentence (‘my wooer was a river-god, I mean Achelous’ instead of
the normal ‘my wooer was the river-god Achelous’) seems to be to
emphasise the fact that she was wooed by a river-god, a terrifying
monster, a marriage with whom she dreaded so much that she would
rather die (16-17).

[2] Sophocles Trachiniae 21-23
Kal TpdToV pEV &V Tévwv
o0k &v diefmorp’ ol yap 01 AN oT1g AV
n

Oak®dv dtapPrg Thg O€ag, §8” &v Aéyor.

' Cf. further Aj. 569; Ant. 198; Ph. 1261; A. A. 1035; Cho. 252; Th. 609, 658; E. Heracl.
642; Andr. 804; Suppl. 928; Ph. 987; Ba. 230, 913. Occasionally, the apposition does not
contain a name but a periphrasis: S. Aj. 1228; E. EL. 339; Hel. 1673. This type of
expression is also regularly found in the speeches of Demosthenes, e.g. 19.152.4;
23.189.5; 24.7.1.

0 githner-Gerth (1898-1904: 1.283): ‘An der Stelle einer erklirenden Apposition
wird, wenn dieselbe nachdriicklich hervorgehoben werden soll, bisweilen der Verb
Aéyw (ich meine) gebraucht... Bei den Tragikern wird auf diese Weise der Eigenname
hervorgehoben.’

21 1 think of E. Andr. 804 Ba. 230 (variatio); Hel. 1673.
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And the manner of his struggle I cannot tell; for I do not know it.
Someone sitting there who was not terrified by the spectacle could
tell (but I was too terrified to watch).

This is a very marked narratorial intervention, which consists of two
elements. In the first place, the narrator Deanira states that she is
not able to tell a certain part of her story. The same happens in four
other Sophoclean narratives, and the creation of ‘defective
narrators’ seems a specialism of this playwright.”” Deanira increases
the effect of this narratorial intervention by adding the device of the
‘anonymous witness’, for which one could compare Iliad 13.343-4:

[3] Homer Iliad 13.343-344
UdAx kev Bpacukdpdiog ein
0¢ téte ynbnoeiev 1dwv mévov ovd’ Gkaxarto.

And very stouthearted would be the man who could then, seeing their
toil, rejoice and not feel sorrow.”

The total effect of these two combined comments is to impress on
the narratee the enormity of the clash between god (in bull shape: cf.
507-8) and hero.

[4] Sophocles Trachiniae 26-27
TéNog & #0nke Zebg ywviog KAAQG,
el N KaA®g.

But finally Zeus of battles well ended the battle, if indeed it is well.

We are here dealing with a metanarrative comment, i.e. a comment
through which a narrator comments on his own presentation of the
story. Its form, an elliptic conditional with the particle n, has been
discussed by Wakker in her study on the Greek conditional.** She
analyses it as an instance of an illocutional conditional, i.e., a
conditional which specifies ‘a condition for the appropriateness or
relevance (for the addressee) of the speech act currently performed
by the speaker’ (1994: 238). Deanira here comments on the
appropriateness of her use of the word kaA®dg. Wakker’s analysis

2 The other instances are Aj. 294-6; Ant. 249-52; OT 1251-5; OC 656-62. For
discussion see Barrett (2002: 190-222) and De Jong (forthc.).
For discussion in Homer, see De Jong ([1987]2004% 57-60); for examples from
other authors, see De Jong-Niinlist-Bowie (2004: index).
* Wakker (1994: 356).
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confirms from the linguistic side that this narratorial intervention is
directed at a narratee.

5 Signs of the Narratee 2: Interactional Particles

Another sign of the narratee is the presence of interactional
particles, i.e. particles which deal with ‘the relation of a discourse
unit to its non-verbal, communicative environment’.”® Deanira’s
speech appears to contain three instances of such an interactional
particle, namely &1:*

[4] Sophocles Trachiniae 26-27
TéNog &’ EONKe ZeU§ GyWV10G KAARG,
€1 01 kaA@g.

[5] Sophocles Trachiniae 31
KapLuoauev 81 maidag

[6] Sophocles Trachiniae 36-37
vov & ik’ d0Awv TtV vTepteAnc £u,
gvtadfa 81 udhiota tapfricag £xw.

The repeated presence of this interactional particle in itself suggests
once again the existence of a narratee. But I can strengthen my
position by comparing Deanira’s rhesis with two rheseis the status of
which as real monologues is not doubted by anyone: the opening
speech of the watchman in Aeschylus Agamemnon (1-21) and Ajax’
monologue before his suicide in Sophocles Ajax (815-65). In both
these monologues the particle 81 does not appear once.”

2 wakker (1997: 211), who bases herself on Kroon (1995: 61-2 and 103-108).

The exact value of this interactional particle is debated: emphatic (Denniston
1954: 203-229), marking importance (Ruijgh 1971: 646-7, followed by Wakker 1994:
351), or evidential, ‘as you and I know’ (Sicking & Van Ophuijsen 1993: 81-3 and 140-
51; Bakker 1997b: 75-6, 78-9). I am inclined to accept the evidential value, noting
that this value often will have emphasis as a corrolary effect.

7 At first sight the presence of &1 in Prometheus’ monologue in A. Pr. (118)
would seem to be a counterexample. However, Prometheus at this stage of his
monologue has already noticed the presence of the chorus, which is entering the
orchestra, and is addressing them. The one instance of 81} in Electra’s monologue in
S. EL (103) seems triggered by the fact that from 100 onwards she is apostrophizing
her father Agamemnon.
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What is the effect of &1 in the prologue of the Trachiniae?
Regarding line 27 Jebb (1903: ad loc.) sets the tone when writing ‘the
tone of €1 1 is sceptical’, a view which is followed by Easterling
(1982: ad loc.). This view is correct, provided we realize, with
Denniston and Wakker, that this combination does not always, or
automatically, or in itself express scepsis, but only in certain
contexts.”® The presence of 81 in 37 is discussed neither by Jebb or
Easterling, which may be due to the fact that, according to Denniston
(1954: 224), ‘the use of 81 with or without a temporal or modal
adverb to mark the opening of the apodosis after a temporal, causal,
relative, or conditional protasis is exceedingly common in Homer
and frequent throughout Greek literature.” Common or not, we may
still ask ourselves what its effect is, and here I would say that it
stresses the fact, known to both speaker and addressee, that exactly
at the moment when Heracles’ labours were over Deanira’s fears
increased. She thus points up the strange pattern of her life where
every time the situation seems changed for the best, a new situation
brings new fears.” The third instance of &1, in 31, is again not
discussed by the commentators. Jebb translates ‘And then children
were born to us’, Easterling ‘Well (8r), we had children’. Both
translations do not seem to me to do full justice to the force of the
particle. Denniston hesitates between taking 61 with kai or taking
both particles separately.” I feel a slight preference for the second
option: ‘and we did (as you and I know) engender children’. In this
way it prepares for the contrast to follow in the relative clause: we
had children, but Heracles only very rarely saw them.

Deanira’s repeated use of the interactional particle 81 adds to the
plaintive tone of her speech, which is clearly picked up by the nurse,
who qualifies her words as mavddakput’ 0OdVpuata, ‘tearful
lamentation’ (50-1).

»> Denniston (1954: 223); Wakker (1994: 356).
oA good analysis of this pattern in Kraus (1991: 79-81).
Denniston (1954: 254-5).
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6 Signs of the Narratee 3: Tenses

In Deanira’s narrative we find — for the main storyline — three
tenses: aorist (bold), imperfect (underlined), and present (italic):

[7] Sophocles Trachiniae 6-48
1T Tatpdg pev v ddpotorv Oivéwg
vaiovo” €T v H)\zzvpdm vougeiwv dthov
a)\ywtov Eoxov, gl T1g Altw)\lq yuv.
pvnotnp yap NV pot TOTaHAG, Axs)\wov Aéyw,
8¢\’ v tpiotv popaiotv £&fjTel Tatpdg, 10
@OLTOV Evapyng Talpog, GAAoT aidAog
dpdxwv EAktdg, GANOT’ avdpeiw kitel
Bolmpwpog €k 8¢ dackiov yeverddog
Kpouvoi &gppqm Kpnvaiov motod.
016V’ syw Hvnotipa npochSsypsvn 15
6vomvog Gel katbaveiv énnuxouny,
npiv Thode Koitng éuneAacOfval mote.
Xpévw & év Uotépw uév, dopévn O€ ot,
6 kAewvdg AAOE Znvdg AAkurivng Te moig:
0G €1¢ Ay@va TQOE CUUTIECWV UAXNG 20
EkAvetad pe. kal TpdToV PV &V TdVwV
o0k &v Siefmoiy™ 00 ydp 018 GAN’ Sotig AV
Bak®v atapfrg thg O€ag, 68 &v Aéyor.
€yo yap fiuny ékmemAnypévn eopw
uA pot o kdAAog &Ayog é€evpot ToTE. 25
Téloc & EONke Zevg dywviog KAAGG,
€1 81 KaA®G. Aéxog yap ‘HpakAel kpitov
Euotdac del Tiv’ €k pPou PoPov Tpépw,
kelvou pokrpaivovoa. vOE yap elodyet
kal vOE amwOel Sradedeypévn évov. 30
K&@Uoapev O maidag, oUg KEIVOG TOTE,
YATNG 6Twg dpovpav Ektomov AaPv,
oneipwv pdvov mpooeide kafaudv dna:
T0100T0¢ 0wV €l¢ dépoug te Kak dduwv
el TOV dvdp’ Emeune Aatpevovtd Tw. 35
vov &’ vik’ 80Awv TV OnepteAng Eu,
évtadBa 8r udAiota tapPricag Exw.
¢€ o0 yap Exta keivog Toitov Plav,
NUETg v év Tpaxivi Tfid’ dvdotartot
EEv Tap’ avdpl vadouev, keivog & Emov 40
BéPnkev 0Vdelg 0ide TANV Euol mikpdg
wdivag abtod tposPadmv dmoixerat.
oxedov & éniorapai T Ty’ €xovtd viv-
Xpovov yap ovxi Patdv, GAN 1idn déka
pivag Tpdg EAAOIG TEVT' GKHPUKTOG UEVEL. 45
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KkdoTwv T1 de1VOV Tjpor ToladThV €pot

déAtov Minwv €otelxe TNV €yw Boud

Be0ic dpduam Tnuoviig dtep AaPeiv.
Most presents refer to events at the moment of speaking (40, 42, 43,
45, 46, 48), but there is one historic present (21), by which Deanira
marks a decisive moment in her story, her rescue by Heracles.’* For
the imperfects and aorists I would, combining the ideas of Rijksbaron
and Sicking,”” propose the following analysis: the aorists in 8, 19, 26,
31, 33, 36, and 38 give the main events of Deanira’s story: her wooing
by Achelous, the timely arrival of Heracles, his victory with the help
of Zeus, their getting children, and Heracles’ killing of Iphitus. The
series of imperfects in 9-16 work out the (complexive) aorist tAov
dAyiotov €oxov and scenically paint the wooing by Achelous. In the
same way the imperfect fjunv in 24 evokes the picture of Deanira
sitting near the place where the two men fight for her hand. Or, in
the terminology of Bakker, using the imperfects Deanira employs a
‘mimetic’ mode of narration, which means that she recounts as an
observer, the observer she has actually been in the past.”” The
imperfect £otelye in 47, finally, is a typical case of what Rijksbaron
has called the expectation raising use of the imperfect:* Heracles
went away some fifteen months ago and Deanira is eager to know
how the story proceeds, what has happened to him since.

In my view this careful and functional alternation of tenses is one
more indication that Deanira is directing her story at someone. In
particular the historic present in 21 and the scenic or mimetic
imperfects in 9-16 and 24 add relief to her account: she seems to

relive the past and thereby make her narratee experience it with
her.”

31 For recent views on the historic present, see Sicking & Stork (1997) and
Rijksbaron (2006). The latter gives the following definition: ‘An important function
of these presents is to present events that the narrator considers crucial or decisive
for the development of the plot’ (128).

*2 Rijksbaron (2002°a: 11-14) and Sicking (1996: 74-105).

3 Bakker (1997a).

** Rijksbaron (2002°a: 13-14).

* 1 therefore disagree with Kraus (1991: 79), when she claims that Deanira
‘underscores her own distance from the happenings — and hence their status as
reported rather than experienced events — by describing the fight as a spectacle
(Béac: 23)’; similarly Heiden (1989: 21) and Ringer (1998: 53). T would explain 0éac
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7 Trachiniae 1-48: a New Appraisal

In 1811 the German literary critic A.W. Schlegel called Deanira’s
rhesis ‘wholly uncalled for’.** This negative appreciation has been
replaced by a more positive one by, amongst others, Hulton and
Martina.”” The above analysis has, I hope, further contributed to its
— and Sophocles’ — rehabilitation. Deanira is telling her story not
merely to herself, but in her narrative is staging a narratee, a role
which she expects the one person present on stage, the nurse, to slip
into. Her speech, therefore, in my view is part of a dialogue.

A final question is why Sophocles gave the prologue this
particular form. Here it is instructive to compare the opening of his
Antigone: Antigone utters a speech of ten lines which, though
containing a similar kind of information as Deanira’s (the life of
Antigone and Ismene is one chain of sorrows, the latest of which is
Creon’s proclamation forbidding the burial of their brother
Polynices), has a very different form: she starts with a verse-long
address of Ismene and proceeds with a series of questions directed to
her. Antigone obviously not merely provides her sister with
information, but wants to persuade her to act upon that information.
Against this background we may better understand Deanira’s rhesis:
though she is sharing her feelings with her servant, she is not
actively seeking her help or advice. This observation fits in well with
the thesis of March, who argues that Sophocles’ Deanira is a very
different character than she was in the tradition before him: ‘from a
jealous and deliberate murderess he transformed her into woman
who acts foolishly but in all innocence from love’.® In order to
impress this new Deanira on his audience he portrays her in the
prologue as a very fearful and inactive person. The unusual form of
her opening speech, which though part of a dialogue, nevertheless

differently and connect it with &ydvwv and pafdovéuer in 506, 516: the fight over
Deaglira is consistently presented in terms of an (athletic) contest.

Schlegel (1809-11: 109); I quote the English translation from 1846. Cf. also
Whitman ([1951]1966: 48): ‘Even the prologue, with its direct expository narrative ...
gives a homely and thoroughly Euripidean picture, having little to do with the main
action. T his prologue is not stiff or archaic; it is only a little inorganic...’(my italics).

Hulton (1969) and Martina (1980).

® March (1987: 62-77).
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nowhere directly addresses its interlocutor, forms an important part
of this portrayal and reveals Sophocles’ sure hand in character
drawing.

I now turn to the second part of my paper, in which I will discuss
the monological status of the Euripidean prologues, to which
Deanira’s speech has so often been compared.

8 Euripidean Prologues and Audience Address

The plays of Euripides open with a rhesis by a person who either is
alone on stage or (occasionally) surrounded by non-speaking
protagonists or mutes.” Since the prologue-speaker is either alone
or, when other persons are present on stage, not addressing them
and referring to them in the third person (and hence ignoring them
qua interlocutors), his rhesis is generally labeled a monologue. In his
opening rhesis he gives a fairly comprehensive account of the
prehistory of the play about to start. In most cases these narratives
are unmotivated: the speaker has not been asked by someone to tell
something, as is the case e.g. in the narratives told by messengers,
but spontaneously and without any direct reason embarks on his
story. Only occasionally has Euripides attempted some mild form of
motivation, e.g. by making the narrative a Selbstgesprdch, a prayer, or
by making prologue-speakers apostrophize part of the (imagined or
scenically represented) setting and telling their story to these
inanimate objects.*

Scholars agree that the Euripidean prologue-rhesis is an efficient
instrument which the playwright uses to inform his audience about
the particular version of the myth he is following, his own
adaptations, and often about the play’s dénouement. Giving them an
advantage in knowledge Euripides could create all kind of special

* Heracl. (mutes); Suppl. (mutes, chorus, Adrastus); HF (mutes, Megara); Tro.
(Hecuba); Or. (sleeping Orestes).

O Selbstgespriich: Med. (cf. 51); prayer: Suppl; speaking to the air: IT (cf. 43);
apostrophe: Alc., Andr., EL, Ph.
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effects in the ensuing play, in which we see characters act who are
not endowed with this vital information, usually at their cost."

There is less consensus, however, on the exact status of the
prologue-rhesis. Most scholars assume that the prologue-rhesis is
directed at the spectators, in other words, that this is a case where
the ‘absolute autonomy’ of a dramatic utterance is ruptured (see
note 18) and a dramatic character does acknowledge the presence of
the spectators. Some assume direct audience address (1-3), others
indirect audience address (4-5):

1) vov 3¢ Yuxpdg t@ Oedtpw mpoodiaAéyetal, ‘now he
[Poseidon] in a cold manner speaks to the audience’
(scholion ad Tro 36).

2) the prologue is ‘spoken to no-one but the audience in the
theatre’ (Goldhill 1986: 246).

3) ‘Im Prolog wendet sich der Dichter unmittelbar an die
Zuschauer’ (Pohlenz [1930]1954: 436).

4) ‘Die in ihnen [Prologen] enthaltenene Informationen sind
deutlich, ja oft tiberdeutlich als Informationen markiert, die
im inneren Kommunikationssystem keine Funktion haben,
also als Adressaten — auch wenn nie eine ausdriickliche
Wendung ad spectatores erfolgt — das Publikum ansprechen’
(Danek 1992: 19-20).

5) ‘Although the audience is nowhere explicitly addressed in
Greek tragedy there are many places in the prologues of
Euripides where the distinction between direct address to
the audience and a manner of speech which the audience
could interpret as addressed to itself is of no importance in
the practical circumstances of theatrical performance’
(Hunter 1985: 25)."

o, e.g. Lessing ([1769]1963: 195-7): increases tragic nature and raises the
spectators’ pity; Grube ([1941]1961: 64); Erbse (1984: 7-8): ‘Der rechtzeitig augeklirte
Zuschauer nimmt gewissermassen einen erhshten Standpunkt ein, von dem aus er
den Fortgang des Spieles mit innerer Uberlegenheit verfolgen und beurteilen kann,
ohne indessen sein Mitleid mit der tragischen Verblendung des Handelnden zu
verlieren’; Danek (1992: 35-6).

z cf. further, e.g.. Lessing ([1769]1963: 194); Leo (1908: 25); Schadewaldt
([1926]1966: 10); Erbse (1984: 64); Cropp (2000: 171).
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There are also scholars, however, notably Bain and Taplin, who claim
that Attic drama does not feature any form of audience address, and
hence reject positions 1-3, and, it would seem, also positions 4-5."

In the following I will defend the position of indirect audience
address. 1 will investigate the same narratological and linguistic
criteria as in the first part of my paper and again argue that these
conjure up the picture of a narratee, with whom in this case — in the
absence of onstage interlocutors — the spectators are supposed to
identify.

9 Signs of the Narratee 1: Deictic Pronouns

In his paper on audience address Bain discusses one example from a
prologue, Tro. 36-7, which had traditionally been adduced as an
instance of audience address:

[8] Euripides Troades 36-37
v & aOAlav TV’ €l Tic cloopdv OéAer,
ndpeotiv EKAPN KEWWEVT TTUADV TAPOG

If anyone wants to see the poor woman here, Hecuba is present lying
in front of the door

‘Der Zuschauer, der diese Worte unbefangen vernimmt, muss sich
mit dem 11§ angesprochen fiihlen’, writes Schadewaldt ([1926]1966:
10).* But Bain counters: it need not be the spectators who feel

** Bain (1975), reiterated in Bain (1987: 2); Taplin (1977: 129-34), reiterated in
Taplin (1986: 166). I find it difficult to make out whether Bain would allow the
prologue to be indirectly addressed to the public; cf. Bain (1987: 2): ‘There are in
tragedy occasions when it is easy to gain the impression that there is some such direct
communication between actor and audience and an admission that proceedings are
taking place in a theatre. This is particularly true of the prologues of
Euripides...Even so such passages contain no mention of spectators or second-
person plural verbs.” (my italics); is this a ‘yes’ or ‘no’? Taplin does not consider the
question of the addressee relevant at all: ‘Some unnecessary complication has been
made by the rigid application of the question ‘who is this addressed to?’; for in many
theatrical contexts, most notably in prologues and choral songs, the question does
not really arise.”(1977: 131-2, note 4).

* Cf. scholion; Leo (1908: 25); Erbse (1984 : 64). Contrast Lee (1976: ad 37-8): ‘the
words constitute a stage-direction addressed to the producer wich Eur. has integrated
into Poseidon’s speech as best as he could’ (my italics). Cf. Barlow (1986: ad 36-7): ‘It
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themselves addressed when hearing tis; ‘of mortals’ can as easily be
mentally supplied. This may be true, but there is also the
demonstrative tvde, not discussed by Bain, by which the speaker
points at Hecuba, a gesture which can only be intended for the
spectators.

Indeed, the prologues abound with this demonstrative pronoun
with deictic force, and this has led scholars to take them as
arguments in favour of audience address. I tend to agree with them,
but the case needs careful arguing, since in fact we do find the same
pronoun in the monologues of the watchman in Aeschylus Agamenon
and of Ajax in Sophocles Ajax;*” so in principle speakers can also use
0de when they are alone and speaking with themselves.

In the prologues of Euripides we find the pronoun used in the first
place to indicate the scene where the play is set, e.g. Ba. 1:

[9] Euripides Bacchae 1
“Hkw A106 mai¢ Thvde OnPaiav xBova

I, son of Zeus, has come to the Theban land here*

These instances do not seem to imply a gesture. Things are getting
different when the pronoun is used in connection with the skéne-
building or props. An example is Tro. 32-3:

[10] Euripides Troades 32-33
Soa 8 dxkAnpot Tpwiddwv’, IO GTEYALS
taiocde eiol’’

The Trojan women who have not been assigned yet are in this tent

It seems highly plausible that the pronoun has its full deictic force
and is accompanied by a gesture here.”® And such a gesture implies

is by way of a stage-direction to the audience and producer indicating Hecuba’s
position’ (my italics).

Ag. 18 (ofkov 100d¢), 35 (tfide...xepl); Aj. 828 (t®de..Elper), 834 (tqde
(potcyéyotvw)

Cf. Alc. 8; Med. 10; Heracl. 34; Hipp. 12; Andr. 16; Hec. 8; Suppl. 1-2; EL. 6; HF 8; Tro.
4;IT 30; Ion 5; Hel. 4; Ph. 5-6; Or. 46.

7 cf. Ale. 9, 23; Heracl. 42; Andr. 21, 24, 34-5, 43-4; Suppl 30; HF 44, 48, 51; IT 34, 41,
65-6; Ion 39, 66, 69, 76, Hel. 8, 46, 64; Ph. 68, 79; Ba. 67, 60. It should be noted that the
use of deictic demonstratives need not imply the presence of painted decors. We
may be dealing with a Deixis am Phantasma rather than a demonstratio ad oculos.

B cf, England ([1886]1960: ad IT 66): “I will go into this house (pointing to it)”.
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an addressee, a narratee. There can, finally, be no doubt that the
pronoun is accompanied by a gesture, when it is used to refer to
silent persons on stage. An example is Tro. 36-7, already mentioned,
and there are many more. A particular forceful instance is Suppl. 20-
2:

[11] Euripides Supplices 20-22

KooV 8¢ @dptov Taiod’ Exwv xpelag éufg
"Adpaotog Sppa ddkpuoty téyywv 88e
keitan®

Sharing the burden of these women'’s appeal to me Adrastus here lies
upon the ground, his face wet with tears

Here we still could take taicd’ as anaphoric, referring back to the
‘mothers’ of the previous sentence;* but we really need a gesture or
at least a gaze of the speaker in order to understand who ‘Adrastus
here’ is.”!

10 Signs of the Narratee 2: Narratorial Interventions

Like the prologue of the Trachiniae, Euripidean prologues regularly
contain narratorial interventions. The prologue of the Orestes,
spoken by Electra, in particular abounds with them (11-27):

[12] Euripides Orestes 11-27

‘This man begot Pelops, who was the father of Atreus.

For Atreus the Goddess ... spun a destiny

of strife, that he should make war on his brother Thyestes.
But why should I go over this shocking tale?

To Atreus (I pass over intervening events) were born

* f. Alc. 24 (announcement of entrance new character); Med. 46-8; Heracl. 11, 24,
37, 40, 49 (announcement), 53; Hipp. 51 (announcement); Hec. 53 (announcement);
Suppl. 8-9; HF 9, 42; Ion 79 (announcement); Or. 35. Special instances are EL. 43 and HF
3, where 80¢ is used as an emphatic variant of ‘I’; cf. Kiihner-Gerth (1898-1904:
1.643). This idiom regularly occurs in dialogue (S. Ph. 1036, 1375; Aj. 78; Ant. 1035; OC
1329; E. Alc. 331, 689; Med. 1337), but once in a monologue (4j. 822).

*% Other instances of anaphoric or kataphoric &8e: Alc. 7; Med. 39; Heracl. 17; Hipp.
7,9, 20, 41; Andr. 37; Hec. 42; Suppl. 8,17, 35; EL. 25, 31; IT 33, 43, 53; Ion 28; Hel. 37, 56;
Ph.9.

°! ¢f. Allan (2001: ad Heracl.11): ‘Tol. points to the suppliants grouped around him
at the altar’; Willink (1986: ad 0r.35): ‘6d¢ is indispensable (with a gesture)’.
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Agamemnon the glorious and Menelaus...

Clytemnestra entangled her husband in an endless woven garment
and killed him. Why she did so it does not befit a maiden

to say: for discussion in public I leave this unclear.”

Electra’s expression ‘for discussion in public’, év kowv@® okomely, is
perhaps most significant for my argument: it is made explicitly clear
that Electra is not narrating to herself or talking to the sleeping
Orestes on stage but addressing a public.

Under this heading I would also range the use of a rhetorical
question, such as found in HF 1-2:

[13] Euripides Hercules Furens 1-2
Ti¢ TOV A10¢ GUAAEKTPOV OUK 01dev PpoT®v,
‘Apyeiov Au@itpowy’ (...);

What mortal does not know the man who shared his bed with Zeus,
Amphitryon of Argos (...)?

As the addition Ppot@v makes clear, the spectators are not supposed
to feel directly addressed by the tig, but it is the use of a rhetorical
question itself which presupposes an addressee.

11 Signs of the Narratee 3: Entrance Announcements

My third category of signs is of a dramaturgical nature. In the course
of a meticulous study on ‘announced entrances in Greek tragedy’
Hamilton lays down the rule that ‘if there is only one person on
stage, the entrance will not be announced’” In a number of
prologues we do find entrance announcements, despite the fact that
the prologue-speaker is alone, and ‘the natural conclusion’, writes
Hamilton, is that the speaker ‘is speaking to the audience’. An
example is Ion 76-9:

[14] Euripides Ion 76-79

GAA £¢ Savwdn yoaAa Prcouat Tade
().
6p® yap xPaivovta Ao&iov yévov
6vde

z Other examples: EL 43; IT 37; Hel. 21, 22-3; Ph. 43.
Hamilton (1978: 68).
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But I will hide in this laurel-bush (...). For I see the son of Loxias here
coming out™

The analysis of passages like these as being directed at the spectators
is underscored by the invariable presence of deictic 6de.

12 Signs of the Narratee 4+5: Interactional Particles and Tenses

A fourth category, which so far has not been brought forward in
connection with the Euripidean prologue, is, again, the interactional
particle 3. It is found in increasing frequency in Euripidean
prologues. The absolute champion here is the prologue of the Orestes,
where it is found no less than 6 times.”

A last category is, again, the use of tenses. Euripidean prologues
do not feature the kind of alternation between aorist and imperfect
which we observed in S. Trachiniae. The main story line is told in a
series of aorists.® However, we do regularly find historic presents
which are a way of marking events as important and again
presuppose an audience, to whom this special importance should be
pointed out. An example is Hel. 22-36:

[15] Euripides Helena 22-35

‘EAévn & €kARONV. & 8¢ memdvOauey KaKA

Myow’ &v. AAB0v Tpeic Bsai kdAAovg mépt

Idaiov £¢ keLOUGOV' AAEEavdpov Tdpa,

“Hpa Kimpig te droyeviig te tapbévog, 25
Hop@iig O€Aovoat dramepdvacdal kpiotv.

TOUUOV 8¢ KAAAOG, €1 KAAOV TO SUOTUXEC,

Kinpic npoteivas’ wg AAEEavEpog yopel,

vik@1. Mmwv 8¢ fodotady’ 1daiog Mdapig

Tndptnyv a@iked’ wg uov oxowv Aéxog. 30
“Hpa 8¢ pepBeic’ olvek’ ol vikdl Bedg

EEnvépwoe tdp AleEavipwt Aéyn,

81dwot & ovk &’ GAN duoidcas’ Epol

eldwAov Eunvouv obpavod Euvheic’ dmo

TMprdpov Tupdvvou Tondi 35

>* For other examples, see note 49.
> Alc. 5; Hipp. 7, 38; EL. 31, 34, 36, 37, 43; HF 26, 41;IT 10, 43; Hel. 7, 17; Or. 17, 32, 39,
52,5566, 62.
A complete inventory and discussion of the tenses (and moods) used in
Euripidean prologues can be found in Van Wolferen (2003).
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The main storyline proceeds by means of aorists (24, 31, 33), but
Paris’ choice of Helen’s beauty and Hera’s gift of the phantom to
Paris are marked as crucial through historic presents (30, 34).

13 Euripidean Prologues as Diaphonic Monologues

Having argued that the Euripidean prologues contain many signs of
anarratee, with which the spectators are invited to identify, I end up
with a terminological problem: can we still call such prologue-rheseis
monologues? A perusal of the commentaries on Euripides learns that
though most scholars agree that the Euripidean prologues are
directed at the spectators, they continue calling them monologues:
‘Eur. regularly begins his play with a monologue which is directed to
the audience’ runs a fairly representative quotation, taken from the
commentary on the Ion by Lee (1997: 160). In remarks such as these
the term monologue seems to be taken in a rather broad sense, such
as is defined, e.g. in Cuddon’s Dictionary of Literary Terms and Literary
Theory: ‘a single person speaking alone — with or without an
audience’.

This may be a fitting definition when one takes into account the
entire European literature, as Cuddon does, who takes his examples
from Strindberg, Shakespeare, and Tennyson. It remains to be seen,
however, whether the situation in early Greek literature does not
ask for a more restricted definition. Here it would seem that what
constitutes a monologue is not merely that a speaker is alone on
stage but foremost that he is not addressing someone, but speaking
to himself. This is very clear in the case of what can be considered
the forerunner of the monologue in drama, the Homeric monologue:
the speaker is alone and addresses his thumos (cf., e.g. I. 11.403, 407).
In the Euripidean prologue, with the exception of the prologue of
the Medea, there is no sign of a character addressing himself. This led
Schadewaldt ([1926]1966: 11) to the following conclusion: ‘als
Monologe im eigentlichem Sinn kann die grosse Menge der
euripideischen Prologreden nicht angesehen werden’. My
investigation of the many signs of a narratee supports Schadewaldt’s
conclusion: not only is the prologue-speaker not talking to himself,
but he is clearly envisaging an addressee. How are we to classify such
texts?
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Here I take recourse, once again and much in the spirit of the
theme of this volume, to linguistic theory, specifically the
terminology introduced into classical scholarship by Kroon (1995).
The prologue rheseis would at first sight have to be classified as
monological monologal discourse, i.e. a text which is produced by
one speaker and which consists of a single move.” But at the same
time these monological monologal prologues contain so many
‘dialogical’ features as to belong to the diaphonic discourse type:
‘The label ‘diaphonic’ (...) can be attached to any monological stretch
of text that somehow displays the features of a communicative
interaction, without having all formal characteristics of a dialogical
discourse type (i.e. without having an actual exchange structure)’.”®
Interestingly enough, many of the diaphonic features which Kroon
(1995: 114-15) lists resemble my narratological signs of the narratee:
historic presents, metacommunicative expressions, and rhetorical
questions.

Taking all these observations together my suggestion would be to
consider the Euripidean prologues diaphonic monologues,
monologues, that is, which are spoken by one speaker who is alone
or surrounded by mute characters, but which contain many signs of
a narratee /diaphonic elements, and thereby invite the spectators to
feel addressed. If 1 would have to give a parallel for this kind of
storytelling, by one speaker but with obvious acknowledgement of
an audience, it would be the Homeric epics.”” It has often been
remarked, from Plato in his Ion onwards,® that the Homeric
rhapsodes in fact were some sort of actors. Why would Euripides not
have hit upon the idea to turn his prologue-speaker into some kind
of rhapsode?

°7 Kroon (1995: 109-10).

*% Kroon (1995: 112).

> 1 owe this suggestion to Michael Lloyd. For signs of the narratee in the
Horr(}eric epics, see De Jong ([1987]2004% 54-60).

Ion 536a1, 532d7.

°' 1 only make this comparison where the performance of the narratives is
concerned; turning to their content and narrative situation, we may observe many
differences between epic narrators and prologue-narrators. Traditionally, it is the
Euripidean messenger-speech which is compared to epic storytelling, in my view
unconvincingly: see de Jong (1991); the idea is taken up again by Barrett (2002).
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14 Conclusion

In this paper I have discussed two (groups of) dramatic texts which
are generally considered monologues: S. Trachiniaze 1-48 and
Euripidean prologues. Using a combined set of narratological and
linguistic criteria I have pointed out a considerable number of signs
of the narratee, which make the qualification of monologue
questionable. In the case of the Trachiniae the allusive narrative
style, clearly meant for an insider, and the presence of the Nurse on
stage, who moreover in her opening speech reacts to Deanira’s
words, suggest that Deanira’s speech is part of a dialogue and that
she expects the Nurse to identify with this narratee. In the case of
Euripidean prologues their detailed nature and the absence of
possible interlocutors on stage points at the spectators as the ones
who are supposed to identify with this narratee. Rather than
monologues tout court I have suggested to call Euripidean prologues
‘diaphonic’ monologues. Euripides as good as breaks the dramatic
illusion or ruptures the ‘absolute autonomy’ of his drama, allowing
himself indirect audience address. Dramatists coming after him will
take the last step and, instead of using the construction of a text-
internal narratee with whom the spectators can identify, will allow
their prologue-speakers to address the spectators directly.”

®2 Cf. e.g. Menander Dysc. 45-6.



CHAPTER THREE

MYTHICAL CHRONOLOGY IN THE ODES OF PINDAR.
THE CASES OF PYTHIAN 10 AND OLYMPIAN 3

Lukas van den Berge

1 Introduction'

In his Vorlesungen iiber Syntax, Wackernagel argues that Greek tenses
do not differentiate between different levels in the past. This lack of
differentiation is ascribed to a disinterest in relative chronology on
the part of the language user:

Es war dem Griechen eben (..) nicht daran gelegen, zwischen
verschiedenen Vergangenheiten zu unterscheiden.”

Along the same lines, Schwyzer and Debrunner’s analysis of the
Greek tenses presupposes a similar indifference with regard to
various temporal levels, or Zeitstufen, of the past. In their Griechische
Grammatik, they attribute this to what they presume to be Ancient
Greek Weltanschaung, with more prominence given to the present
and the future than to the past:

Ein Volk und eine Sprache, die in ihrer Gegenwart aufgehen, brauchen
diese [Zeitstufen] nicht durch besondere Verbalformen auszudriicken,
und die Zukunft wird ihnen wichtiger sein als die Vergangenheit.’

How do Pindar’s myths fit in with this (supposed) disregard for levels
in time?

Instead of representing the past in a chronologically
straightforward manner, Pindar’s stories are usually characterized
by an intricate ordering of their events. How are we, while

! The author wishes to thank prof. dr. A. Rijksbaron, prof. dr. IJ.F. de Jong and

dr. M.P. de Bakker for their encouragements as well as for their many helpful
comments on earlier versions of this paper.
2 Wackernagel (1926: 152).
Schwyzer & Debrunner (1950: 253-254).
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interpreting Pindar’s odes, supposed to rearrange these events in
their chronological sequence? Or should we follow critics like
Hermann Frinkel, who argues that Pindar’s odes reflect an archaic
awareness of time in which the relative chronology of past events is
often disregarded?* In that case, we may not have to bother about a
chronological sequence, assuming that Pindar and his audience did
not care about dividing the past in various Zeitstufen. In this paper,
the issue of chronology will be investigated with specific regard to
the myths of Pythian 10 and Olympian 3.

2 The Myth of Pythian 10

In the myth of Pythian 10, we learn about Perseus’ visit to the sacred
abode of the Hyperboreans:’

[1] Pindar Pythian 10.29-49
Navol § oUte neog 1wV <kev> glpoig
£ YnepPopéwv dydva Bavpastav 686v, 30

nap’ oig mote Mepoete édafoato Aayétag,

ddpat €oeAbwv,

KAEITAG vV ekatoufag Oe@

pélovtag @v Baiiog Fumedov

e0@apiong te pdAot AndAAwv 35
xaipet, yeAd 0 0pdv UBprv opBiav kvwddAwv.

Moioa 8’ o0k drodayel

TPOTOIG £TTL GQETEPOLOL TTAVTH O
Xopol mapBévwv

Avpav te Poat kavaxai T abAGV dovéovtar

dd&pva te xpuoéy kduag dvadnoav- 40
1e6 elhamvdloioty eDQPOVWC.

Néoot &’ oUte yiipag 00ASUEVOV KEKpATAL

iepd yeved: mévwv 8¢ kal paxdv dtep

* Fréankel (1955: 11): ‘Seine Darstellung [der Zeit] greift auch fortwihrend in die
Vergangenheit hinein, und sie scheut sich nicht Gegenwirtiges und Vergangenes
verschiedener Stufen so durcheinander zu schieben dass sich unser Zeitsinn
misshandelt fiihlt. Er kann also die Zeitfolge ignorieren, und tut es oft.’

Greek texts and translations in this paper are derived from Race’s 1997 Loeb
edition; occasionally, his translations have been slightly adapted.
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oik€o1a1 PUYOVTEG
Umnépdikov Néueorv. Opaoceia d¢ mvéwv kapdia
UOAev Aavdag ote Taig, ayeito &' ABdva, 45
£G avOp®V pakdpwv Suthov: Enepvev
te Fopydva, Kal moikilov k&pa
dpakdvtwv @oPatory HALBe vasidTalg
ABwvov Bdvatov @épwv.

Neither by ships nor on foot could one find
the marvelous road to the assembly of Hyperboreans. 30

Perseus once feasted with them, leader of men,

upon entering their halls,

while they sacrificed their glorious hecatombs

of asses to the god; in their banquets

and joyful speech Apollo finds greatest 35
delight, and laughs to see the beast’s braying insolence.

Neither is the Muse absent

from their ways; everywhere choruses of maidens, sounds

of lyres and

shrillings of flutes are whirling;

with their hair crowned by golden laurel 40
they feast joyfully.

Neither disease or bitter old age has mixed

with their holy race; without toils or battles

they dwell there, having escaped
severely just Nemesis. Breathing courage in his heart, the
son of Danae once came, Athena led him, to the throng of 45
the blessed; he slew the
Gorgon, and, bearing her head adorned
with locks of serpents, came to the islanders,
bringing them stony death.

Syntactically, a reconstruction of the chronological sequence of the
events in this myth is difficult to make. In line 31, nap’ oig morte,
followed by the aorist ¢daioato, takes us back to a mythical past, in
which Perseus feasted with the Hyperboreans. What follows is a
lengthy account of this people and their abode, which ‘could neither
be reached by ships nor on foot’ (29-30); in line 44, the theme of
Perseus and his adventures is taken up again, informing the
audience about the guiding role of Athene, who had helped the hero
to obtain the winged sandals that enabled him to travel where he
wanted. Thus, the description of the Hyperboreans is firmly
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embedded in a structure of ring-composition, indicating that
¢datoato in line 31 and pdAev in line 45 refer to events of the same
expedition, both only vaguely located in a mythical past by means of
the temporal adverb mote (31).

But what about the aorists €negpvev and fAvbe, which follow,
respectively, in lines 46 and 477 The verbs refer to the slaying of the
Gorgon and Perseus’ revenge on Polydectes and his circle on the
island of Seriphos, with the aorist stem characterizing these actions
as completed.® The temporal point of orientation of these aorists,
however, is not clear. For each particular verb, a reference point in
time is not (to use a familiar phrase) given by the context, but can
instead be inferred from the context in two distinctive ways. The first
possibility is to relate the verbs to coding time, characterizing
Perseus’ actions as completed with regard to the moment of
utterance. Another possibility would be to interpret the aorists as
denoting a ‘past-in-the-past’, with a past reference point in time
provided by the imperfect ayeito.’

Scholarship on this passage has proved that solving this problem
is not easy. Kéhnken, for example, has argued that Perseus’ slaying
of the Gorgon and the petrification of his enemies on Seriphos
should both be understood as preceding his stay with the
Hyperboreans.® In that case, the Hyperborean bliss in which the hero
is allowed to partake is presented as a reward for his outstanding
achievement, which may thus be analogous with the victor’s
accomplishment in the games at Delphi. Within the web of analogies
that may be created in this way, the Hyperborean banquet can be
seen as representing the festive celebration as a part of which the
ode may have been originally performed: the victorious return of
Hippokleas, winner of the boys’” diaulos in the Pythian games of the
year 498 BC, to his native Thessaly, in northern Greece.

In an important article on ring-composition, however, Slater has
argued for the opposite chronological sequence.” His argument is
based on a structural analysis of the Perseus-myth; Slater describes

Cf e.g. Rijksbaron (2002%a: 1-3).

7 For the use of the aorist indicative to describe a ‘past-in-the-past’, see, e.g.
leksbaron (2002%a: 20).

, Kohnken (1971: 177-178).

® Slater (1983: 128-132).
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its lay-out as a case of epic regression, a form of multiple ring-
composition that typically starts with a short synopsis of the story,
unravels, to a certain point, the story backwards in time, and then
moves forward again to reach its original point of departure. While
analyzing the myth in this way, Slater points out that Perseus’
actions in lines 46 and 47 are excluded from this epic regressive
design, as they are only mentioned afterwards. Calling them
‘terminal exploits’, he indicates that, as a rule, terminal exploits
chronologically follow after the body of the myth. Therefore,
Perseus goes to the Hyperboreans first, and kills the Gorgon and
petrifies the Seriphians later. According to Slater, Kéhnken’s quest
for analogic function has led him astray while insisting on the
opposite sequence; in Slater’s view, the interpreter of the ode should
not resort to hyperexegesis, but should instead be contented with the
idea that Pindar’s reference to Perseus’ heroic actions has no
encomiastic relevance at all.

In my view, Slater’s analysis is forceful, but not entirely
persuasive. First of all, one could question whether the myth should
be analyzed as a real case of epic regression, thus identifying Perseus’
courageous deeds as real terminal exploits. The life and abode of the
Hyperboreans, for example, are described in the present tense only,
without any movement backward or forward in time; in this way,
their state of godlike bliss is presented as eternal.

But what is more: even if one accepts Slater’s chronology, there is
no need, I think, to interpret Perseus’ heroic actions as irrelevant
with regard to the ode’s supposed encomiastic rhetoric. As has been
widely studied and acknowledged since Jane Harrison’s work on
Greek religion, victors in sacred games were thought to return home
with some sort of divine and talismanic power that they did not
possess before.' This power could, of course, be beneficial to their
native polis, but it could also be seen as a threat to the community’s
internal social harmony. One of the greatest threats that endanger
this harmony would be embodied in phthonos from the part of the
victor’s fellow citizens. Therefore, it is one of the encomiast’s central
tasks to oppose this phthonos before it could even arise, thus assuring
the victor of a harmonious return.

1% see, e.g. Harrison 1912; Crotty 1982; Kurke 1993.
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Along these lines, analogies may be created differing considerably
from the parallels that I have indicated above, which had Kéhnken'’s
chronological sequence as their point of departure. Within Slater’s
chronology, Perseus’ nostos is directed to Seriphos, where he
petrifies his enemies by showing them the Gorgon’s head. Perhaps,
Perseus’ revengeful arrival may be thought of as a reference to
Hippokleas” homecoming. In this way, Slater’s redundant ‘terminal
exploits” would serve as a rhetoric of warning: it is not wise to be
envious of a Pythian victor; any envy or slander will be mirrored and
re-directed towards its originator.

By way of conclusion of my analysis of Pythian 10, I would say that
there is no way in which the chronological sequence of the mythical
events of the ode can be ascertained. It would be a mistake, however,
to ascribe this either to some sort of archaic conception of time, in
which different levels of pastness are not conceptualized, or to an
utter disregard of temporal affairs. Instead, Pindar’s ambiguous
representation of the myth’s chronological structure could be seen
as highly effective from a rhetorical point of view. On the one hand,
the blissful Hyperborean banquet in which Perseus once participated
may be viewed as resembling the Thessalian celebration of the
victor’s achievements in Delphi. On the other hand, and at the same
time, the audience may be warned implicitly not to aim any phthonos
towards the victor, thus risking a divine resentment being directed
towards themselves.

3 The Myth of Olympian 3

In a number of ways, the case of Pindar’s Olympian 3 is similar to that
of Pythian 10. Again, the myth, describes an encounter with the
Hyperboreans; and again, the chronological sequence of the events is
heavily debated. The story runs as follows:

[2] Pindar Olympian 3.12-35

(...) kbopov éAaiag, Tdv mote

"Iopov &md oklapdv

Tayav évelkev Ap@itpuwviddag,
puvapa t@v OAvunia kdAAiotov GEOAWY, 15

dayov YrepPfopéwv neloaig AndA-
Awvog Bepamovta Adyw:
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TOTA PPOVEWV ALdG aiTel TTavdOK W
GAoel oklapdv Te PUTELPA
Euvov avBpdmolg oTé@avdv T’ Gpetdv.
"HOn ydp adt®, matpl pev Bowudv é(yl—
oévTwv, dixounvig GAov Xpuodppatog
gomépag 0@BaAuOV dvtépAels Mrjva,

Kal peydAwv déOAwv ayvav kpiowv
Kol mevtaetnpid’ aud
Bfike (abEo1g €M KpNuUVOiG AAPeOD”
GAN 00 KaAd d€vpe’ EBaAlev
X®pog €v Paooaig Kpoviov MéAomog.
Tovtwv €30€ev yuuvog avtd Kamog o-
Eelong Umakovépev avyaic deliov.
AY) TOT €¢ yaiav mopevev Bupdg dpua

Totplav viv: &vOa Aatodg intnocda Buydtrp
dé€at’ ENBSVT "Apkadiog dnod depdv

KOl TOAUYVAUTTWV HUX@V,
€0TE Vv dyyeAiong

EVpuoféog évtv’ avdayka matpdbev
XpLodkepwv EAagov

BrAsiav GEovd’, dv mote Tavyéta
Gvtibeio’ 'OpOwoiag Eypapev iepav.

Tav pebénwv 1de kal ketvav x06va
nvolaiq Smbev Bopéa

Yuxpod* 601 OdpParve otabeig.

TV viv YAukUG Tuepog Eoxev
dwdekdyvaunrov mept téppa Spdpov

tnnwv @utedoat. Kal vuv £€¢ TavTav £op-
Tav TAaog dvtiféotoy vioetal

obv Babulivouv d1dvpoic maist Adag.

(...) adornment of olive, which once
Amphitryon’s son brought
from the shady springs of Ister
as the fairest memorial of the contests at Olympia,

after he persuaded the Hyperborean people,
Apollo’s servants, with his speech;

in sincerity of heart he requested for Zeus’ all-welcoming

precinct a shady plant

for men to share, and a crown for deeds of excellence.

Already the altars had been

dedicated to his father, and Moon in golden chariot at

20

25

30

35

15

35
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mid-month had her evening’s full eye, 20

and he had established the holy judging of the
great games, together with a four-year festival, on
Alpheos’ sacred banks.
But the land of Pelops in the vales of Kronos’
hill, was not flourishing with beautiful trees. Without
them, the enclosure seemed naked to
him, and subject to the sun’s piercing rays.
Then it was that his heart urged him to go 25

to the Istrian land, where Leto’s horse-driving daughter
received him on his arrival from
Arcadia’s ridges and much-winding valleys,
when through the commands of Eurystheus
his father’s compulsion
impelled him to bring back
the golden-horned doe, which once Taygeta
inscribed as a holy offering to Orthosia. 30

In pursuit of her he saw, among other places,
that land behind the blasts of cold
Boreas; there he stood and wondered at the trees.
A sweet desire seized him
to plant the trees around the twelve-lap turn
of the hippodrome. So, now he graciously
comes to that festival, together with
the godlike twins, sons of deep-girdled Leda. 35

First, a quick glance at the story as it unfolds. In line 14, we are
informed that Heracles, Amphitryon’s son, ‘once’ introduced
(Eveikev) the olive tree in Olympia; thus, its foliage could serve as the
fairest memorial of the sacred games. Subsequently, the story traces
its steps backward in time, first mentioning the request that
Heracles poses to the Hyperboreans to obtain the tree in line 17
(aite1). The movement backward is continued in lines 19-25, which
explain the hero’s desperate need for the olive tree and its shadowy
foliage. Having founded the games in Olympia, Heracles realized that
a lack of trees and shadow was a major threat to his festival; thus, it
is stated in lines 25 and 26 that his heart then urged him to travel to
the Hyperboreans to fetch the tree. From a structural point of view,
the myth now seems complete, as &1 téte line 25 (referring back to
f0n yép in line 19) and yaiav Totpiav in line 25/26 (referring back to
"lotpov &mod oklapdv maydv in line 14) both conclude a ring-like
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pattern; in this way, it seems that nothing prevents the ode from
readily turning to the present.

By means of the relative €vOa, followed by the aorist 8é€arto,
however, something else happens. But what exactly? The story tells
us of Artemis, Leto’s horse-driving daughter, who once received the
hero in the land of the Ister, where the Hyperboreans live. We are
informed that Heracles was sent by Eurystheus to pursue the
Cerynean hind, one of Artemis’ sacred animals. While chasing this
hind, Heracles marvels at the Hyperborean olive trees; only after a
repeated reference in lines 33 and 34 to his desire to plant these
trees at the site of the games in Olympia, the ode returns to the
present.

How, if at all, should the chronological sequence of the events of
this myth be reconstructed? Scholars are far from unanimous on this
point. The discussion focuses especially on d¢é€ato in line 27. The
aorist stem characterizes this action as completed, but its temporal
point of orientation is not immediately clear. Whereas some believe
that the verb brings us back to a level of time that precedes Heracles’
expedition to fetch the olive tree, others believe that the aorist
propels the story forward in time, shifting the scene from Heracles’
departure from Olympia to his advent in the land of the Ister. Along
similar lines, scholars have counted the number of journeys Heracles
makes to the Hyperboreans in various ways. Whereas some believe
that the chase of the Cerynean hind should be understood as
preceding his journey to fetch the olive tree, others consider the
hero to bring the hind back to Eurystheus and the olive tree to Zeus’
precinct in Olympia as a result of one and the same trip.

A proponent of the latter view is Illig."" To ground his thesis of
one trip, Illig gives an interesting explanation, arguing that the same
journey is motivated in two different ways. While pointing towards a
contrast between Hercules’ own initiative and Eurystheus’ cruel
commands, Illig indicates that the hero’s expedition is accounted for
from both an internal (Buuog dpua, 25) and an external (&yysAioig
EVpuoBéog vy’ avdyka, 28) point of view. According to Illig, the
same goes for Odaufoarve (32) and aitet (17), which would refer to the
same event, giving its psychological motivation (8dupaive, 32) as

" llig (1932: 58; 66).
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well as its immediate externalization in the form of the hero’s
request (aftet, 17).

In my view, Illig’s interpretation of one journey is attractive, but
nevertheless untenable. One of the problems is the explicit reference
in line 27 to Arcadia instead of the environments of Elian Olympia as
the starting point of Heracles’ chase of the hind (EA86vt’ Apkadiag
and depdv kal mMoAvyvdumtwv pux®v, 27)."* Another matter is
Heracles’ knowledge of the existence of the Hyperborean olive trees.
How could the hero, in need of shadowy foliage, have thought of
these trees without having visited the Hyperborean abode on a
previous occasion? Segal has argued that we shouldn't bother about
inconsistencies and illogicalities like this, claiming that Pindar fused
two stories into one without bothering to match the details."

But is it really necessary to accuse Pindar of such carelessness? I
do not think so. In fact, I believe that the story quite clearly
demarcates two journeys, with d¢€ato in line 27 entering upon a
level of time that precedes Heracles’ founding of the games. The
explicit reference to Arcadia instead of Elis as the hero’s point of
departure should, I think, not be taken as an inconsistency, but
(with, e.g. Robbins 1982: 297) as a ‘specifying phrase’ that
distinguishes Heracles’ chase of the hind as a separate episode. In
this way, the audience is guided to interpret 6é€ato as a past-in-the-
past, with a past reference point in time provided by the imperfect
Wpua in line 25.

But what about t@v viv yAukvg Tuepog €oxev in line 33?7 Many
commentators (e.g. Hamilton 1974; Lehnus 1981) are puzzled by this
line, maintaining that the temporal orientation of the sentence
alters as it unfolds. Hamilton puts it like this:

The first part of the sentence definitely refers to the trip on which he
first saw he olive (...) and the second seems to but could not since the
racecourse had not been built yet (...). A marvelous confusion."

With Robbins (1982) and Kéhnken (1983), however, I think there is
no need for any confusion; the ode’s recipient is helped, I think, by
means of ring-composition. In line 32, 661 picks up €vOa in line 26,

> Cf, e.g. Robbins (1982: 296-297).
Segal (1964: 265).
* Hamilton (1974: 61).
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thus forging lines 26-32 into a solid unit. In this way it may not be
very difficult to understand that the relative t@v in the subsequent
line propels the story forward in time instead of elaborating upon
Heracles’ chase of the hind;” this interpretation, moreover, is
corroborated by the back-reference of yAvkbg tuepog €oxev in line 33
to Bupog Gppa in line 25. In this way, we can be sure that lines 33
and 34 refer to Heracles’ trip to fetch the olive tree, which he
undertook on behalf of his own sweet desire.

While concluding the analysis of the Heracles-myth in Olympian 3,
it could be stated that a clear chronological sequence of the mythical
events can be dependably reconstructed by means of a close analysis
of the story. Its order of events has been neither lexicalized nor
grammatically formalized; instead, it can be reliably inferred from
the context in two different ways. Firstly, a phrase of specification
enables the ode’s recipient to use his knowledge of the world to
arrive at the correct interpretation. Moreover, the recipient is
guided by means of ring-composition, differentiating two separate
episodes, reflecting two separate journeys to the Hyperboreans.

But why does Pindar present his story in such an exceedingly
complex fashion? Part of the answer can perhaps be found in the
theme of guest-friendship that pervades the ode.

As most scholars agree, Pindar's Olympian 3 was (most probably)
first performed as part of a festival of theoxenia,' which celebrated
the advent of Castor and Pollux in Acragas. In the poem's opening
lines, the presence of the twins in their local precinct is hinted at:

[3] Pindar Olympian 3.1-3
Tuvdapidaig te prhoeivorg adelv
koA MmAokduw 0° EAéva
kAgwvav Akpdyavta yepaipwv elxouat,
Onpwvog ‘OAvpmiovikay
Vuvov 0pboaig

[ pray to please the hospitable Tyndarids
and Helen with beautiful locks
while rewarding renowned Akragas with my gift,

' Cf,, e.g. Robbins (1982: 289).

® For dissenting views, see esp. Frinkel (1961) and Shelmerdine (1987).
Compelling arguments for theoxenia as the festive context of the ode’s original
performance, however, have been provided by Robbins (1984) and Krummen (1991).
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raising a hymn in celebration
of Theron’s Olympic victory

In lines 39-41, moreover, the victory of Theron, the ode’s laudandus,
is presented as a gift in return for his and his family’s habit of
welcoming the Tyndarids with splendid feasts of celebration. We
may assume that theoxenia are meant:
[4] Pindar Olympian 3.38-41
(...) 2ug & v na
Bupog dtplvel auev Eupevidaig
Onpwvi T €TV k80g ebinmwv §186v-
twv Tuvdapidav, 8t mAeiotaiol fpotdv
Eewviaig avtoug émoiyovrat Tpamnéluig,
€00€PET yVWOUQ QUAGCCOVTEG LaKAPWY TEAETAC.

(...) Somehow, then, my heart urges me to declare
that to the Emmenids and Theron glory has come as a gift
from Tyndareos’ sons with splendid horses, because of all mortals
they honour them with the most numerous welcoming tables,
preserving the rites of the blessed with pious mind.

Heracles’ request for the olive tree embodies the same spirit of
friendship and harmony. The hero’s strategy in overcoming
difficulties is often characterized by the brutal use of force.”” While
obtaining the olive tree, however, Heracles persuades the
Hyperboreans by upholding a plea (Adyw, line 16) in which he
politely justifies his request. As such, the hero’s peaceful journey to
obtain the tree, undertaken on Heracles’ own account, is strictly
differentiated from his chase of the hind, undertaken on behalf of
Eurystheus, his cruel master. Some versions of this latter story
report an unpleasant or even violent encounter with Artemis." For
any violence or imminent violence, however, the myth indicates that
only Eurystheus is to blame (&yyeAiaig EDpuobéog évtv’ dvdyka, 28).
Ultimately, Heracles’ conduct during his first visit to the
Hyperboreans could even be ascribed to his divine father (ratpdfev,
28); after all, it was Zeus whose oath (deceitfully taken from him by
Hera) had made Eurystheus so powerful.”

1; Cf., e.g. Shelmerdine (1987: 73).
See Devereux (1966: 294-295).
See, e.g. Hom. Il 19. 95-133.
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On his second trip to the Hyperboreans, however, Eurystheus’
cruel commands are not to be feared. To emphasize this, the story
both starts (neioaig Aéy®, 15; motd @povéwv, 17) and ends (yAvkig
{uepog, 33) with a reference or references to Heracles’ peaceful and
trustworthy intentions while fetching the olive tree. Any
transgressive behaviour during his chase of the Cerynean hind is
thus structurally embedded in a sphere of honest friendship that
may perfectly befit the ode’s original festive occasion.

4 Conclusion

In conclusion, with regard to both Olympian 3 and Pythian 10, there is
no need to assume that Pindar and his audience had no interest in
different levels of pastness. Admittedly, the event order is not
indefeasibly coded in either of these odes. In Pythian 10, however,
the chronological ambiguity may serve to enhance the ode’s
encomiastic rhetoric, whereas in Olympian 3, the chronological order
of the mythical events can be reliably inferred from the context. In
fact, the ordering of the mythical events in both odes seems to
reflect the astute skills of the poet in presenting his stories in ways
that best serve his rhetorical purposes.



CHAPTER FOUR
DISCOURSE MODES AND BASES IN VERGIL’S AENEID *

Suzanne M. Adema

1 Introduction

The main story of the Aeneid starts when Aeneas is sailing towards
Italy and ends when the hero has reached these shores and kills
Turnus, thereby ending a war and paving the way for Rome’s
foundation. In between, the narrator of the Aeneid engages in a wide
variety of activities: he communicates with the Muses, his readers
and his characters, he describes and he tells the story. The aim of
this paper is to give an overview of these activities. That is, to give
an indication of the different ways in which Vergil presents his epic.
These ways of presentation may be described by means of two
parameters: discourse modes (Smith 2003) and the base from which the
narrator chooses to use these discourse modes (Cutrer 1994). First, I
will discuss the characteristics of the four discourse modes occurring
in the Aeneid, focusing on tense usage. The second section explains,
by means of the concept base, that the narrator does not only
present his story from his own point in time, but that he also has
another point in time available for his presentation, namely reference
time.” This insight will be used to show that each of the four
discourse modes is also used from a base in reference time, and thus

"I would like to thank Harm-Jan van Dam and Caroline Kroon for their
comments on earlier versions of this paper.

I use this term in a strict sense: the moment that is considered in a particular
part of the story is the reference time (Kamp & Rohrer 1983). The term reference point
or time is also used by Hinrichs (1986) and Partee (1983). As the narrator continues
his story, the reference time constantly shifts to a next part of the story time
(Partee 1983: 254; Dry 1983; Almeida 1995). Kamp & Rohrer derive their use of the
term explicitly from Reichenbach’s theory (Reichenbach, 1947), in which it is used
in a somewhat broader sense, i.e. in Reichenbach’s theory reference time may refer to
past, present, or future orientation moments.
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has a transposed variant. The last section considers one of these
transposed modes, the directing mode, in more detail, and presents
my view on the use of the so-called historic or narrative present as
the basic tense of most parts of the Aeneid.

2 Discourse Modes

In her book Modes of Discourse (2003), Smith provides tools to describe
the different ways of presentation in written texts by distinguishing
several discourse modes. The discourse mode Narrative, for instance,
covers past events and situations, usually presented in chronological
order. When engaging in Description, the narrator takes his time to
give the (physical) characteristics of, for instance, a certain object or
character in his story world. The reporting mode is similar to spoken
communication, as a narrator who is reporting actually ‘stops’ being a
narrator for a moment and talks about his present, future or past. In
addition to these discourse modes, we may also discern the
registering mode, which occurs less frequently and contains present
tense forms registering what is going on at the moment in which the
narrator writes or performs his story.’

The interpretation of tense forms is an important key to
recognize each of these discourse modes, but often not the only one:
their interpretations can be (partly) derived from linguistic elements
in the context, or from the semantic content. The use of tenses in
the several discourse modes can be neatly arranged in a Table.*

® The other two discourse modes as presented in Smith (2003) are Information
and Argument; cf. also Kroon’s contribution (this volume).
The infinitivus historicus is used in the Aeneid in the narrative mode and in the
directing mode (Adema forthc.).
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Table 1: The use of tenses in Discourse Modes

Discourse Mode Tense Interpretation5
Report Present tense Contemporaneous to time of
narrator, universal truths
Perfect tense Anterior to time of narrator

Imperfect tense | Contemporaneous to
orientation moment in past of

narrator
Future tense Posterior to time of narrator
Registering Present tense Contemporaneous to moment
of speech
Narrative Perfect tense Bounded in reference time

(in past of narrator)
Imperfect tense | Unbounded in reference time
(in past of narrator)
Pluperfect tense | Anterior to reference time
(in past of narrator)
Description Present tense Contemporaneous to time of
narrator

Imperfect tense | Unbounded in reference time

In the next section I will elaborate on the elements that characterize
each of these discourse modes, starting with the discourse modes
reporting and registering.’

3 Reporting and Registering

Report is similar to spoken, everyday communication in that it refers
to states of affairs presented in connection with the time of speech.

> All interpretations of the tenses are derived from their semantic value, as
described in Pinkster (1983, 1990).

® In my PhD-project I divided the Aeneid up according to the discourse modes. The
discussion that follows here is concerned with the features that are indicative of a
certain discourse mode, as they were found in the text of the Aeneid. Distributional
data will be part of my dissertation, which will also elaborate on why the narrator
might choose a certain discourse mode.
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The registering mode (example [3]) contains those states of affairs
that focus on the moment of utterance. It may be seen as a specific
type of report. As far as tense usage in the reporting mode is
concerned, the narrator uses present tense forms to communicate
states of affairs contemporaneous to his own point in time and
perfect tense forms to refer to states of affairs in his past.” In the
reporting mode, we find perfect tense forms, for instance, where we
would have expected imperfect tense forms if the narrative
discourse mode (see below) had been used, as is illustrated by the
following example. An imperfect tense form would have suggested
the actual start of a story, taking place in Carthage, whereas the
perfect tense form fuit presents its existence as a mere fact.

[1] Vergil Aeneid 1.12-17

Urbs antiqua fuit, Tyrii tenuere coloni,
Karthago, Italiam contra Tiberinaque longe
ostia, diues opum studiisque asperrima belli;
quam Iuno fertur terris magis omnibus unam
posthabita coluisse Samo; hic illius arma,

hic currus fuit

There was an ancient city, the home of Tyrian settlers,
Carthage, over against Italy and the Tiber’s mouth afar,
rich in wealth and stern in war’s pursuits.

This, ‘t is said, Juno loved above all other lands,
holding Samos itself less dear. Here was her armor,
here her chariot®

Apart from the use of the perfect, the construction of a verbum
dicendi in the actual present (fertur) and the perfect infinitive
(coluisse) is also typical for report.’

7 The imperfect tense is seldom used in the reporting mode; it may be used when
an explicit orientation moment or time span in the past of the narrator is given (e.g.
6.239ff, in which the perfect tense form fuit functions as a past orientation moment%.
An example of the future tense in the reporting mode is found in 9.447.

All translations are taken from: H. Fairclough, Virgil: Eclogues, Georgics, Aeneid,
part 1&2 (Loeb 1999).

Other examples are found in, for instance, 3.578; 4.204; 5.588; 6.14; 7.409; 7.735;
7.765; 8.600; 9.82; 9.591; 12.735 (see also Heinze 1903: 242). A remarkable feature of
this construction is that it may present a part of the story’s time line by means of
the non-narrative discourse mode of reporting (e.g. 4.203). The position of the state
of affairs expressed by the perfect infinitive on the time line of the story is
disregarded in these cases; instead, the narrator presents the state of affairs in
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The identification of the reporting mode may sometimes also
benefit from the content of the text. When, for instance, the
narrator uses the present tense to give information about Roman
nomenclature, the combination of the name of a Roman gens and the
present tense results in the realization that the present tense form
refers to the time of the narrator (and is not a praesens historicum), as
is illustrated by ‘domus tenet a quo Sergia nomen’ in the following
example.’

[2] Vergil Aeneid 5.116-123

uelocem Mnestheus agit acri remige Pristim,

mox Italus Mnestheus, genus a quo nomine Memmii,
ingentemque Gyas ingenti mole Chimaeram,

urbis opus, triplici pubes quam Dardana uersu
impellunt, terno consurgunt ordine remi;
Sergestusque, domus tenet a quo Sergia nomen,
Centauro inuehitur magna, Scyllaque Cloanthus
caerulea, genus unde tibi, Romane Cluenti.

Mnestheus with his eager crew drives the swift Sea Dragon,

soon to be Mnestheus of Italy, from whose name comes the Memmian
line; Gyas the huge Chimaera of huge bulk,

a city afloat, driven forward by the Dardan youth in triple tier,

with oars rising in threefold rank.

Sergestus from whom the Sergian house has its name,

rises in the great Centaur and in the sea-blue Scylla Clianthus,

whence comes your family, Cluentius of Rome!

Thus, the references to the time of the narrator make us interpret
the present tense form tenet in a different way than the present
tense forms agit, impellunt, consurgunt and inuehitur which are
instances of the praesens historicum (see below).

The present tense form tenet in domus tenet a quo Sergia nomen is
used because it refers to a state of affairs that is contemporaneous to
the moment of speech (Pinkster 1983). The scope of this tense form
is, however, somewhat wider than just the moment of speech. That
is, the state of affairs of tenet was also going on in the (more or less
immediate) past of the narrator and his expectation is that it will

connection with his own time by presenting it as a perfect infinitive subordinated to
areal present tense form of a verbum dicendi.

Of course this relative clause is not the only reported relative clause in this
passage. This passage contains three reported clauses about Roman gentes.
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also continue to be valid in his future. As a result, the interpretation
of the verb form tenet is of a more general character than that of
horresco, for instance, in the parenthetical clause horresco referens,
which interrupts Aeneas’ story about the death of Laocoon."

[3] Vergil Aeneid 2.203-205

ecce autem gemini a Tenedo tranquilla per alta
(horresco referens) immensis orbibus angues

incumbunt pelago pariterque ad litora tendunt;

and lo! from Tenedos, over the peaceful depths
— I shudder as I speak — a pair of serpents with endless coils
are breasting the sea and side by side making for the shore.

In accordance with this observation, we may discern a specific and
small group of present tense forms such as horresco, which register
what is going on at the moment of speech, in contrast to the present
tense forms in the reporting mode, which represent states of affairs
that imply a longer time span. The registering mode covers those
instances in a work of literature in which the narrator refers to the
very moment in which he utters (in written or spoken form) his
story.”

Returning to the reporting mode, I would like to add that this
mode may also be recognized by proximal deictic adverbs such as
nunc, but only if they refer to the time or place of the narrator. After
all, these proximal deictic adverbs may also refer to another time or
place than the world of the narrator (see below). Other
characteristics of report are first person verb forms, vocatives,
imperatives and interrogative words, often co-occurring in
apostrophes. The use of superlatives and comparatives is also found
in report, often in combination with the perfect tense form fuit. In
instances like these, it is the narrator who judges a character from
his own point in time, and assigns to him an appropriate

' This also holds for present tense forms which represent universal truths: they
are presented in the present tense as they are valid in the time of the speaker, and
we interpret them as generally valid because of their content, e.g. 7.327ff. (cf.
Pinkster 1998: 64-5).

It has to be said that the registering mode rarely occurs in the Aeneid. Apart
from this instance it is found at 1.1; 2.91; 2.134; 2.432; 2.506; 3.39; 6.528; 6.601; 7.44f.
and 9.525. I point out this mode because it is helpful in explaining the directing mode,
which I will present as the most important mode of the Aeneid (see below).
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comparative or superlative adjective, i.e. it is the narrator who tells
us that no one was more beautiful than Euryalus in example [4]."”

[4] Vergil Aeneid 9.176-181

Nisus erat portae custos, acerrimus armis,
Hyrtacides, comitem Aeneae quem miserat Ida
uenatrix iaculo celerem leuibusque sagittis,

et iuxta comes Euryalus, quo pulchrior alter

non fuit Aeneadum Troiana neque induit arma,
ora puer prima signans intonsa iuuenta.

Nisus was guardian of the gate, most valiant of warriors,

son of Hyrtacus, whom Ida the huntress had sent in Aeneas’ train,
quick with javelin and light arrows.

At his side was Euryalus — none fairer

was among the Aeneadae, or wore Trojan armor

— a boy who showed on his unshaven cheeck the first bloom of youth.

A very important feature of the reporting mode is the absence of
advancement of reference time, a feature that distinguishes it from
the discourse mode narrative. The discourse mode narrative takes
the relation between states of affairs into consideration, and
presents them as single elements on a larger time line. The reporting
mode considers the relation between an individual state of affairs
and the time of speech. This criterion usually helps to distinguish
between the narrative and the reporting mode, as may be illustrated
by a short sequence of reported perfect tense forms. The perfect
tense forms in this example serve to organize the story in that they
give an abstract of the scene to come." That is, they do not indicate
successive events on the time line, but summarize the actions that
Mars will perform in the next scene.

[5] Vergil Aeneid 9.717-719

Hic Mars armipotens animum uirisque Latinis
addidit et stimulos acris sub pectore uertit,
immisitque Fugam Teucris atrumque Timorem.
undique conueniunt, quoniam data copia pugnae,
bellatorque animo deus incidit.

" The reporting mode is used in the subordinate clause which is embedded in a
sequence presented in the discourse mode narrative (see below).
The term abstract is used in the sense of Labov (1972); see also Allan’s
contribution (this volume).



DISCOURSE MODES AND BASES IN VERGIL’S AENEID 49

At this Mars, the mighty in war, lent fresh strength and valor
to the Latins, and in their hearts plied his keen goads,

and let slip Flight and dark Terror among the Teucrians.
From all sides gather the Latins, since scope for fight is given,
and the god of battle seizes on their souls.

The perfect tense forms addidit, uertit and immisit announce that, in
the ensuing scene, Mars adds strength to the Latin soldiers,
stimulates them and sends fear to the Trojans without specifying the
order of these states of affairs. The actual scene then starts with the
present tense form conueniunt, and the present tense form incidit
indicates the carrying out of what was announced in the abstract. In
contrast to the perfect tense forms in this example, perfect tense
forms that do represent successive events on the time line of the
story are part of the discourse mode narrative.

4 Narrative

The tenses used in the discourse mode narrative are the perfect,
imperfect and pluperfect tense. The difference between the perfect
tense and the imperfect tense in the discourse mode narrative is that
the perfect tense denotes bounded states of affairs, whereas the
imperfect gives expression to unbounded states of affairs.” This
difference is illustrated in the example below, which starts with a
description of how and where the Italian peoples sought omens. The
imperfect tense forms mactabat and iacebat represent unbounded
states of affairs, i.e. their beginning and end are left implicit. The
perfect tense form reddita est refers to a bounded state of affairs, as
this state of affairs is presented as coming to an end.

[6] Vergil Aeneid 7.85-95

hinc Italae gentes omnisque Oenotria tellus

in dubiis responsa petunt; huc dona sacerdos
cum tulit et caesarum ouium sub nocte silenti
pellibus incubuit stratis somnosque petiuit,
multa modis simulacra uidet uolitantia miris

et uarias audit uoces fruiturque deorum
conloquio atque imis Acheronta adfatur Auernis.

' Tuse the terms bounded and unbounded in the sense of Depraetere (1995).
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hic et tum pater ipse petens responsa Latinus
centum lanigeras mactabat rite bidentis,

atque harum effultus tergo stratisque iacebat
uelleribus: subita ex alto uox reddita luco est...

From this place the tribes of Italy and all the Oenotrian land
seek responses in days of doubt: to it the priestess

brings the offerings, and as she lies under the silent night
on the outspread fleeces of slaughtered sheep and woos slumber,
she sees many phantoms flitting in wondrous wise,

hears many voices, holds converse with the gods,

and speaks with Acheron in lowest Avernus.

Here then, also, King Latinus himself, seeking an answer,
duly slaughtered a hundred woolly sheep,

and lay couched on their hides and outspread

fleeces. Suddenly a voice came from the deep grove...

In this example, et tum indicates the transition from a non-narrative
sequence back to a narrated sequence, more specifically, the
transition from a more general description of an Italian custom to
Latinus actually performing this custom. The imperfect tense forms
mactabat and iacebat are used to indicate what was taking place in
the reference time to which we return, before the narrator relates
the event of uox reddita est, thereby advancing reference time.

This advancement of reference time in the discourse mode
narrative plays a vital role in distinguishing it from the reporting
mode (as we have seen).'® The temporal progression in the discourse
mode narrative may be made explicit by means of adverbs marking
the sequence of the states of affairs such as deinde, inde, hinc, dehinc,
tum and post, as can be observed in the following passage."”

[7] Vergil Aeneid 1.728-740

Hic regina grauem gemmis auroque poposcit
impleuitque mero pateram, quam Belus et omnes
a Belo soliti; tum facta silentia tectis:

‘luppiter, hospitibus nam te dare iura loquuntur,

% The distinction between states of affairs which advance reference time
(usually bounded states of affairs) and states of affairs that do not (usually
unbounded) in the narrative mode may be used as a distinction between foreground
and background. For my opinion on the distinction of narrative texts into
foreground and background see Adema (2002), cf. also Smith (2003: 34f).

7 Asin example [5], the adverb hic indicates a change in discourse mode, namely
a change from the directing mode to the narrative mode (cf. Bolkestein 2000).
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hunc laetum Tyriisque diem Troiaque profectis
esse uelis, nostrosque huius meminisse minores.
Adsit laetitiae Bacchus dator, et bona Iuno;

et uos, O, coetum, Tyrii, celebrate fauentes.’
Dixit, et in mensam laticum libauit honorem,
primague, libato, summo tenus attigit ore,

tum Bitiae dedit increpitans; ille impiger hausit
spumantem pateram et pleno se proluit auro
post alii proceres.

Then the queen called for a cup, heavy with jewels and gold,

and filled it with wine — one that Belus and all of

Belus’ line had been wont to use. Then through the hall fell silence:
‘Jupiter — for they say that you appoint laws for host and guest —
grant that this be a day of joy for Tyrians and the voyagers from Troy,
and that our children may remember it!

May Bacchus, giver of joy, be near, and bounteous Juno;

and do you, Tyrians, grace the gathering with friendly spirit!’

She spoke, and on the board offered a libation of wine,

and, after the libation, was first to touch the goblet with her lip;
then with a challenge gave it to Bitias. He briskly drained

the foaming cup, and drank deep in the brimming gold;

then other lords drank.

In reference time queen Dido asked for a specific cup, then (tum)
everyone was silent. After her short speech, she was the first to
drink (prima), followed by Bitias, and eventually (post) the others.
Contrary to the perfect tense forms in example [5], those in example
[7] clearly represent successive events on the time line of the story.
In short, the discourse mode narrative is characterized by
progression along the story’s time line (Smith 2003: 14), whereas in
case of report this time line is left out of consideration and it is all
about the relation between the state of affairs and the narrator’s
time (Smith 2003: 16). A discourse mode in which reference time
temporarily comes to a halt is the describing mode (Smith 2003: 28).

5 Description

The describing mode is characterized by the absence of temporal
progression. Reference time does not advance, but the narrator takes
the time to describe an object in the fictive world. Instead of adverbs
that record temporal progression, words indicating location and
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spatial progression are found, such as ante, contra, ex ordine, nec procul
hinc and proxima. One could imagine that present tense forms are
used in the describing mode, in a description of an object or place
that also exists in the time of the narrator, but this does not seem to
happen in the Aeneid."

The narrator uses the imperfect tense to describe an object or
location in his past, as is illustrated by example [8]. The imperfect
tense forms condebat, surgebant and stridebat denote unbounded
states of affairs that are contemporaneous to reference time.

[8] Vergil Aeneid 1.446-449

Hic templum Iunoni ingens Sidonia Dido
condebat, donis opulentum et numine diuae,
aerea cui gradibus surgebant limina, nexaeque
aere trabes, foribus cardo stridebat aénis.

Here Sidonian Dido was founding to Juno a mighty

temple, rich in gifts and the presence of the goddess.

Brazen was its threshold uprising on steps; bronze plates
were its lintel beams, on doors of bronze creaked the hinges.

Reference time does not move while Dido’s devotional creation is
described, but this description certainly involves movement: the
narrator takes us up from the threshold and its stairs to the bronze
doors, adding sound to his description by means of stridebat.
Although reference time stands still, the picture definitely does
not."”

Narrators may thus narrate, describe, report, and register, and the
narrator of the Aeneid does all four. However, a division of the Aeneid
into these four discourse modes does not yield an appropriate
description of the tense usage in this epic work, since it does not

® See example [13] for a description in historic present tense forms. Cf. also Livy
22.4 for a present tense description which seems to be valid in his own time: et iam
peruenerant ad loca nata insidiis, ubi maxime montes Cortonenses in Trasumennum sidunt.
Via tantum interest perangusta, uelut ad [id] ipsum de industria relicto spatio; deinde paulo
latior patescit campus; inde colles adsurgunt. (The Carthaginians had by now reached a spot
naturally suited to an ambush, the area where Trasimene is at its closest to the mountains of
Cortona. Between the two there is no more than a narrow pathway, almost as if just enough
space had been deliberately left for Hannibal’s purpose! After this, the terrain widens a little
to form a plain, and beyond that rise some hills. Translation: J.C. Yardley (2006)).

19 see Kroon (this volume) for further characteristics of the describing mode and
its use in Ovid’s Metamorphoses.
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account for the extensive use of the present tense as the basic tense
of the story. The discourse modes as provided by Smith seem to
represent — as a result of her corpus — a speaker or narrator who is
based in his own point in time, whereas this is not always the case
with the narrator of the Aeneid. In fact, he usually positions himself
in the time of the story, using the present tense (the so-called
praesens historicum) to inform his readers of what is happening there.

6 Bases

Present tense forms which do not refer to the real life present of the
speaker generally occur in many contexts: recipes, stage directions,
synopses et cetera (Langacker 2001: 269). The function of the present
tense form, however, is the same in all these environments: the
speaker indicates that the state of affairs expressed by the present
tense takes place in what he has chosen to be his base (Pinkster 1983,
1990, Cutrer 1994, Langacker 2001).

In case of the so-called historic present the base is reference time.
This may be illustrated by means of an example. In the following
passage, a truce called earlier by Italians and Trojans is severely
threatened and eventually broken. We enter the scene after a speech
by Juturna, the sister of Aeneas’ main enemy Turnus. The present
tense forms serpit, uolunt, precantur and miserantur indicate what is
going on in reference time.

[9] Vergil Aeneid 12.238-243

Talibus incensa est iuuenum sententia dictis

iam magis atque magis, serpitque per agmina murmur:
ipsi Laurentes mutati ipsique Latini.

qui sibi iam requiem pugnae rebusque salutem
sperabant, nunc arma uolunt foedusque precantur
infectum et Turni sortem miserantur iniquam.

With such words the warriors’ resolve is kindled

yet more and more, and a murmur creeps from rank to rank.
Even the Laurentines, even the Latins are changed;

and they who but lately hoped for rest from the fray, and safety
for their fortunes, now long for arms, pray that the covenant be
undone, and pity Turnus’ unjust fate.
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Here, the reference time is contrasted to a time in the past of this
reference time: the Rutulians want to fight now, whereas in the past
they were hoping for a peaceful solution. The adverb nunc
emphasizes this contrast. At the same time, this adverb shows that
reference time is indeed available as a substitute ‘now’, or, in more
technical terms, it shows that reference time is available as a base.”
Not only do we find the present tense and the adverb nunc here,
indicating that the narrator takes reference time as his base, the
imperfect tense form sperabant and the perfect tense forms incensa
est and mutati confirm this. In accordance with their semantic value
(as given by Pinkster 1983, 1990), the imperfect tense form sperabant
refers to a state of affairs that is contemporaneous to an orientation
moment in the past of reference time (i.e. when everything was still
relatively peaceful), whereas the perfect tense form indicates
anteriority to the reference time. That is, Turnus’ resolve had
already been kindled in reference time, and the Latines had already
been changed.

The use of the present subjunctive in indirect speech and final
clauses also reflects the existence of a base in reference time, as is
illustrated by the example below: the indirect question depending
on edocet contains a present subjunctive constet.

[10] Vergil Aeneid 5.746-748

Extemplo socios primumque accersit Acesten
et louis imperium et cari praecepta parentis
edocet et quae nunc animo sententia constet.

Straightway he summons his comrades — Acestes first —
and instructs them of Jove’s command, the counsel of his dear father,
and the resolve now settled in his soul.

According to the rule of the sequence of tenses, an imperfect
subjunctive should have been used here. However, there is a
tendency for the so-called historic present to govern subordinate
clauses containing present or perfect subjunctives instead of
imperfect or pluperfect subjunctives respectively (Kithner-Stegmann

2 see Risselada (1998) for this use of nunc. Other deictic adverbs which take
reference time as their base (temporal or spatial) are procul (e.g. 2.42), ibi (e.g. 6.333),
modo (e.g. 11.141) and nuper (e.g. 6.338).
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1912: 11.2 176). This tendency is very strong in the Aeneid, and I think
we may, in the case of indirect speech, even call it a rule.”

In short, the narrator of the Aeneid may use two points in time as
his base: his own point in time and the reference time of his story. He
employs the aforementioned discourse modes from each of these two
bases, resulting in a set of eight ways of presentation, which can be
represented in diagram form.

Table 2: Overview of discourse modes and bases in Aeneid

Base Time of narrator Reference time
Discourse | Registering Transposed Registering: Directing
Mode Report Transposed Report

Narrative Transposed Narrative

Description Transposed Description

As can be seen, the directing mode (which will be the subject of a
separate section) is the counterpart of the registering mode.”” The
counterpart of the other discourse modes are transposed report,
transposed narrative and transposed description. As 1 will show below,
the interpretation of the tenses is the same in these transposed
modes as the interpretation in their counterparts; however, these
tenses relate to a base in reference time instead of a base in the time
of the narrator.

This means that in transposed report the present tense refers to
states of affairs that are valid in reference time because they are
valid in the fictive world as a whole, whereas the perfect tense
indicates anteriority to reference time. This may be illustrated with
reference to the ensuing passage, which is part of the catalogue of

! The imperfect or pluperfect subjunctive is never used in case of indirect
speech governed by a main clause in the present tense in the Aeneid, whereas it
contains 63 present subjunctives and 10 perfect subjunctives in indirect speech.
Only five final clauses governed by a present tense taking its base in reference time
contaln a pluperfect or imperfect subjunctive (against 52 present subjunctives).

? Whereas the other discourse modes used from a base in reference time simply
get the addition transposed, the directing mode has been given a separate name. The
reason is that it slightly differs from its counterpart, the registering mode, and,
moreover, occurs far more often than registering, which is rare.
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Etruscan peoples in book 7. Within these catalogues, the narrator
provides elaborate information about the participating peoples. This
information is universal from the point of view of the fictive world;
the present tense colunt in line 714 is generally valid in that context
(as is bibunt in 714), but not contemporaneous to the narrator’s time.

[11] Vergil Aeneid 7.711-716

una ingens Amiterna cohors priscique Quirites,

Ereti manus omnis oliuiferaeque Mutuscae;

qui Nomentum urbem, qui Rosea rura Velini,

qui Tetricae horrentis rupes montemque Seuerum
Casperiamque colunt Forulosque et flumen Himellae,
qui Tiberim Fabarimque bibunt, quos frigida misit
Nursia, et Ortinae classes populique Latini...

With him came Amiternum’s vast cohort, and the ancient Quirites,
the whole band of Eretum and olive-bearing Mutusca;

those who dwell in Nomentum’s city and the Rosean country

by Velinus, on Tetrica’s rugged crags and Mount Severus,

in Xasperia and Foruli, and by Himella’s stream;

those who drink of Tiber and Fabaris, those whom cold Nursia sent,
the Ortine squadrons, the Latin peoples...

This passage also exemplifies the use of the perfect tense in the
transposed reporting mode: the perfect tense form misit in line 715
denotes a state of affairs that took place in the remote past of
reference time. The city of Nursia has sent the people which are
‘now’, i.e. in reference time, marching on the plains of Italy, hence
the perfect tense form misit.”

Apart from the perfect and present tenses, future tense forms also
occur in one instance of the transposed reporting mode (12.500). The
narrator announces that the day will come (erit) that Turnus will
regret taking Pallas’ armor (cf. Pinkster 1999). The imperfect tense
form sperabant in example [9] is an instance of an imperfect tense

2 It has to be said, however, that the base often is not clear in case of perfect
tense forms denoting states of affairs that took place in the remote past of reference
time. That is, one often cannot, and perhaps should not, decide between normal
reporting and transposed reporting: what matters is that the state of affairs took
place before reference time (i.e. analepsis in narratological terms). Such ambiguous
perfect tense forms are found, for instance, in facts about the origin of a character,
e.g. in 5.39 where genuit is a perfect tense form denoting a state of affairs both
anterior to the narrator’s time and anterior to reference time.
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form in transposed report. It obviously denotes a state of affairs that
is contemporaneous to an orientation moment in the past of
reference time (i.e. when everything was still peaceful).

Transposed narrative, like narrative presented from the time of the
narrator, may contain perfect, imperfect and pluperfect tense forms.
Transposed narratives are narratives which, for some reason, are
presented from the point of reference time. The reason for this may
be that the narrator first informs his readers about one character
and later on fills them in on the actions of another by engaging in a
short narrative (e.g. 9.1ff.). Another reason may be that the narrator
relates these states of affairs because it is not until this point in his
story that they are relevant, and I think we should read the passage
below in this way. Dido has decided to commit suicide not only
because of Aeneas’ behaviour, but also because of signs she received
earlier.

[12] Vergil Aeneid 4.450-456

Tum uero infelix fatis exterrita Dido

mortem orat; taedet caeli conuexa tueri.

quo magis inceptum peragat lucemque relinquat,
uidit, turicremis cum dona imponeret aris,
(horrendum dictu) latices nigrescere sacros

fusaque in obscenum se uertere uina cruorem;

hoc uisum nulli, non ipsi effata sorori.

Then, indeed, awed by her doom, luckless Dido

prays for death; she is weary of gazing on the arch of heaven.

And to make her more surely fulfil her purpose and leave the light,
she had seen, as she laid her gifts on the altars ablaze with incense
— fearful to tell — the holy water darken

and the outpoured wine change into loathsome gore.

Of this sight she spoke to no one — not even her sister.

The states of affairs of uidit, imponeret and effata together form a
narrated sequence of events which is anterior to reference time. The
narrator looks back on a separate time line on which these events
took place while taking his base in the reference time of orat, taedet
and the subjunctives peragat and relinquat.”* The narrator has thus

* Of course, it is not only the narrator who looks back on these events: the
subjunctives suggest that Dido herself is also remembering them (i.e. focalization;
see Bal 19977, De Jong [1987] 20047).
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stopped directing the states of affairs (see below) to narrate what
happened in the past of reference time, while reference time
remains his base (i.e. the discourse mode changes whereas the base
remains the same).

Transposed description contains present tense forms which denote
unbounded situations in reference time, connected to each other by
means of spatial rather than temporal adverbs (see Kroon, this
volume). The example below contains nine present tense forms,
none of which advances reference time. However, adverbs do
indicate spatial progression through the scenery: first a description is
given of how the waves break on the sand, then the narrator turns
his and our eyes to the huge cliffs enclosing the scenery and
proceeds to describe the part in the middle of these cliffs. Non-visual
characteristics end this description.

[13] Vergil Aeneid 1.159-169

Est in secessu longo locus: insula portum

efficit obiectu laterum, quibus omnis ab alto
frangitur inque sinus scindit sese unda reductos.
Hinc atque hinc uastae rupes geminique minantur
in caelum scopuli, quorum sub uertice late

aequora tuta silent; tum siluis scaena coruscis
desuper, horrentique atrum nemus imminet umbra.
Fronte sub aduersa scopulis pendentibus antrum,
intus aquae dulces uiuoque sedilia saxo,
nympharum domus. hic fessas non uincula nauis
ulla tenent, unco non alligat ancora morsu.

There in a deep inlet lies a spot, where an island forms a harbor
with the barrier of its sides, on which every wave from the main
is broken, then parts into receding ripples.

On either side loom heavenward huge cliffs and twin

peaks, beneath whose crest far and wide is the stillness

of sheltered water; above, too, is a background of shimmering woods
with an overhanging grove, black with gloomy shade.

Under the brow of the fronting cliff is a cave of hanging rocks;
within are fresh waters and seats in the living stone,

a haunt for nymphs. Here no fetters imprison weary ships,

no anchor holds them fast with hooked bite.

Of course, present tense descriptions of scenery such as this one are
ambiguous with respect to the base used: the narrator may be
describing actual places from a base in his own point in time, and the
reader is left wondering whether this place could possibly be real.
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The base is always clear, however, in case of the use of the so-
called historic present: these present tense forms are valid in
reference time alone and clearly identify reference time as their
base. These present tense forms form part of the directing mode.

7 Directing Mode

The directing mode is the counterpart of the registering mode.
Concretely, they have in common that their present tense forms
denote states of affairs that are valid in a relatively short period of
time, either the moment of speech or reference time. They represent
what the narrator experiences in his immediate environment, i.e. his
base. As such, both the registering mode and the directing mode are
characterized by the use of the present tense. The perfect tense and
the imperfect tense also occur in the directing mode, when they
indicate states of affairs that happened or were happening
immediately before reference time.”” However, instances of these
tenses in the registering mode are not found in the Aeneid.

The narrator of the Aeneid rarely registers what he experiences in
his own immediate environment. In contrast to the rare occurrence
of the registering mode in the Aeneid, its counterpart, the directing
mode, is the discourse mode used most frequently. In this discourse
mode, the narrator registers what he experiences, or rather pretends
to experience, in the reference time of his fictive world, and the
reference time advances as the narrator goes through his story.”
This means that, since reference time functions as a base, the base
also advances, like present time does in real life: as one speaks, time
ticks away. This specific type of temporal progression is what
characterizes the directing mode. The particular type of temporal
progression in the directing mode is explained best by means of an
example in which advancement of reference time is indisputable,

% E.g. incensa est in 12.238 (example [9] above), and tenebant and lambebant in
2.209ff.: fit sonitus spumante salo; iamque arua tenebant | ardentisque oculos suffecti
sanguine et igni | sibila lambebant linguis uibrantibus ora. (Adema 2004).

% f. Pinkster (1990: 225) and Kroon (2002), who describe the use of the present
tense by means of the metaphor of (the pretense of) an eye-witness report.
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such as the subsequent finishing of the three best contesters in the
running contest in book 5.

[14] Vergil Aeneid 5.337-339

emicat Euryalus et munere uictor amici

prima tenet, plausuque uolat fremituque secundo.
post Helymus subit et nunc tertia palma Diores.

Euryalus darts by and, winning by the graces of his friend,
takes first place, and flies on amid favoring applause and cheers.
Behind come Helymus, and Diores, now third prize.

Here, the reference time advances from the time in which Euryalus
emerges and finishes (emicat, tenet, uolat) to that in which Helymus
completes the race (subit) and ultimately to Diores’ finish (nunc). The
present tense forms represent a base in reference time, and,
therefore, it is not only reference time that advances: the base and
the narrator are inextricably linked to reference time and, as a
result, they also move ahead. The temporal progression seems
similar to that in real life; reference time, base and narrator advance
as story time is progressing, like time ticking away in, for instance,
the sports commentaries of our own time. Nevertheless, there is a
very important difference between the advancement of reference
time and that of real time: whereas real time moves by itself,
reference time does not. It is, in all respects, the narrator who makes
time tick.”

In short, the narrator is responsible for progression of reference
time as he advances along the time line of his story and, as such, is in
control. Moreover, he still has access to his knowledge about the
story as a whole (Quinn, 1968: 91), while using reference time as his
base, and may, for instance, refer to the further course of events
from a base in reference time (e.g. 9.315). The narrator of the Aeneid

*” The advancement of reference time is often marked by means of adverbs
indicating the sequence of the states of affairs such as tum, deinde, inde, hinc and
dehinc. Apart from these adverbs which indicate the sequence in a rather neutral
way, the narrator also uses sequencing adverbs with a sense of suddenness or
surprise such as continuo, ecce, extemplo, repente, subito, nunc, ocius, tum uero and
perhaps even iam (see Risselada & Kroon 2004). I would like to stress here that it is
not the narrator for whom these states of affairs are surprising: he intends to make
it apparent that the characters were not expecting this (i.e. focalization), at the
same time evoking a feeling of surprise in his audience.
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may also add his own reflections when he uses the historic present
in rhetorical questions and apostrophes.”® When he relates how
Pallas is carried away from the battlefield, the narrator adds his own
comment to this horrible event by means of an apostrophe,
containing the present tense forms aufert and linquis (which are
contemporaneous to reference time).

[15] Vergil Aeneid 10.505-509

at socii multo gemitu lacrimisque

impositum scuto referunt Pallanta frequentes.
dolor atque decus magnum rediture parenti,

haec te prima dies bello dedit, haec eadem aufert,
cum tamen ingentis Rutulorum linquis aceruos!

But with many moans and tears his friends

throng round Pallas and bear him back lying on his shield.

0 you who will go home as a great grief and yet great glory to your
father, this day first gave you to war, this also takes you from it,
the day when yet you leave behind vast piles of Rutulian deaths.

As is also shown by the future participle rediture and the proximal
pronoun haec, the narrator maintains a base in reference time while
taking his time to comment. By keeping a base in reference time and
commenting on Pallas’ death as he is taken from the battlefield, the
narrator is able to both maintain and enforce the picture of Pallas
lying on his shield, thereby creating a powerful dramatic effect.

As Chafe (1994: 208) points out, the present tense as used in
stories is merely a pretense that the speaker perceives the state of
affairs at the moment of speech. Such a view of the present tense
takes into consideration that the narrator shows that he knows more
than his adopted position in time, if pursued in full, would allow.
Chafe’s theory provides another fruitful perspective on the use of
the present tense taking its base in reference time in the Aeneid. His
term displaced immediacy (1994: 195ff.) describes the possibility for
written fiction of combining features of language which are
‘immediate’, i.e. which refer to the time and place of a speaker, and
features of language which are displaced, i.e. features that refer to

%8 An example of a present tense form related to a base in reference time in a
rhetorical question is found in 4.66. An apostrophe which contains questions and
has an announcing function starts in 11.665.
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other times and places than the speaker’s (e.g. his past or future).
Immediate deictic adverbs such as ‘now’ and ‘today’ are for instance
combined with displaced past tense forms in English literature.” In
these terms, the narrator of the Aeneid combines the deixis of
immediacy (both adverbs and tense) with the knowledge of
displacement, hence creating an effect of displaced immediacy.”

A metaphor explaining the use of the present tense as a basic
tense of the story in the Aeneid should allow for this displaced
immediacy. It may be fruitful to see the narrator of the Aeneid in the
role of the director of a play which is taking place on a mental stage
not merely simultaneously to his directions, but exactly because of
these directions (Bakker 2005: 169). That is, the narrator evokes the
events and situations of his story in the minds of his readers by
uttering them (cf. Langacker 2001: 269). The term directing mode
(instead of, for instance, immediate or mimetic stance, terms used by
Bakker 1997c and Kroon 2002) makes clear that the use of reference
time as an alternative base is a presentational game of which both
narrator and reader are aware (Bakker 1997c: 78), as is illustrated in
the invocation in [16]." The questions in this sequence are part of
the reporting mode, whereas the relative clause (nunc agit) concerns
the events ‘on stage’.

[16] Vergil Aeneid 12.500-504

Quis mihi nunc tot acerba deus, quis carmine caedes
diuersas obitumque ducum, quos aequore toto
inque uicem nunc Turnus agit, nunc Troius heros,
expediat? tanton placuit concurrere motu,
Tuppiter, aeterna gentis in pace futuras?

Which god can now unfold for me so many horrors, who in song can

¥ see Chafe (1994: 250) for an example.

I simplify Chafe’s distinction between immediacy and displacement for
clarity’s sake. Please note that the present tense does not occur in Chafe’s examples
of displaced immediacy. As far as deixis is concerned, his displaced immediacy combines
proximate (i.e. immediate) spatiotemporal adverbs with past (displaced) tenses
(Chafe 1994: 236). He states that ‘this use of the past tense to establish displaced
immediacy is more effective than an extended use of the historic present, above all
because displaced immediacy creates the duality that is essential to art.” (Chafe
1994: 236) Although in the Aeneid such duality may not be created by means of
combining proximal adverbs with past tense forms, its occurrence is certainly
shown in the combination of immediate deixis and displaced knowledge.

' Cf. also 10.163ff.
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tell such diverse deaths, and the fall of captains, whom now Turnus,
now the Trojan hero, drives in turn all over the plain?

Was it your will, Jupiter, that in so vast a shock nations should clash
that thereafter would dwell in everlasting peace?

It seems as if the narrator is standing halfway between the stage and
his own world: one leg stands besides the stage, a position from
which he may report and ask the gods for help, and the other is
placed upon this stage, thus enabling him to effectively direct what
is going on ‘live on stage’.

Not only does the metaphor of a mental stage allow for a narrator
in control of what is happening ‘now’ in the fictive world, it also
leaves room for the long recognized visual aspect of the style of the
narrator of the Aeneid, on which the metaphor of the eye-witness
report focuses (cf. also Fowler 1997).

The narrator of the Aeneid seems to use the directing mode to give
his readers the illusion of actually witnessing the directed states of
affairs whereas they are, at the same time, still guided by the
narrator. Seeing the narrator of the Aeneid as a director in charge of
what happens on the (virtual or mental) stage combines well with
views on those epics which were orally composed. The epic genre is
seen as a genre of performance: the poet does not merely narrate his
story, but performs it (Bakker 1997b: 55; 2005: 175).” In writing his
epic poem, Vergil uses the present tense to achieve the effect of an
oral performer who entertains his audience by conjuring up events
and situations on a (mental) stage, as he advances through the times
and places of this fictive world (cf. Fleischman 1990: 93).”

8 Conclusion

In this paper, I have given an overview of the ways of presentation
used by the narrator of the Aeneid, and I have paid special attention
to how we may recognize the discourse mode and base used.

2 See Nagy (1992, 1996) and Bakker (1997b, 1999) for a discussion of the Homeric
epics as performed poetry. Fleischmann (1990) discusses medieval performed epics.
Perhaps Vergil took this from Ennius (cf. Ann. 1.83-100). Note that Homer does
not use the present tense as a basic tense of his story. He has other means to
‘verbalize things as if they are seen’ (Bakker 1997b: 55, see also Bakker 2005).
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Unfortunately, it is impossible to give unequivocal criteria such as:
‘whenever you see nunc, the narrator is reporting’. Instead, it is the
combination of adverbs, tenses and content which leads the reader
to a certain interpretation of these adverbs, tenses and content.

A division into discourse modes seems to provide a useful
alternative to the somewhat vague distinction between the
foreground and background in a story or other written text (Smith
2003: 34-35). The directing mode is the most important mode in the
Aeneid, and we might even call it the ‘default mode’. The other modes
may be seen as modes with which the narrator provides material
that is in some way subsidiary to the directing mode or, rather,
material that provides the preliminaries in order to make the directing
possible. The reporting mode, for instance, may be seen as subsidiary
to the directing mode in that it structures the story and provides the
(first century B.C.) reader with the information necessary to
understand the story and see it in the light of his own time. The
description mode provides the literal background, in that it ‘sets up
the stage” on which the directed states of affairs take place.

Classifying the Aeneid into different sections according to
discourse modes and bases may also prove to be fruitful in
contrasting this particular epic to works of other genres, for instance
historiography, or to other works within the epic genre, as Kroon
does in her contribution (this volume) on Ovid.**

** In my dissertation, the Aeneid is contrasted with parts of Livy’s Ab Urbe Condita.
Michiel van der Keur has contrasted the use of tenses and discourse modes in the
Aeneid with an excerpt of book 13 of Silius’ Punica as part of his master’s thesis
(Vrije Universiteit 2006).



CHAPTER FIVE

DISCOURSE MODES AND THE USE OF TENSES IN OVID’S
METAMORPHOSES

Caroline H.M. Kroon

1 Introduction: Ovid as a Static Storyteller'

There are many ways in which Ovid’s Metamorphoses differs from
more prototypical manifestations of the epic genre like Vergil’s
Aeneid. A widespread view for instance, elaborated in literary studies
like D&scher (1971) and Solodow (1988) is that the narrative of the
Metamorphoses is static and pictorial, especially when compared to
the dynamic way of narrative presentation in the Aeneid. In my
contribution, I would like to show that this observation can be
supported and qualified by a linguistic analysis of the internal
coherence of a number of stories in the Metamorphoses.” If we start
from the common assumption that coherence in narrative is
essentially based on the dynamic progress of successive events, a
relevant question would be how textual coherence and textual
advancement is achieved in a narrative text considered to be quite

! This article is an adaptation of papers read at the 13th International Colloquium on
Latin Linguistics (Brussels, March 2005) and the Dutch Latinist Day 2006 (Leiden,
January 2006). I thank Michiel van der Keur, Harm Pinkster, and the students of the
master seminar Latin Text Linguistics (spring 2006) for their critical remarks on an
earlier version. I also thank Suzanne Adema for many stimulating discussions on the
topic.

% The corpus consists of ten stories in books 2, 4, 6 and 8 of the Metamorphoses.
For details see Table 3 below. As yet, the structure and coherence of individual
stories in the Metamorphoses has received little attention in Ovid Forschung. Rare
examples are the analysis of the Pygmalion story by Klug (1999) and of the story of
the daughters of Anius by von Albrecht (1999: 201-207), both based on the use of
tenses. Useful observations on episode structure more in general can be found in
Déscher (1971: 238 f.) and Bernbeck (1967). For an overview of the abundant
literature on the macrostructure of the Metamorphoses as a whole, see Crabbe (1981)
and Tsitsiou-Chelidoni (1999: 269-271, note 2); not included in these overviews is the
more recent study by Wheeler (2001).
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static in nature. Textual coherence, more specifically use of tenses
creating coherence, thus functions as a starting point and frame of
reference for this discussion of an essentially literary observation.

Fundamental for my analysis is the insight that texts are usually
not monolithic, and that narrative texts rarely consist of
sequentially related events only. In addition to such narrative
sequences in a strict sense, the episodes of a narrative may also
contain, for instance, descriptive or argumentative passages. As I
argued in earlier studies (Kroon 2000; 2002), and has also been shown
by Smith (2003), these alternating narrative, descriptive,
argumentative, etc. passages can be described in terms of various
different discourse modes, a term I derive from Smith.> These
discourse modes, which, in a sense, can be seen as the linguistic and
local correlate of what in today’s research into text linguistics is
usually called text type, can each be characterized by a different set of
linguistic features. These features reflect different principles of
textual advancement and, hence, of textual coherence.

I assume that in Ovid’s Metamorphoses — not unlike what we find
in Vergil’s Aeneid — individual stories are commonly mixtures of
three different types of discourse mode, which each display different
principles of text progression: Narrative (in a strict sense), Report and
Description. However, the presentation of the stories in the
Metamorphoses seems to differ, as we will see later on, in two
important ways from Vergil’s approach in the Aeneid. Firstly, I will
argue that in the Metamorphoses the discourse mode Description is
used more pervasively and freely than in the Aeneid; and secondly, I
will try to show that in the Metamorphoses, in contrast to what
appears to be the case in the Aeneid (see Pinkster 1999 and Adema
this volume), the advancement of the story usually takes its base in
the time of the narrator and not in reference time.*

After an introduction of the various discourse modes and the
general use of tenses in the Metamorphoses (section 2), 1 will
concentrate in section 3 on the particular use of the historic present

* In Kroon (2000; 2002) I use the term discourse mode in a different way. For the
sake of clarity, and in conformity with Adema’s contribution in this volume, I adopt
Smith’s terminology here.

By reference time I mean the hic et nunc of the story, i.e. the particular moment
that is considered at a certain point in the narrative. See also Adema (this volume).
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in this poem, which will appear to be the pivotal point in a
discussion on Ovid’s narrative style, when compared to, for instance,
Vergil's style in the Aeneid.

2 Discourse Modes, Text Advancement, and Interpretation of Tense

A good starting point for the discussion, as already observed above,
is the fact that texts (literary or not) are usually not monolithic. For
an essentially narrative text this means that it is not only composed
of series of sequentially related events (which is a common
definition of the narrative text type), but also, for instance, of a
number of smaller or larger descriptive, argumentative or
informative segments. These alternating segments can be described
in terms of various different discourse modes. Smith (2003)
distinguishes six of these modes: Narrative, Report, Description,
Information, Argument and Direct Discourse.” Each of these modes is
characterized by a number of distinguishing principles of textual
coherence and textual advancement and, therefore, by a distinct set
of linguistic features. A passage in the narrative discourse mode, for
instance, is assumed to advance in a different way than a descriptive
passage, thus displaying a different set of linguistic coherence
phenomena.

Similar to the story of the Aeneid (Adema, this volume), the
individual stories in the Metamorphoses mainly involve the discourse
modes Narrative, Description and Report. Both works also contain, of
course, a considerable amount of Direct Discourse, which I will leave
out of my discussion.® As hinted upon above, however, the
presentation of the stories in the Metamorphoses appears to differ in
two significant ways from the presentation of the story in the Aeneid:

* Inthe Metamorphoses, the narrative advancement of the story
usually takes its base in the time of the narrator
(retrospective base; basic tense is the perfect), and not in

Z Smith does not claim exhaustivity on this point.
Le., in as far as they do not have the form of an extended embedded story,
which is often the case in the Metamorphoses.
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reference time (story-internal base; basic tense is the
historic present);

* In the Metamorphoses, the discourse mode Description is used
more pervasively and with more variation than in the Aeneid,
displaying a significant use of the present tense.

In the remainder of this article, I intend to relate the qualification of
Ovid’s narrative style as relatively ‘static’ to (i) the observation that
the investigated sample of stories displays a more frequent and a
more varied use of the discourse mode Description than of the
discourse mode Narrative; and (ii) to the observation that if the poet
does use a narrative discourse mode, this mode is usually short-lived
and more often characterized by a retrospective base (= base in
narrator’s time) than by an internal base (= base in reference time).”
The use of tenses will serve as the main guide line in the discussion.

2.1 Discourse Modes

Let us first have a closer look at the various discourse modes and
their characteristic features, by means of an illustrative passage. The
excerpt below is taken from the story of Procne and Philomela in the
sixth book of the Metamorphoses, and displays a clear alternation of
the discourse modes Narrative (NAR), Description (DES), and Report
(REP).

[1] Ovid Metamorphoses 6.553-562 (Procne and Philomela) ®
iugulum Philomela parabat NAR

spemque suae mortis uiso conceperat ense;

ille indignantem et nomen patris usque uocantem

luctantemque loqui comprensam forcipe linguam

abstulit ense fero.

radix micat ultima linguae, DES

’ These observations seem to be in line with Solodow’s conclusion (1988: 72; 132)
that Ovid’s narrative style, in contrast to Vergil’s, does not allow any of Ovid’s
characters to engage our interest for long, and that it is the author himself (rather
than any figure in the poem) who is the center of interest.

For the Latin text, I follow the edition of Tarrant (2004). The translations are,
with slight adaptations in the representation of the Latin tenses, taken from D.E.
Hill, Ovid’s Metamorphoses, vol. 1-2, Warminster (1985-1992).
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ipsaiacet terraeque tremensimmurmurat atrae,
utque salire solet mutilatae cauda colubrae,
palpitat et moriens dominae uestigia quaerit.

hoc quoque post facinus (uix ausim credere) fertur REP
saepe sua lacerum repetisse libidine corpus.

Philomela was offering him her throat
and, when she saw his sword, had conceived a hope of death;
as her tongue protested, calling all the time on the name
of her father, and struggling to speak, he caught it in pincers
and took it out with his cruel sword.

The end of its root flickers while
the tongue itself lays trembling and muttering on the black earth,
and as the tail of a mutilated snake will jump,
it quivers and, as it dies, is looking for its mistresses’ tracks.

Even after this crime (I would scarcely dare to believe it), they say
he often sought her torn body again in his lust.

Narrative is defined by Smith as a mode which is characterized by
events and states, and in which advancement is mainly achieved by
the succession of bounded events.’ The interpretation of sequence
may arise when verbal forms convey that the initial endpoint of one
event follows the endpoint of another, like in the sequence ueni uidi
uici. Together these states of affairs form a series of subsequent
reference times along which the narrative evolves. Whether an
event is bounded depends on the semantic type of state of affairs
(dynamic or static), and on the aspectual viewpoint (perfective or
imperfective) from which the state of affairs is presented.

Absent in Smith’s account, but essential for the present
investigation, is the insight that it is possible to distinguish two
different narrator positions (or bases; cf. also the contribution by
Adema):

* retrospective position (base in narrator’s time); basic tense
(i.e. the tense that is responsible for the advancement of
reference time) in Latin is the perfect. From this position the

° In addition, narrative advancement may be indicated by temporal adverbs like
deinde, tum, etcetera. For the difference between states (or ‘situations’) and events,
see e.g. Pinkster (1990: 16-19).
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narrator recounts, with his own time as temporal anchor,
what took place in reference time."

(story-)internal position (base in reference time); basic tense
(i.e. the tense that is responsible for the advancement of
reference time) in Latin is the (historic) present. By using
this position, the narrator pretends that the moment of
narration coincides with reference time, i.e. the moment in
the story at which the narrated events actually take place. As
the reference time advances, the base also moves."

Figure 1: Narrator positions in the narrative discourse mode*

retrospective * basic tense: perfect

* implication of distance between reference
— | time and narrator/audience

* reference time advances

internal * basic tense: present

* reference time and narrator’s position are
pretended to coincide

* both reference time and narrator advance

V< Z
=z
Vo7

In example [1] above, the first five lines are presented in the
discourse mode Narrative, and from a retrospective narrator
position. There is one bounded event in the perfect tense, by means
of which the reference time of the story is moved up: abstulit, the
cutting off of Philomela’s tongue. In addition there is one unbounded
event in the imperfect, parabat, which is valid during (and before)
the reference time indicated by abstulit, but which does not, by itself,
serve to advance the story in a forward direction. The same holds for
the state implied by the pluperfect conceperat.

The discourse mode Report is also characterized by events and
states (including certain types of general statives®), but in this

% This is what Adema (this volume) refers to as the narrative mode; see also n.
15.
™ This is what Adema (this volume) refers to as the directing mode, which, as I
will1 argue below, seems to be a less relevant concept as far as Ovid is concerned.
5 Figure 1 is adapted from Adema (2005). N stands for Narrator.
The term general statives is reserved by Smith (2003) for patterns and
regularities, both generic and non-generic.
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particular mode, the individual events are not necessarily related to
one another in a strictly consecutive way: rather, they are each,
individually, related to the speaker’s time. What advances the text in
this mode is not the dynamism of subsequent events creating
subsequent reference times, but rather the position of the reporter,
which gradually advances in time. In example [1] repetisse (the fact
that Thereus kept visiting Philomela on a regular basis) is presented
in the discourse mode Report, as is indicated by a number of
elements in the surrounding context: uix ausim credere, fertur, and
saepe are all signals of a speaker reporting past events as essentially
related to his own present rather than to each other.

Description, finally, is a mode which is characterized mainly by
states and ongoing events, as well as by repeated, habitual or
otherwise generalizing events." The reference time in this mode is
stable or suspended, without dynamism, and the text advancement
is spatial rather than temporal in nature: the text advances as the
focus of interest moves from one part of the depicted scene or object
to another. The interpretation of tense is not, as in the narrative
discourse mode, continuous and progressive, but anaphoric: all
sentences of a passage in the description mode have the same
reference time, which they usually borrow from a state of affairs in
the directly preceding context. In example [1] the central part of the
passage is presented in the description mode. The tense of the states
of affairs described (micat, iacet, immurmurat, palpitat, quaerit) is
anaphoric in the sense that they do not each by themselves
introduce a new reference time, but rather take their reference time
from the preceding abstulit and the moment of the tongue falling
onto the ground, implied by abstulit.

The above can be summarized as follows:

M smith (2003) uses the term general statives for the latter category, see also note
13.
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Table 1: Characteristics of the main discourse modes in the
Metamorphoses and the Aeneid®

Narrative Report Description
Type of state of events events states
affairs states states ongoing events
general statives | general statives
(patterns)
Type of text temporal temporal spatial
advancement (advancement of | (advancement of
reference time) | the position of
the speaker)
Interpretation of | continuous deictic (related | anaphoric
tense to the speaker)
Position of speaker | speaker’s time speaker’s time speaker’s time
(= base) (= retrospective) (= retrospective)
reference time reference time
(= internal) (= internal)

2.2 The Use of Tenses in Ovid and Vergil: Some Hypotheses

After this brief introduction of the concept of discourse mode we can
now turn to the actual use of tenses in the Metamorphoses, and the
hypotheses we might formulate in the light of the dynamic/static
discussion. In view of the common evaluation of Ovid’s narrative
style as more static than Vergil’s, we might expect to find, in
comparison to the Aeneid, a relatively high amount of pluperfects
and imperfects in the Metamorphoses (both tenses which do not
advance reference time), and a relatively low amount of perfects, the
reference time advancer par excellence. This expectation is, however,
not borne out by the statistics, as appears from Tables 2 and 3, which

Y The discourse mode Narrative might be split into two subcategories,
according to whether the base of the narrator is in speaker’s time or in reference
time. With regard to Vergil, Adema (this volume) refers to these two subcategories
as Narrative and Directing, respectively. For the sake of clarity, and because the
directing submode does not seem to play a significant role in Ovid (see below), I
prefer to present the two submodes under one heading.
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show the distribution of narrative tenses in main clauses in a sample
of 1604 verses from Vergil’s Aeneid and of 1354 verses from Ovid’s
Metamorphoses. The data for Vergil are from Pinkster (1999), those
for Ovid are based on my own sample of ten stories.'

Table 2:Distribution of narrative tenses in main clauses in Vergil’s
Aeneid"” and Ovid’s Metamorphoses'®

narr.pr | narr.pf | auth.pf” | impf plqpf total
(report)

Virgil 467 127 19 66 13 692
(1604 67% 18% 3% 10% 2% 100%
lines)
Ovid 440 239 28 89 36 832
(1354 53% 29% 3% 11% 4% 100%
lines)

' The sample is arbitrary in the sense that the stories chosen formed the
assignment for the Dutch final school exams in Latin in 2005. Although it is my
impression that the sample is more or less representative for the Metamorphoses as a
whole, there are some indications that in the later books (when myth gradually
turns into history and the subject matter partially overlaps with that of the Aeneid,
cf. also Solodow 1988, ch. 4) Ovid’s way of presenting the story comes closer to
Vergils’ style in the Aeneid. In a sample consisting of two stories from book 13 and 14
(13.408-575; 14.75-157), the bounded events appear to be almost as frequent as the
unbounded events, whereas in five of the ten stories of the original sample the
unbounded events clearly outweigh the bounded events (research papers by Cecilia
Orban and Paulien Out, master seminar on Latin Text Linguistics (spring 2006)). See
also below.

7" pen. Book 2; book 4 (1-400); book 5 (1-400); the data for the Aeneid are based on
Pinkster (1999). For more statistics on the Aeneid see also Quinn (1968).

Instances that are ambiguous between a present and a perfect reading, I have
assigned to either the category perfect or the category present, mainly on the basis
of content and surrounding context. The inaccuracy that this may have caused in
the statistics is, however, negligible.

° Auth. pf. stands for ‘authorial perfect’, a term which Pinkster more or less
seems to use for what I call, in this article, the use of the perfect in the report mode.
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Table 3: Distribution of narrative tenses in main clauses in ten stories
of Ovid’s Metamorphoses

narr. | narr. | auth. pf | impf | plgpf | total
pr pf (report)
1. Mercury, Herse &

Aglauros 48%° 24 1 8 4 85
Met. 2.708-832 (125 1.) 56% 28% 1% 9% 5% 100%
2. Pyramus & Thisbe 27 23 6 6 2 64
Met. 4.55-166 (112 1.) 42% 36% 9% 9% 3% 100%
3. Hermaphroditus &

Salmacis 40 20 - 3 - 63
Met. 4.288-388 (101 1) 63% 32% 5% 100%
4, Niobe 46 28 - 9 11 94
Met. 6.146-312 (167 1) 49% 30% 10% 12% 100%
5. Lycian farmers 22 13 4 3 3 45
Met. 6.313-381 (69 1.) 49% 29% 9% 7% 7% 100%
6. Procne & Philomela | 119 42 - 15 5 181
Met. 6.424-674 (251 1) 66% 23% 8% 3% 100%
7. Scylla & Minos 14 11 3 13 6 47
Met. 8.6-151 (146 1) 30% 23% 6% 28% 13% 100%
8. Althaea & Meleager | 40 25 - 6 2 73
Met. 8.414-532 (128 1.) 55% 34% 8% 3% 100%
9. Philemon & Baucis 41 23 13 8 1 86
Met. 8.611-724 (114 1) 48% 27% 15% 9% 1% 100%
10. Erysichthon 43 30 1 18 2 94
Met. 8.738-878 (141 1) 46% 32% 1% 20% 2% 100%
TOTAL (1354 lines) 440 239 28 89 36 832

53% 29% 3% 11% 4% 100%

What do these figures tell us? For one thing, that the use of the
‘backgrounding’ tenses imperfect and pluperfect (which usually
designate states and ongoing events) is not significantly more
frequent in the Ovid sample than in the Vergil sample. Hence, the
impression of a ‘static’ or ‘pictorial’ presentation in the

% Not included are 12 present tense forms of which the designation of actual or
historic reading is ambiguous (11 verb forms in lines 775-782; and est in 1. 761).
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Metamorphoses cannot simply be ascribed to, and explained by, a
relatively frequent use of these tenses.

Another observation from the Tables above is that the relative
frequency of the ‘narrative’ perfect (i.e. the frequency of the
narrative perfect as compared to the other tenses) is significantly
higher in the Metamorphoses-sample than in the Aeneid-sample. There
is a big difference also in an absolute sense between the frequency of
the perfect tense in the Ovid-sample and in the Vergil-sample:
whereas in the Metamorphoses-sample, the perfect occurs once every
5.7 lines, in the Aeneid-sample this is the case only once in every 12.6
lines.” At first sight, this observation seems contrary to the
impression that Ovid’s narrative presentation is more static than the
presentation in the Aeneid, on the assumption that a dynamic way of
story-telling relies especially on the use of the perfect tense.

All in all, these figures, combined with what we know about the
use of the present tense in Vergil (Pinkster 1999, Adema 2005; this
volume), may lead to the conclusion that the difference in narrative
presentation (dynamic versus more static) may be related to how
both authors make use of the historic present. My hypothesis on the
basis of Table 2 is, therefore, that the Aeneid and the Metamorphoses
differ significantly as to their use of the (historic) present tense, and
that the observed differences in narrative style between both works
is reflected by a different use of this particular tense. In the
following section, I will focus on Ovid’s specific use of the present
tense, and on the various narrative techniques in which this tense
plays a role.

3 The Use of the Present Tense in Ovid’s Metamorphoses

The historic present is usually considered a stylistic alternative to
the perfect tense. As such, it is the basic tense for continuous
narrative in the Aeneid (Pinkster 1999; Adema, this volume). Section
3.1 discusses this particular use of the present tense in the

! Although the Metamorphoses sample is relatively dense in main clause
narrative tenses (once every 1.6 lines, against once every 2.3 lines in the Aeneid
sample), this difference cannot fully explain the difference in frequency of the
perfect tense in both poems.
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Metamorphoses, which will appear, in fact, to be quite marginal. In
section 3.2 we will focus on the use of the historic present as an
alternative to the imperfect, which, by contrast, will prove to be a
highly characteristic feature of the Metamorphoses, and indicative of
the work’s alleged lack of narrative dynamicity. In both sections,
special attention will be given to the possible motivations for using
the present tense, which will point to a number of typically Ovidian
narrative techniques.

3.1 The Present as an Alternative for the Perfect?

In the Aeneid, the historic present is the basic tense for continuous
narrative, that is, for consecutive bounded events which gradually
advance the reference time, with the special effect of an eyewitness
account which is typical of a mode in which reference time and
narrative base are pretended to coincide (Pinkster 1990; 1999).” This
particular use of the present tense is, however, quite marginal in my
Metamorphoses-sample, and usually confined to isolated instances
instead of longer series. In the cases involved, the perfect tense
would indeed also have been possible, but the use of the present
tense always seems to be clearly motivated on account of its
particular semantic value, which in Pinkster (1990, ch. 8; 1999) is
described in terms of simultaneity with speech time. There are two
groups of instances in my sample, one in which the events in the
present indicate a narrative peak (example [2]), and one in which the
present tense forms are used for what I call zoom (example [3]).

[2] Ovid Metamorphoses 6.343-348 (Lycian farmers)
forte lacum mediocris aquae prospexit in imis
uallibus; agrestes illic fruticosa legebant

uimina cum iuncis gratamque paludibus uluam;
accessit positoque genu Titania terram

pressit, ut hauriret gelidos potura liquores.
rustica turba uetat; dea sic adfata uetantes:

‘quid prohibetis aquis?’

By chance she saw before her a lake of moderate size at the bottom

2 Adema (this volume) prefers to use the metaphor of ‘directing’ or ‘directed
performance’ of the narrator, rather than that of an eyewitness account.
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of the valley; the country people were gathering bushy osiers
there and rushes and the sedge that favours marshes.

Titania approached and knelt down

upon the ground to scoop up the cool water to drink it.

The rustic mob forbids her. As they forbade the goddess spoke so:
‘Why do you keep me from the water?’

In the example above, a retrospective narrative discourse mode,
carried by three perfect forms (prospexit, accessit, pressit, indicating
successive events) and one imperfect form (legebant), is temporarily
interrupted by one brief ‘internal’ moment in the present tense
(rustica turba uetat), which is undeniably the most central and
emotional event in the entire story of the Lycian farmers, with some
far-reaching consequences: the farmers prevent Latona from the
logical next step in the narrative sequence, Latona’s drinking from
the pool. After this brief moment of internal presentation the story
continues with another perfect form, adfata.

In [3], from the story of Hermaphroditus and Salmacis, the
present is used for ‘zooming in’, a technique also known from the
Aeneid and for which Quinn (1968: 94) uses the term ‘tracking
forward: the camera starts, so to speak, at a certain distance and
gradually moves closer, spatially and temporally, to the events and
location which are to be the centre of the narrative. We arrive in
Lycia, and eventually at the actual scene of the action in Caria, via a
‘previous history’ of ignotis locis and ignota flumina The alternation of
narrative tenses and, hence, of narrative bases (from retrospective
to story-internal) clearly has a text structural effect. This
structuralizing effect is enhanced further by the use of the relatively
‘heavy’ anaphoric pronoun ille in a position where, on account of the
fact that the current discourse topic is continued, we could have
expected a ‘lighter’ form of anaphoric reference, or even a zero
anaphora (i.e. ellipsis of the subject).”

23 See also Doscher (1971: 243f) for the Metamorphoses.

2 For the use of ille at boundaries in the structure of the text, see also Bolkestein
(2000) and De Greef (2004). The anaphoric pronoun ille is typically used when the
attention in a text shifts from a person or object with topic status to another person
or object present in the scene. When used by Ovid in an environment of topic
continuity, the anaphoric use of ille always seems to coincide with some other type
of break in the continuity of the text, as is the case in example [3], where ille
coincides with a shift in narrative base, and also e.g. in Met. 1. 322-323, where ille
occurs at the transition from a narrative mode to a report mode (research papers by
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[3] Ovid Metamorphoses 4.292-298 (Hermaphroditus & Salmacis)
is tria cum primum fecit quinquennia, montes

deseruit patrios Idaque altrice relicta

ignotis errare locis, ignota uidere

flumina gaudebat, studio minuente laborem.

ille etiam Lycias urbes Lyciaeque propinquos

Caras adit: uidet hic stagnum lucentis ad imum

usque solum lymphae;

As soon as he had lived three times five years, he left his father’s
mountains and abandoned Ida where he’d been brought up

and began to enjoy wandering in unfamiliar places and seeing
unfamiliar rivers with a zeal that made light of toil.

He even went to the Lycian cities and to the Lyceans’ neighbours,
the Carians; here he sees a pond of water

gleaming all the way to the bottom.

3.2 The Present as an Alternative for the Imperfect?

Much more frequently, however, than as an alternative for the
perfect tense in a narrative discourse mode, the present tense in the
Metamorphoses appears to be used in a description mode, for
indicating states of affairs which refer to states, ongoing events, and
habitual or repetitive events — in other words, for states of affairs
that do not contribute to the advancement of the reference time of
the story. As such, the present tense seems to be in competition with
the imperfect more often than with the perfect.”” The use of the
present tense instead of the imperfect, is, again, quite
understandable on the basis of the semantic function of the present.
In my sample of ten stories, we can distinguish four types of
motivations for using the present instead of the imperfect, which are
exemplified in [4]-[11].

A first motivation seems to be a deliberate play with the potential
ambiguity of the present tense in a narrative text, which can get an

Inez van Egeraat and Mark Woertman, master seminar on Latin Text Linguistics
(spring 2006); Michiel van der Keur, research report (July 2006)).

% This particular use of the present can also be found in the Aeneid, but on a
much smaller scale (Pinkster 1999; Adema, personal communication). According to
Oldsj6 (2001, § 9.1), in Latin historiography the historic present does not function as
an alternative for the imperfect at all.
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actual, historic, or universal/eternal reading. This ambiguity can be
illustrated by example [4] below, which continues the passage cited
under [3]:

[4] Ovid Metamorphoses 4.297-304 (Hermaphroditus and Salmacis)
uidet hic stagnum lucentis ad imum

usque solum lymphae; non illic canna palustris

nec steriles uluae nec acuta cuspide iunci;

perspicuus liquor est; stagni tamen ultima uiuo

caespite cinguntur semperque uirentibus herbis.

nympha colit, sed nec uenatibus apta nec arcus

flectere quae soleat nec quae contendere cursu,

solaque naiadum celeri non nota Dianae.

Here he sees a pond of water
gleaming all the way to the bottom. There is*® no marsh reed there,
nor barren sedge, nor rushes with pointed tips:
the water is clear, but the edge of the pond is surrounded
by a fresh lawn, with grass that was always green.
A nymph liues there, not one that is good at hunting or used
to bending a bow or competing in a chase,
and the only one of the Naiads unknown to swift Diana.

In the first line of example [4] we are dealing, as we have seen, with
the discourse mode Narrative, in which the present tense form videt
requires a historic interpretation: Hermaphroditus has reached
Caria, where he discovers a pond (adit, uidet; historic presents). A
description of the pond follows, ending in the observation that it is
the residence of a nymph (nympha colit, 302), who, in turn, now
becomes the object of a description herself (not cited here). By
means of the (continued) use of the present tense, the narrator
seems to deliberately leave it undecided whether the present tense
in the description would call for a specific and historic reading, or
for an eternal reading (i.e. as continuing outside the borders of the
specific story world referred to here and still valid at the narrator’s
time).” Ovid seems to prefer this type of ambiguity over the
transparancy of the imperfect, which, of course, can only be given a
historic interpretation.

*® Hill translates: ‘There was no marsh reed there’. He also uses past tenses for all
the other verbs in this passage.
Perhaps illic in 1. 298 may be seen as an explicit indication for the latter
interpretation; more research on deictic words is needed here.
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A comparable use of the ambiguity of the present tense can be
seen in example [5]. The passage, taken from the story of Mercury,
Herse and Aglauros in book 2, illustrates a frequent Ovidian
technique which I call hint of universality. It concerns the gradual and
almost unnoticed fading from the specific and time-bound to the
general (perhaps even generic) and timeless.

[5] Ovid Metamorphoses 2.773-783 (Mercury, Herse and Aglauros)

utque deam uidit formaque armisque decoram, NAR
ingemuit uultumque una ac suspiria duxit.
pallor in ore sedet, macies in corpore toto, DES

nusquam recta acies, liuent rubigine dentes,

pectora felle uirent, lingua est suffusa ueneno.

risus abest, nisi quem uisi mouere dolores,

nec fruitur somno, uigilacibus excita curis,

sed uidet ingratos intabescitque uidendo

successus hominum carpitque et carpitur una
suppliciumque suum est. quamuis tamen oderat illam,

talibus adfata est breuiter Tritonia dictis: NAR

And, when she saw the goddess resplendent in beauty and in arms,
she groaned and screwed up her expression in a deep sigh.

Her face has a settled pallor, she is gaunt in all her body,

her gaze is never straight, her teeth are foul with decay,

her breasts are green with bile and her tongue is drenched in poison.
She has no smile, except one brought by the sight of other’s sorrows,
and she never enjoys sleep, roused as she is by wakeful cares,

but she looks at men’s unwelcome success

and wastes away as she looks; gnawing and gnawed together,

she is her own punishment. But, however much she hated her,
Tritonia still spoke briefly to her with words like this:

In the preceding context, the narrator has told us how Minerva,
plotting revenge on Aglauros, arrived at the house of personified
envy, the highly unattractive Invidia. The first lines of the fragment
cited here (773-774), show us Invidia’s reaction on the arrival of the
goddess, after which there is a description of Invidia in the form of a
series of states in the present tense. As a result of the semantic
coherence evoked by the succession of the words uultum and ore (774
and 775), the description seems to start out as merely valid within
the time frame of the specific story world referred to: when the
description starts, time is suspended and sedet seems to be
anaphorically related to the reference time established in the
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previous text by duxit. But gradually, starting from nusquam in line
776, the present tense forms appear to break out of the specific time
frame of the story, and acquire a universal and generic validity. This
universal description is rounded off by the paradox carpitque et
carpitur, from which we return to the actual story world.”

In a text in which metamorphoses play such a prominent role and
in which the story world described in fact pertains to a dimension
out of time”, this gradual fading from specific to general/generic,
and from time-bound to timeless, does not come as a surprise and
finds a suitable conveyance in the use of present tense, which, in
contrast to the imperfect, is always able to evoke and underline this
ambiguity. This is not to say that we do not come across longer
descriptions in the imperfect tense in the Metamorphoses, as is
illustrated by example [6], which contains a comparable description
of Fames, hunger personified. It is my impression, however, that the
use of the imperfect in the description mode is rare in the
Metamorphoses.”

[6] Ovid Metamorphoses 8.799-809 (Erysichthon)

quaesitamque Famem lapidoso uidit in agro NAR
unguibus et raras uellentem dentibus herbas.
hirtus erat crinis, caua lumina, pallor in ore, DES

labra incana situ, scabrae rubigine fauces,

dura cutis, per quam spectari uiscera possent;
ossa sub incuruis exstabant arida lumbis,
uentris erat pro uentre locus; pendere putares
pectus et a spinae tantummodo crate teneri.
auxerat articulos macies genuumque tumebat

% For the role of paradoxes and sententiae in the Metamorphoses, cf. Déscher
(1971: 256) and Solodow (1988: 46-52); see also below, in the discussion of example

[7].
2 f. solodow (1988: 122): ‘All the stories, and all their parts almost, might be
taking place in a single moment, an eternal present’.

As a matter of fact, the passage in [6] seems to be one of the very few examples
in the Metamorphoses in which a description mode is characterized by the imperfect
tense. Suzana Rensburg-Dapcevska (research paper, master seminar on Latin Text
Linguistics (spring 2006)) found no close parallels in the Metamorphoses. The use of
the imperfect (instead of the present) in this particular instance may have been
triggered by the embedded focalization (we see Fames through the eyes of the
nymph, cf. uidit in line 799 and 809), but obviously more research is needed here. Cf.
also Smith (2002: 71): ‘The imperfective viewpoint is known to be hospitable to
particular perspectives. The imperfect focuses on an internal interval of a situation
and is traditionally said to involve an ‘internal perspective’ (Comrie 1976)’.
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orbis et inmodico prodibant tubere tali.
hanc procul ut uidit.... NAR

Searching for Hunger, she saw her in a stony field

tearing at the sparse vegetation with her fingernails and teeth.
Her hair was shaggy, she had hollow eyes, a pallid face,

lips white from disuse, throat raw and blighted,

and hard skin through which her bowels could be seen;
shrivelled bones stood out under her hollow loins,

her belly was a space for a belly; you would think her breasts
were hanging off and only just held up by the rib cage on her spine;
her thinness had enlarged her joints, her knee joints

were bulging and her ankles stood out immensely swollen.
When she saw her from afar...

A third motivation for using the present instead of the imperfect has
to do with the technique of ‘zoom’, a phenomenon we have
encountered already, in a slightly different form, in the context of
the narrative discourse mode (see example [3] above). Examples [7]
and [8] below serve as an illustration. Both involve an extended
passage in the description mode, which as a whole has a preparative
function with regard to a central narrative incident that follows
later on (indicated in the examples by NAR). In both descriptive
passages the imperfect tense is, at a certain point, replaced by the
present, as if to announce that the text is gradually approaching a
major focus of interest (i.e. the narrative incident that is to follow
the description). Another way of saying this, is that the retrospective
base from which the description is presented at first, is changed into
a story-internal base for a certain reason.

The Description passage in [7] is a good example of Ovid’s static
and pictorial narrative style. The passage is taken from the
beginning of the story of Mercury, Herse and Aglauros, in which the
poet describes how Mercury falls in love with the beautiful Herse.
The passage quoted is the introduction to a second part of the story,
in which we will be confronted with the ruses of Herse’s jealous
sister Aglauros, and which will eventually lead to the description of
Invidia cited in example [5] above.

[7] Ovid Metamorphoses 2.708-726 (Mercury, Herse and Aglauros)
Hinc se sustulerat paribus Caducifer alis, DES
Munychiosque uolans agros gratamque Mineruae

despectabat humum cultique arbusta Lycei.

illa forte die castae de more puellae
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uertice supposito festas in Pallados arces
pura coronatis portabant sacra canistris.

inde reuertentes deus aspicit ales iterque Z0OM
non agit in rectum sed in orbem curuat eundem
ut uolucris uisis rapidissima miluus extis, SIM

dum timet et densi circumstant sacra ministri,

flectitur in gyrum nec longius audet abire

spemque suam motis auidus circumuolat alis,

sic super Actaeas agilis Cyllenius arces

inclinat cursus et easdem circinat auras.

quanto splendidior quam cetera sidera fulget SIM
Lucifer et quanto quam Lucifer aurea Phoebe,

tanto uirginibus praestantior omnibus Herse

ibat eratque decus pompae comitumque suarum.

obstipuit forma Ioue natus... NAR

The staffbearer took himself up away from here on his balanced wings
and, as he flew, looked down upon the Mun. fields and Minerva’s
favourite earth and the woods of the cultured Lyceum.

It happened on that day that chaste girls in accordance with the
custom,were carrying on top of their heads pure and sacred objects
in garlanded baskets to the citadel of Pallas on the festival.

The winged god notices them as they are coming back from there and
does not take a straight path but veers round into the same arc.

Just as the kite, swiftest of birds when it has seen entrails,

wheels round in a circle while it is afraid and the priests

stand crowding around the sacrifice, and it dares not go too far away
but, with flapping wings, flies eagerly around what it is hoping for;
even so the eager Cyllenian diverts his course above

the Actaean citadels and circles through the same air.

Just as Lucifer shines more brightly than the other

stars, and just as Phoebe outshines Lucifer,

even so was Herse outstanding over all the maidens

as she went and was the glory of the procession and her companions.
Jove’s son was dumbfounded by her beauty...

In the above example we first see Mercury, flying high in the air and
looking down on the Athenian earth, where at the same time a group
of girls, among whom the beautiful Herse, is heading to the temple
of Pallas. Mercury then narrows his view and keeps circling above
the procession of the girls. The use of the present tense (adspicit, agit,
curuat) is quite explainable here, considering that there is a
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transition from visual ‘distance’ to visual ‘proximity’.”' With the
exception of the final verse of the fragment, the entire passage 708-
725 may be regarded as a Description: the states of affairs referred to
are all unbounded events, which are presented as continuing or in
progress. This means that they do not, by themselves, establish a
shift forward in the reference time of the story. It is in this sense
that the episode can indeed be said to be lacking in narrative
dynamism. As is common in the description mode, the textual
progression is mainly of a spatial nature: the text does not so much
advance by a gradual shift of the story’s reference time, as by
shifting the attention, within one and the same scene and one and
the same reference time, alternately from Mercury high in the air, to
Athens and the procession of Athenian girls below.

It is significant how, shortly before zooming in (see the indication
zooM in line 714), the narrator skillfully manages to imply a shift in
reference time (the only one in the entire passage) without having to
switch to a narrative discourse mode: by means of the participle
reuertentes it is implied (rather than stated), that the inherently telic
state of affairs sacra portare in arces, which, by virtue of the imperfect
tense, was presented as being in progress, has indeed reached
completion and is now followed by a next event on the time line. The
narrative discourse mode is apparently overruled here by the
description mode: the narrator adroitly jumps from picture to
picture, while keeping the dynamic narrative framework to a
minimum.

After this subtle, non-dynamic way of shifting the reference time,
the description is continued, this time by means of present tense
forms which suggest a gradual zooming in or focusing, in the sense
of working up to a narrative incident that is to follow. It is possible
to consider aspicit here as a brief narrative moment in an otherwise
descriptive environment, as Hill’s translation seems to imply. This is,
however, not strictly necessary: in addition to the momentaneous
meaning ‘to catch sight of’, aspicere can also mean ‘gaze upon’ or ‘to
examine with the eyes’, states of affairs that in essence can be

*! Zooming in (from general to specific, from the outside to the inside, from
broad to narrow, etc.) is a common narrative technique in the Metamorphoses (cf.
Déscher 1971), as well as in the Aeneid (cf. Quinn 1968).
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presented as being in progress, as is the case in, for instance, line 748
of this story (not cited here).”

The impression of a description in separate images, instead of the
narration of a series of bounded events, is enhanced further by the
insertion of two similes, indicated in example [7] by the abbreviation
siM. In my sample (cf. also example [1] above and [11] below), similes
appear to be a recurrent feature of the discourse mode description,
and have the effect of a picture within a picture. Like the use of
paradoxes and sententiae, and the use of the present tense, they can
be seen as a means to release the descriptions from their specific and
time-bound framework, and to ‘raise’ them to a general and timeless
plane.”

Example [8] offers a comparable instance of a description mode in
which, for reasons of ‘zoom’, the imperfect tense is substituted, after
several lines, by the present tense.” The structural boundary
involved here is not only signalled by a change in tense (pointing to
a change in the narrator’s base), but also by the significant use of the
relatively strong anaphoric pronoun illi in line 48, in a case of
continuity of the discourse topic (see also example [3] above, and
note 24).

[8] Ovid Metamorphoses 8.32-45 (Scylla & Minos)
cum uero faciem dempto nudauerat aere DES
purpureusque albi stratis insignia pictis
terga premebat equi spumantiaque oraregebat,
uix sua, uix sanae uirgo Niseia compos
mentis erat: felix iaculum quod tangeret ille,
quaeque manu premeret felicia frena uocabat.
impetus est illi, liceat modo, ferre per agmen Z00M
uirgineos hostile gradus, est impetus illi
turribus e summis in Cnosia mittere corpus
castra uel aeratas hosti recludere portas,
uel si quid Minos aliud uelit.
utque sedebat NAR

%2 OLD sv aspicio, 2. Cf. Liv. 44.45.4 situm urbis undique aspiciens.

Note that the two similes in example [7] both hint at a next phase of ‘zooming
in’, which follows immediately afterwards: after zooming in from Athens on the
procession of the girls (change from imperfect to present), the similes prepare us
for the final stage of focusing: the singling out of one specific girl, Herse.

Note that impetus est in line 38 is not a bounded event but a state, as is
indicated by the addition liceat modo.
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candida Dictaei spectans tentoria regis,
‘laeter, ait ‘doleamne geri lacrimabile bellum,
in dubio est...’

But when he had removed his bronze helmet and bared his face,
and in his purple was pressing down upon the back of his white horse,
glorious (....), and was controlling its foaming mouth,
scarcely her own self, scarcely possessed of her right mind was the
Nisean maiden: she called his javelin lucky because it was touched by
him, and his reins lucky because they were pressed into his hand.
It is her impulse, if only it were allowed, to take her maiden’s
steps through the enemy line, it is her impulse
to throw her body from the top of the towers into the Cnossian
camp, or to open the bronze gates to the enemy,
or anything else that Minos might wish.

And as she sat down
and gazed upon the gleaming tents of the Dictaean king,
‘I am in doubt’, she said, ‘whether to rejoice or grieve that this
lamentable war is being waged; ...’

A final motivation for the use of the historic present instead of the
imperfect I subsume under the category fragmentation. By this term I
refer to series of historic presents in the description mode which
together fill in the specific details of one, more general, bounded
event/reference time in the narrative discourse mode. In
narratological terms, we might speak of ‘summaries’ and ‘scenes’ in
such instances. We already came across one instance of
fragmentation in example [1], where the fragmented bounded event
— the falling on the ground of Philomela’s tongue — remained,
however, implicit. In [9] below there is an explicit bounded event,
deriguit (referring to Niobe’s petrification), which is spelled out in a
number of sub-events and -states filling in the details. As is usual in
the description mode, the ongoing events and states involved are
related to one another in a spatial rather than in a temporal way:

[9] Ovid Metamorphoses 6.303-312 (Niobe)
deriguitque malis. NAR

nullos mouet aura capillos, DES
in uultu color est sine sanguine, lumina maestis
stant inmota genis; nihil est in imagine uiuum.
ipsa quoque interius cum duro lingua palato
congelat, et uenae desistunt posse moueri;
nec flecti ceruix nec bracchia reddere motus
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nec pes ire potest; intra quoque uiscera saxum est.
flet tamen et ualidi circumdata turbine uenti

in patriam rapta est: ibi fixa cacumine montis REP
liquitur, et lacrimas etiam nunc marmora manant.

And she grew rigid from her woes.

The breeze moves not a hair,
the colour in her face is bloodless, her eyes stand unmoving
in their sad sockets; there is nothing living in her appearence.
Even her tongue itself freezes inside her together with her hardened
palate, and her veins lose the ability to be moved;
her neck can not be bent nor her arms make movements
nor her foot go ; inside her bowels too it is stone.
And yet she weeps and, wrapped in a mighty whirlwind,

was snatched off to her native land; there fixed to a mountain peak
she melts away and even now as marble flows with tears.

The coherence and advancement of the descriptive passage in
example [9] is clearly enhanced by the iconic nature of the
description, which is in compliance with the prescripts of ancient
rhetoric: the camera scans the petrified Niobe from head to feet and
from the outside to the inside (uiscera, l. 309), quite comparable to
the way in which Hunger is described in the story of Erysichthon
(see example [6] above). The choice for the present tense instead of
the imperfect seems to be motivated in a negative as well as in a
positive way. Negatively, because it is not quite feasible that after
the mentioning of a bounded event (deriguit), this state of affairs will
be specified further by a series of progressives and states in the
imperfect tense, considering that series of imperfects are commonly
used for working up to a particular bounded event (narrative
technique of building up narrative tension), rather than
retrospectively filling in its details. At the same time, the choice of
the present tense seems to be motivated positively, as in this way the
description can be ‘promoted’ from its initial specific and time-
bound narrative frame to a more general and timeless frame.

Thus, what we see in example [9], and also in [10] and [11] below,
is a narrator who ‘freezes’ the ongoing story at a certain reference
time by exchanging the narrative discourse mode for a description
mode — or, stated otherwise, by ‘fragmenting’ the perfect tense
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event in reference time into a number of unbounded sub-events and
states in the present. As the reference time in this typically Ovidian
technique does not proceed with these sub-events, and the sub-
events themselves do not necessarily maintain a consecutive
relationship, these series of presents contribute, in a certain sense,
to the impression of a static way of story-telling: although the
individual states of affairs may display a certain degree of internal
dynamism, there is no real progress of the reference time of the
story as a whole.

In [10] the reference time constituted by the perfect tense form
arsit (the ignition of the wooden stick that Althaea has thrown into
the fire) is filled in by a number of present tense events describing
the miraculous contemporaneous effects of this event on Meleager,
who is at a different location. As most of the events seem to be
presented here as ongoing or repeated, there is only a weak sense of
temporal succession and advancement of reference time.” As such,
the passage can be considered as belonging to the description mode.
With the perfect forms est exstinctus and abiit we return to the
narrative discourse mode and to the next reference time.

[10] Ovid Metamorphoses 8.514-525 (Althaea & Meleager)
stipes, et inuitis correptus ab ignibus arsit. NAR

Inscius atque absens flamma Meleagros ab illa DES
uritur et caecis torreri uiscera sentit

ignibus ac magnos superat uirtute dolores.

quod tamen ignauo cadat et sine sanguine leto,

maeret et Ancaei felicia uulnera dicit

grandaeuumque patrem fratresque piasque sorores

cum gemitu sociamque tori uocat ore supremo,

forsitan et matrem. crescunt ignisque dolorque
languescuntque iterum;

simul est exstinctus uterque, NAR
inque leues abiit paulatim spiritus auras
paulatim cana prunam uelante fauilla.

* The position of the iterative sentence crescunt ignisque dolorque languescuntque
iterum after the words uocat ore supremo in the preceding line, can be taken as an
argument for an iterative interpretation of uocat ore supremo as well, and as
contributing to the weak sense of temporal succession in the entire passage 515-523.
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The stick (...), seized by unwilling fires, caught alight.

Though unaware and absent, Meleager is burnt by that

flame and feels his flesh scorched by unseen

fires, but he overcomes the great pains with his courage.

And yet that he is falling to an ignoble death without bloodshed

is grievous to him, and he calls Ancaeus’ wounds happy

and, with a groan, he summons his aged father, his brothers, his pious
sisters and, with his last words, the companion of his marriage bed,
perhaps his mother too. The fire and pain grow

and subside again;

both were extinguished together,
and his spirit slowly went away into the light air
as a white ash slowly clothed the embers.

A final, very good example of fragmentation comes from the story of
Hermaphroditus and Salmacis:

[11] Ovid Metamorphoses 4.346-355 (Hermaphroditus & Salmacis)
tum uero placuit, nudaeque cupidine formae
Salmacis exarsit; NAR

flagrant quoque lumina nymphae, DEs 1
non aliter quam cum puro nitidissimus orbe
opposita speculi referitur imagine Phoebus;
uixque moram patitur uix iam sua gaudia differt,
iam cupit amplecti, iam se male continet amens.
ille cauis uelox adplauso corpore palmis DES 2
desilit in latices alternaque bracchia ducens
in liquidis translucet aquis, ut eburnea si quis
signa tegat claro uel candida lilia uitro.

Then indeed he gave pleasure and Salmacis burnt with desire
for his naked beauty:

and the nymph’s eyes are aflame too
just as when Phoebus’ orb, clear and at its brightest,
is reflected in the image of a mirror facing it.
She can scarcely bear delay, scarcely put off her pleasure,
now she wants to embrace him, now she can in her madness
hardly contain herself.

He swiftly jumps down in the waters, slapping his body
with hollowed palms and, plying his arms in turn,

he gleams through the transparent waters just like an ivory
statue or white lilies if someone encases them in clear glass.
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In this example, the technique of fragmentation seems to be applied
twice. First, the perfect form exarsit (belonging to the narrative
discourse mode) is ‘visually’ filled in with descriptive details of
Salmacis’ emotional state of mind (line 347b-351). After this, the poet
continues by giving the details of Hermaphroditus’
contemporaneous taking pleasure in the water. In this second
description, introduced by the topic shift marker ille (see above), 1
take desilit as an unbounded, iterative event, although the
alternative interpretation (bounded event which advances reference
time) is, of course, not excluded here. Note that in the next verse
translucet describes the visual effect of an action that itself is only
referred to in an embedded participle construction (bracchia ducens):
another technique that contributes to a static and pictorial way of
storytelling. Note also that the two descriptions are more or less
equal in length, and that both contain a simile. The length of the
descriptions, as compared to their unfragmented narrative
‘counterpart’ in line 346-7a, as well as the emphatic expressions uix...
uix and iam .. iam .. iam in the first description, support the
impression that the vignettes form the actual focus of the poet’s
attention.

4 Conclusion

The general aim of this contribution was to show how an analysis of
an author’s manipulation of the linguistic resources (in this case,
especially those of tense marking) can enhance our understanding of
a literary Latin text, and to give an indication of how such an
analysis can serve as an instrument for stylistic comparison between
different texts within the same genre (in this case, Ovid’s
Metamorphoses as compared to Vergil’s Aeneid). More specifically, the
paper has attempted to illustrate how linguistics may contribute to
operationalizing such notoriously difficult concepts as narrative
style and text type. By linking the literary notion of narrative
dynamism to the linguistically defined concept of discourse mode (in
which tense and semantic type of state of affairs play an essential
role), I have tried, for a selection of stories in the Metamorphoses, to
demonstrate how Ovid’s narrative style can indeed be regarded as
pictorial and static — an analysis which, at the same time, revealed
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some of the major principles of textual coherence and textual
structure in the stories of the Metamorphoses.

It appears that Ovid tells his stories preferably in the form of
series of separate pictures, an observation that is in accordance with
Solodow’s literary analysis of the Aeneas-story in books 13 and 14 of
the Metamorphoses.” These series of ‘snapshots’ are held together by
a rather broadly sketched and economical narrative framework,
which is conveyed mainly by perfect tense forms in a retrospective
narrative mode, and by scattered Report. Longer series of perfect
tense verb forms are rare and usually confined to passages with the
function of previous history.”” The snapshots, which form the main
body of the stories, usually display a relatively low degree of
temporal dynamics (in the sense of a steady succession of bounded
events), as is indicated especially by the type of states of affairs they
contain: states, progressives, and so-called general statives. Textual
advancement in these ‘vignettes’ is spatial rather than temporal, and
if temporal advancement is at all present, this has to be inferred
more often than that it is indicated explicitly (see e.g. the discussion
on example [7] above). The prevalent discourse mode in the
vignettes is Description rather than Narrative.

In the discourse mode Description, so highly characteristic of
Ovid’s style in the Metamorphoses, we do come across, as expected,
the imperfect tense. Significant, however, is the much more frequent
use of the present tense, which in the Metamorphoses, in contrast to
the Aeneid, is usually not a narrative tense in the strict sense of the
word, but rather a ‘description’ tense. This particular use of the

%% solodow (1988, chapter 4; see especially p. 124).

Perfect tense forms in main clauses tend to be isolated, or to occur in short
series of two or three perfect forms. They usually involve movements in time and
space in between individual scenes. Longer series of perfects in the sample are
found in 4.55-79 (Pyramus and Thisbe); 6.424-438 (Thereus, Procne & Philomela);
8.611-634 (Philemon and Baucis); 8.738-776 (Erysichthon). In all these cases, we are
dealing with previous history, in which a deceleration of the tempo would be out of
place. In the story of Hermaphroditus and Salmacis, as well as in the story of Althaea
and Meleager, series of perfects are lacking altogether. Longer series of perfect
forms outside previous history are 6.621-636 (the murdering of Ithys, in the story of
Procne and Philomela), and 4.100-106 (from the story of Pyramus and Thisbe, which
in other respects also appears to be the most dynamic story of the sample). Data:
resee)u"ch paper Miriam Vallinga, master seminar on Latin Text Linguistics (spring
20006).
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historic present instead of the imperfect tense does occur in the
Aeneid, but less pervasively”, while according to Oldsj6 (2001) this
use is altogether lacking in Roman historiography. There always
seems to be a positive motivation for the use of the present (instead
of the imperfect) in these descriptive passages, which in all cases can
be related to the specific semantic value of the present (i.e.
simultaneity with speaker’s time). These motivations can be
described in terms of four, typically Ovidean, narrative techniques:
deliberate ambiguity between a historic and an actual/eternal
reading; hint of universality; zoom; and fragmentation.

All in all, we can say that the difference between Ovid and Vergil
in narrative style and treatment of the epic genre comes to the fore
most explicitly in the different ways in which they make use of the
historic present: Vergil for continuous, connected action and
movement through (historical) time, Ovid for ‘the arrested moment,
the unchanging picture’”, which always tends to break loose from
the specific and timebound narrative frame by which it is enclosed.

38 . .
0 Adema, personal communication.
Solodow (1988: 127).



CHAPTER SIX

SENSE AND SENTENCE COMPLEXITY
SENTENCE STRUCTURE, SENTENCE CONNECTION, AND TENSE-
ASPECT AS INDICATORS OF NARRATIVE MODE IN THUCYDIDES’
HISTORIES *

Rutger J. Allan

1 Introduction: Two Styles

Thucydides’ unique literary style is particularly known for its
striking complexity, which often verges on obscurity. However,
Thucydides’ style is not homogenous in this respect. In his narrative
he frequently employs a style that is more simple and
straightforward. Such passages, in turn, are characterized by chains
of relatively short, paratactic clauses which are connected by kai. In
the extended passage from Thucydides book 6 (example [1]), the

stretches of text that reveal a simple, paratactic style are printed in
bold-face.?

[1] Thucydides 6.100-102

Paratactic style, Historic Present, Imperfect, Aorist, Perfect,
Immediate mode

6.100
EPISODE I [In a surprise attack, the Athenians take the Syracusan counter
wall and destroy it.]

6.100.1 | 1. Ene1dn 8% toig Tupakosiolg dprobvrwg E3oker Fxetv

! I would like to thank Suzanne Adema, Gerard Boter and Caroline Kroon for
their valuable comments on an earlier version of this paper.

% In the passage cited the sentences are numbered (1) to (36). I define sentence
here as a syntactic unit consisting of a single main clause with a finite verb, which
may be combined with one or more finite subordinate clauses, participial clauses or
infinitives. The terms immediate and displaced mode, Complication, Peak and Resolution
will be explained at a later point.
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COMPLICATION
Displaced Mode

Soa te ém;(mpjbﬁn Kal g,img&zpnﬂn t0o0 Uroteyioparog,

Kal ol Aerlvoum cxvtovq o0k NABov Km)xuoovrsq,
@oPoduevor  un  opiot  dixa yiyvopévoig pdov
péxwvtal, kal dua Ty ka® adtolg mepiteixiov
gmeryduevol, ol pev Tupakdoror QUANV plav kata-
Mndvteg @OAaka tod olkodoufuatog dvexwpnoay &g
Vv oAy,

2. ot 8¢ ‘ABnvaiot to0g Te OXETOVG AVTWV, Ol £C TNV
oAy Omovoundodv motod U8atog MAyuévor Hoay,
d1£@Berpay,

3. Kal tnproavteg To0g te GAAOVG TupaKkoGiovg KATA
oknvag Gvrag &v peonuPpia kai Tivag kal £G Tv TéALV
dmokexwpnKOTAG Kal TOVG £V TG OTAVPWHATL AUEARG
QUAGGOOVTAG, TPLAKOGIOUG UEV 0@V abTGV Aoy&dag
Kal TOV PIAGV  Tvag  EkAektodg  WmAtopévoug
npottaéav Oelv Spduw Eamvaiwg mpd¢ TO Omo-
TEIIOHA,

4, 1) & &AAn otpatia dixa, N p&v perd tod Etépov
atpatnyod mpdg trv méALy, €1 EmPonboiev, Exwpouy, N
d& petd tod £tépou MpOg TO oTAVPWUA TO TAPA TRV
muALda.

6.100.2
PEAK
Immediate Mode

5. kal mpooPaAdvrec oi tprakdoror aipoiviol
TO oTav pwua*

6.100.2-3
RESOLUTION
Immediate Mode

6. xal oi @UAakeg avto éxAimdvreg
Katé@Quyov €¢ tO mpoteixiona tO mepl TOV
Tepevitnv

7. Kal owt01g Euvecémecov ol Sidkovteg,

8. xai svroq vevéuevol Pia £&skpobobnoav

ndAlv 0o T®OV Zvpakoosiwv,

9. kai t®v dpyeiwv TIVEG aUT601 Kali TAV
ABnvaiwv oV moAloi deOddpnoav.

10. kai énmavaywpoaca 1] tdoa otpatid THVv
te Umoteixiowv_kKabeilov

11. xal 0 oTalpwua AvEoTACAV

12. kal die@dpnoav TolGC oTaLPOVE Tap’
£autolg

13. xai Tponaiov £0TNoaV.

6.101

EPISODE II [The second Syracusan counter-wall is captured by the
Athenians. The Syracusans are defeated]
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6.101.1-3
COMPLICATION
Displaced Mode

14. tf] & Uotepaia dmod tod KOKAOL £Telylov o1
ABnvaiot TOV Kpnuvov tov Umep tolb €Aovg, 6¢ TWV
"EmnoA@V tadTy mpdc ToV uéyav AMuéva 6pd, kal fmep
abtoig Ppaxitatov éylyvero katafdot di1d Tod oparol
Kal ToD EAoug £ TOV AMpéva TO TepiTeliopa.

6.101.2

15. kal ol Tvpakdatot v To0Tw sEsAGovrsq Kal avTol
omsqrcxupovv adbig apEapsvm Gno tAg moAewg da
péoov tob £Aoug,

16. kal Td@pov dua Tapdpuocoy, Stwg un oiév te 1
T01¢ ‘ABnvaiorg péxpt tig Oaddoong dmoteryioat.
6.101.3

17. ot &, ET[El&’] O TPOG TOV KPNUVOV adTolg
gigpwgto @@M avetq ¢ TEV Zupakooiwv
OTAUPWHATL KAl TAPPw, TaG Hev vals keleboavteg
nepimAebont £k g O&Pov £¢ Tov uéyav Apéva tov
™oV vaomoc’wov

18. avtol &8¢ mepi opepov katadvreg 4md T@v 'Emi-
TOAGDV £¢ TO OpaAdV kal S1 Tod ENoug, 1 TAGSEC v
Kal oteprpddtatov, 00pag kal E0Aa mAatéa EmOLveg
Kal &’ avt@v draPadicavreg,

6.101.3
PEAK
Immediate Mode

aipodolv dua £w t6 te oTadpwua TARV dAlyov Kal TV
TaQpov,

6.101.4
RESOLUTION
Immediate Mode

19. kai Jotepov kai 10 vmoAerpOev gilov.

20. kail udxn éyéverto,

21. kal év avtfi évikwy oi Abnvaiot.

22. Kol tdv Zvpakooiwv ol uév to defidv
képag xovteg mpo¢ thv téAv E@evyov, oi &’
émi T@ eV WVUPW Tapa TOV ToTAUSV.

6.101.4-5

Episode III [The Syracusans launch a counter attack]

6.101.4-5 23. kal adtodg PouvAdpevor dmokAfjcacBor  Thg
COMPLICATION dafdoswe o1 t@v ABnvaiwv tprakdolor Aoyddeg
Displaced Mode dpbuw NIELYONTO TPOG TV YEPupaAv.
25. deloavteg ¢ ol Tupakbotot
24. (foav ydp kal T@Vv inméwv adtoig oi moMloi
EvtadPa)
6.101.5 25 Ouboe xwpodol Toig TPLaKosiolg ToTolg,
PEAK 26. kal Tpémovosi te avTovg

Immediate Mode

27. xal £oBfdAAovoiv €¢ 16 8e€1dv képag TOV

Adnvaiwv:
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6.101.5
RESOLUTION
Immediate Mode

28. kal mpoomeodviwv avtdV EvvepofrOn

Kail 1| mpdtn QUAR tod képwg

6.101.6

Episode IV [Lamachus is killed]

6.101.6 29. 1dawv 8¢ 6 Adpayog mapePorifer dnd tod edwWVOHOL
COMPLICATION 100 EAUTOV UeTd TOEOTGV Te 00 MOAAGV Kal TOUG
Displaced Mode ‘Apyeioug tapaAaPdv,
30. kol EmdwaPac tdgpov Tva Kol povwbelg ueT’
OAywv tév Euvdiafdvtwy
6.101.6 dmoBvAckel abTdC Te KAl TEVTE f £€ TAV peT’ adTOD.
PEAK 31. kai toutoug uév oi Zvpakdoiol €U OVG

Immediate Mode

Katd tdyo¢ @Odvousiv dpmdoavie mEpav
ToU ToTAMOD £G TO dopaAéc,

6.101.6 32. avtol 8¢ Embvtog 1idr kal Tob dAAov oTpateduatog
RESOLUTION T@V ABnvaiwv drexwdpouy.

Displaced Mode

6.102

EPISODE V [The Syracusans attack the Athenians on the plain and at the
Circle fort on Epipolae. Nicias saves the Circle]

6.102.1
COMPLICATION
Displaced Mode

33. &v to0Tw 8¢ o1 mpog TNV TOAY adTGV TO TPETOV
KATAQUYOVTEG WG £wpwy tadta yryvopeva, adtol te
GV &no tfi¢ oAews dvabaporicavteg dvretdéavto
TPpOG TOUG Katd opdg Adnvaioug,

6.102.1-2
PEAK
Immediate Mode

34, xal pépoc¢ T1 avT®V méumovoiv E€mi TOV
kKUkAov tOVv émi taig émimoAaig, 1jyouugvol
épfinov aiproerv.

35. kai 16 uév OdekdmAeBpov mpoteiyiona

abt@®v aipobot

6.102.2
RESOLUTION
Immediate Mode

36. kai diendpOnoav

2 Narrative Mode

The question I would like to address in this paper is how we should
explain this striking alternation of narrative styles. I will argue that
these alternations of narrative style can be explained by means of
the concept of narrative mode. But before I turn to the issue of
narrative mode, let us take a closer look at some linguistic properties
of the passage from book 6.
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Table 1:Linguistic properties of Th. 6.100-102

‘Complex ‘Simple
style’ style’
(Displaced (Immediate
mode) mode)
Sentence Predicates per Sentence’ | 4.54 (n=59) 1.52 (n=35)
Complexity | Finite Verbs in Main 1.00 (13) 1.00 (23)
Clause per Sentence®
Participles per Sentence | 2.23 (29) 0.43 (10)
Infinitives per Sentence | 0.38 (5) 0.04 (1)
Finite Verbs in 0.92 (12) 0.04 (1)
Subordinate Clauses per
Sentence
Connective | Sentences 100% (16) 100% (20)
Particles Kai 31% (5) 100% (20)
(pév) 8¢ 63% (10) 0% (0)
ydp 6% (1) 0% (0)
Tense- Finite Verbs 100% (21) 100% (22)
Aspect Historic Present 5% (1) 41% (9)
Imperfect 52% (11) 9% (2)
Aorist 33% (7) 50% (11)
Pluperfect 10% (2) 0% (0)

Table 1 shows that in the passages with a complex style the number
of predicates — which roughly equals the number of clauses per
sentence — is about three times as high as in the simple style,
namely 4.54 versus 1.52 predicates per sentence. In the complex
style, sentences contain significantly more participles, more
infinitives, and more subordinated clauses.

* The total number of predicates is the sum of the participles, infinitives and
finite verbs (in main and subordinate clauses). Note that, because all numbers are
rounded off, the totals (4.54 and 1.52) do not exactly equal the sum of finite verbs,
par4ticiples and infinitives.

The ratio of finite verbs in the main clause per sentence is exactly 1.00 by
definition (see note 2).
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However, if we take a closer look at the text, the two narrative
styles also differ in other respects. We see a preference for the
connective particle 8¢ in the complex style (63 %), whereas the
simple style is characterized by the use of kai (100 %!). There are also
differences in the use of tense and aspect. From the Table we can
read that the imperfect is mainly used in the complex style (52 %),
while the historic present tends to occur in the simple style (41 %).’
In other words, apart from their difference in syntactic complexity,
the two styles also show differences in sentence connection and in
the use of tense and aspect. Note, however, that the difference
between the two styles is relative rather than absolute, that is,
features that are typical of one style also occur in the other (albeit
less frequently). For example, although the use of participial clauses
is typical of the complex style, participles also occur in the simple
style. The distinction between the two styles should thus be seen as a
sliding scale rather than as clear-cut. I will return to this issue later.

The question to be answered now is why these three, seemingly
unrelated, linguistic categories, co-occur. I would like to argue that
the notion of narrative mode may provide an explanation for this
phenomenon. These three linguistic features of the text are, in my
view, to be seen as indicators of narrative mode.

Now what is narrative mode? Narrative mode relates to the
distance the narrator takes with respect to the narrated events
(Genette 1972: 183-5). In this paper I will build on the Wallace Chafe’s
definition of narrative mode (Chafe 1994). He distinguishes two
modes of narration, which occur both in conversational and in
literary language. On the one hand, there is the displaced mode, in
which the narrator’s consciousness is ‘focused (...) on experiences
that were derived from another, earlier consciousness, not from his
immediate environment’ (Chafe 1994: 198). On the other hand, we
have the displaced immediate mode, which ‘conveys the impression of
reliving past experiences as if they were immediate experiences’

° In Latin a similar use of the historic present is mentioned by Schlicher (1931:
49-50). He states that the most characteristic use of the historic present ‘is found in
passages which record a swift succession of acts performed in a tense and exciting
situation’. According to Schlicher, distinguishing features of such passages are —
among others — brief and simple sentences, a scarcity of modifiers, and a marked
absence of subordinate clauses.
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(Chafe 1994: 235).° For the sake of terminological clarity, I will refer
to Chafe’s displaced immediate mode from here on simply as the
immediate mode.

The narrative situations of the two narrative modes are
represented in Figure 1. In the displaced mode the narrator, who is
situated in Narrator’s Time, looks back on events (indicated by a
capital E) which happened earlier on the time-line. The act of
viewing is represented (following the conventions of Cognitive
Grammar) by a dashed arrow. In the immediate mode, the narrator
pretends to be present in the world of the Story Time, observing
events simultaneously as they take place.

® In conversational language, Chafe (1994: 196) also distinguishes an immediate
mode in which ‘people verbalize experiences that are directly related to their
immediate environments’. This mode is obviously relevant to the analysis of direct
speech in Ancient Greek texts, but it need not concern us here.
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Figure 1: Narrative situations of the immediate and the displaced
mode: [N = Narrator, E = Event]

Displaced Mode

Story Time Narrator’s Time

el

Time line _ @ >

Immediate Mode
Story Time Narrator’s Time

Time line @ """"""""""""""""""""""""""""""""""""""" m >

As of yet there have been very few comprehensive studies on the
linguistic and narratological features of the narrative modes.” Chafe,
for instance, mentions only a few linguistic properties of the
narrative modes. According to Chafe, properties of the immediate
mode are the use of the historic present, the use of proximal deictic
adverbs such as here and now, and the use of direct speech or free
indirect speech. The displaced mode, on the other hand, is associated
with the adverbs there and then, the past tense, and indirect speech.

7 . . . . .
Suzanne Adema is currently preparing a PhD dissertation aiming at a
comprehensive treatment of narrative mode in Vergil’s Aeneid. See also Adema
(2005) and her contribution to this volume.
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Table 2:Linguistic features of the narrative modes in English
(Chafe 1994)

Immediate Mode ‘ Displaced Mode
* Historic Present * Past Tense
¢ Proximal deictics: here, now e Distal deictics: there, then

* Direct Speech/ Free Indirect Speech | * Indirect Speech

A number of additional linguistic properties of the two modes have
been proposed by Caroline Kroon in her 2002 article, which deals
with the issue of narrative mode in one of Pliny’s letters.® According
to Kroon, the most characteristic feature of the diegetic mode —
which is more or less identical to the displaced mode — is its high
degree of narratorial control (see Kroon 2002: 191). The narrator
recounts the events from a point of view outside the story world,
and he has, therefore, a complete overview of the entire complex of
events. This overview enables him to manipulate the presentation of
events in all kinds of ways. For example, he can make a distinction
between foreground and background in the story. Another
consequence of the narrator’s retrospective knowledge is that he is
able to indicate the exact temporal or causal relation between two
events.

In the mimetic mode, according to Kroon, the narrator pretends
that there is no spatial and temporal distance between the
experience and the reporting of the events. This gives the suggestion
of an eyewitness report. The consequence of this mode of narration
is that the narrator will pretend to have little control over the way
the story is told. The events are, therefore, narrated necessarily in
their chronological order, without variations in speed. All narrated
events are treated as equally significant and foregrounded. The
narrator, being ‘overcome’ by the impact of the scene, does not
express his personal view on the events.

8 See also Kroon’s contribution to this volume.
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Table 3:Linguistic features of the narrative modes in Latin
(selection from Kroon 2002)

Mimetic Mode Diegetic Mode
(= Immediate Mode) (= Displaced Mode)
[low degree of narratorial control] [high degree of narratorial control]
* Historic Present * Perfect Tense (in alternation
* Use of brief and non-complex with Imperfect)
sentences, usually occurringin | ¢ Complex clause structures
clusters * Use of connectives (e.g. causal
* Absence of clear foreground- and adversative)
background structure

At this point, it is best to return to our passage from Thucydides’
book 6. I will try to show that the alternation in styles can be
accounted for by means of the two narrative modes. The ‘complex
style’, as I will argue, can be identified with the displaced mode, and
the ‘simple style’ with the immediate mode.’

Table 4:Features of the narrative modes in Thuc. 6.100-102
and their relation to narratorial control

Displaced mode Immediate mode
(‘complex style’): (‘simple style’):
Complex * Background- Simple * Only foreground
sentences foreground sentences

structure

* Focalizations * No focalizations

3¢ e (Slight) Kai * Continuity

discontinuity
Imperfects, * Background- Historic * Immediacy
pluperfects foreground Presents * Only foreground
and Aorists structure and Aorists

® Although I conceive of the immediate and displaced modes in very much the
same way as Kroon’s mimetic and diegetic modes, I do not adopt her terminology. The
reason for this is to avoid confusion with the way in which Egbert Bakker has used
the terms diegetic and mimetic earlier (Bakker 1997b). As will become clear later, it is
especially my notion of immediate mode which differs substantially from Bakker’s
mimetic mode.
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3 Sentence Complexity

The use of participial clauses and subordinated clauses can be
considered an important indicator of the displaced mode. Because
the narrator is looking back with hindsight on the events, he
recognizes which events were central to the story — the foreground
— and which events turned out to be only circumstantial — the
background. As we know, background events are typically coded by
participial and subordinated clauses (Fox 1983). Consider, for
example, sentence number (1). Here, a long subordinate clause
introduced by énedn informs us of the motivation of the Syracusans
to return to the city. Other examples of background subordinate and
participial clauses in 6.100 are: @oPovuevol (sentence 1), yryvougvoig
(1), émerybuevor (1), wkataAmévreg (1), ol .. Ayuévor Acav (2),
tnproavteg (3), and wnAouévoug (3).

In the immediate mode, however, the narrator pretends to
observe the events as they unfold, and he is therefore unable to
make a distinction between foreground and background events. The
narrator presents the events as if they all impinge on his
consciousness with the same psychological force; all events are
conceived of as equally important. In the immediate mode,
therefore, the narration only consists of foregrounded events, and
foregrounded events are typically coded as finite main clauses.”® For
example, in the sentences (5) through (13) most narrated event are
highly significant and foregrounded: the capture of the stockade, the
flight and pursuit of the Syracusans, and the destruction of the
counter wall. There are, however, also a few simple participial
clauses mpooPaldvteg (sentence 5), avtd EkAimdvreg (6), £Evog
yevouevolr  (8), Emavaywpfoaca (10), containing secondary
information. The occurrence of these 4 participles in 9 sentences is
about average for the immediate (the average rate being 0.43
participles per sentence; see Table 1). At this point I would like to

1% Similar passages in Latin are adequately described by Schlicher: ‘The brevity
of the sentences and their uniformity of structure indicate that the narrator is
under strong pressure to move forward, that the successive acts crowd close upon
one another in his mind. The absence of connecting words and subordinate clauses
shows that he does not consciously realize the precise relation between the acts. (...)
He is merely a recorder, and a helpless one at that.” (Schlicher 1931: 5).



104 RUTGER J. ALLAN

stress that the occurrence of participles in the immediate mode is
unproblematic for my analysis. The narrative modes appear in their
ideal-typical form only very rarely, if at all. Kroon characterizes the
appearance of the narrative modes in narrative thus: ‘Narrative texts
usually display a steady alternation of more diegetic and more
mimetic sections’ (Kroon 2002: 193). That is to say, in the end, one
can only state that a particular stretch of text is relatively more
diegetic (= displaced) or more mimetic (= immediate) than another.
As I noted before regarding the complex and simple styles, the
distinction between the immediate and the displaced mode should
be thought of as gradual rather than clear-cut.

Another source of sentence complexity are those participial and
infinitival constructions which represent the mental state of a
character in the story, that is, their thoughts, intentions or vision.
For example, in sentence (3) we find a threefold accusative and
participle construction depending on tnpnoavteg. By means of this
internal focalization we are informed, through the eyes of the
Athenians, that the Syracusans were not guarding the stockade
properly. Other examples of participles, infinitives and subordinate
clauses involving internal focalizations in 6.100 are: (¢d6ke1) €xeiv
(1), (AABov) kwAvoovteg (1), (poPoduevor) un ... udxwvror (1),
(mpovtagav) Oeiv (3), and €1 EmiPonboiev (4)."

The occurrence of these participle and infinitive constructions
can be explained adequately in terms of the narrative modes. Since
the narrator in the displaced mode pretends to be omniscient, he is
able to represent the internal mental states of the characters in the
story. The occurrence of internal focalizations can thus be seen as a
typical feature of the displaced mode.

4 Connective Particles
The use of 3¢ can, in my view, be seen as an indicator of the

displaced mode, whereas kai points to the immediate mode. This
difference in use can be explained by the different roles of the

" The only case of internal focalization in an immediate mode section is
flyoduevol Epfjuov alprioety in sentence (34).
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narrator. As we know, the particle 8¢ is typically used to indicate a
slight boundary in the discourse (Ruijgh 1971: 129-135, Levinsohn
1987, Bakker 1993). In many cases, a new discourse topic is
introduced. For example, in sentence (1), ¢ marks that the topic
switches to the Syracusans; in sentence (2), 8¢ indicates a topic-
switch to the Athenians.

In other words, by means of the particle 8¢, the narrator divides
the text into thematic units. These thematic units tend to have an
internal temporal, causal and referential unity. The task of observing
thematic discontinuities in the course of events can only be
performed by a displaced narrator, who has complete knowledge of
the course of events. We may compare this task with the work of a
film editor, who ‘cuts’ the raw material of the fabula into scenes and
sub-scenes.

In the immediate mode, on the other hand, the narrator has no
such control over the presentation of the narration — or at least he
pretends to have no such control. The narrator verbalizes the
narration simultaneously with the experience of the events. The
preference for kal in this context can be taken as an indicator of the
immediate mode. Kad is typically used to indicate that two syntactic
units are thematically closely connected. Whereas 8¢ is associated
with discontinuity in discourse, kati indicates continuity. The narrator
in the immediate mode observes a continuous sequence of events,
and the natural way to verbalize this continuous experience is to use
kai as a connective device.”” For example, in the sentences (5)
through (13) a chain of events is connected by means of kai. The

"2 In this connection, it is worthy of note that syntactically simple sentences,
connected by kaf are also typical of oral prose narrative (see also Trenkner 1960).
We may hypothesize, therefore, that Thucydides consciously exploited these typical
oral features to create the effect of a somewhat naive and artless style. By doing so,
we might say that the narrator temporarily lays down his persona of a literary
historian, and takes on the persona of a reporting eyewitness. This switch of roles, in
my view, serves to enhance a sense of involvement and immediacy. Trenkner
characterizes passages marked by kaf in the historians as follows: ‘Le ‘style’ de ces
passages chez les historiens consiste précisément (...) dans la négligence de l'art
littéraire, c’est-a-dire dans I'emploi du langage oral familier’ (Trenkner 1960: 62).
Also paratactic syntax (see e.g. Fleischman 1990: 185) and the historic present
(Dover 1997: 68) may have been a conspicuous features of oral prose narrative. For
the relations between oral language and the sense of involvement, see Chafe (1982),
Tannen (1982). For the idea of different narrative personae in connection with
narrative modes, see also Fleischman (1990: 61-2).
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events are causally and temporally tightly connected. Each
subsequent event is directly caused by, or immediately follows on,
the previous one."” There is also a continuity of the discourse topic.
The Athenians are the discourse topic throughout, with the
exception of sentence (6), in which the Syracusan guards are briefly
chosen as the topic.

5 Tense and Aspect: Imperfect and Aorist

We have seen that variations in sentence structure and sentence
connection can be taken as indicators of switches in narrative mode.
I would like to argue now that the narrative modes are also relevant
to the use of tenses and aspects. I will start with the distribution of
imperfect and aorist forms. As can be seen in the Table, the
imperfect occurs in the displaced mode more frequently than in the
immediate mode (52 % against 9 %). This unequal distribution of
aspect forms makes sense if we take into consideration their
functions in narrative discourse. As known, the imperfect tends to
mark states of affairs that create ‘a framework within which other
SoAs may occur’ (Rijksbaron 2002’a: 11). Examples from our passage
are: €d6kel (sentence 1), éxwpouv (4), £teixilov (14), and éyiyvero
(14). As Rijksbaron has rightly stated in his study of the Greek verb,

Since the imperfect characterizes the state of affairs as ‘not-
completed’ it creates a framework within which other states of affairs
may occur, while the aorist indicative characterizes the state of affairs
as ‘completed’, as a mere event. This difference in value between
imperfect and aorist indicative is significant for the way a story is
told. The imperfect creates a certain expectation on the part of the
reader/hearer: what else happened?; the aorist indicative, on the
other hand, does not have this effect: the state of affairs has simply
occurred.”

As I noted before with regard to participial and subordinated clauses,
it takes a displaced narrator, that is, a narrator with hindsight, to
make a distinction between backgrounded and foregrounded events.

13 sentence (19) is an exception to the rule. The adverb Uotepov indicates a
prolepsis-a narratological device typical of a displaced (omniscient) narrator.

" Rijksbaron (2002°a: 11).
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When a narrator marks some events as imperfects, and others as
aorists, he makes a distinction between, on the one hand, events
serving as a framework and, on the other hand, purely sequential
events. In making this distinction the narrator shows that he has a
complete overview of the course of events. It is, therefore, to be
expected that we find the imperfect creating a framework mainly in
the displaced mode. For example, in sentence (4), we find the
imperfect éxwpovv. The two divisions of the Athenian army are
advancing, one in the direction of the city, the other towards the
stockade. The imperfect sets up a framework for the events to come,
that is, the attack on the stockade. After the stockade is taken in
sentence (5), the narrative continues with aorist verbs. These
designate events which are foregrounded, non-overlapping,” and
equally important to the story-line.

There are, however, two imperfect verbs in a section which I
consider immediate: évikwv (sentence 21) and &pevyov (22). As for
évikwyv, there is a special division of labour between the imperfect
and the aorist of vikdw. The imperfect is typically used in contexts
in which the identity of the winner of the battle is in focus. The
typical case might be paraphrased as ‘There was a battle, and the
winner was (évika) X'. Evikwv in (21) is an instance of this type. The
aorist is typically used in cases in which the winner is already the
discourse topic (‘X did such and so, and won (éviknoe)’)." Although
the reading imperfect €pevyov in (22) is only found in ms. B (the
others have the aorist €puyov), it is probably sound. The imperfect
(‘they were fleeing’) indicates that the Syracusans did not get into
safety, thus providing a framework (in the Rijksbaronian sense) to
the following events.

6 Historic Present

Another tense-aspect distinction relevant here is the use of the
historic present. In the Table, we can see that the historic present

"> With the possible exception of the events described in sentences (8) and (9)
which — as Gerard Boter pointed out to me — probably coincide.

6 Perhaps the focus on the identity of the winner (which is a state) explains the
use of the imperfect, whereas the aorist designates a completed action.
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tends to occur in the immediate mode. A fine example is aipodot in
sentence (5). Here we see that the decisive moment, that is, the
capturing of the stockade is marked by the historic present. The
historic present then starts off a chain of paratactically connected
sentences. This phenomenon can also be observed in the subsequent
episodes. The other examples of historic presents in 6.100-102 are:
¢mixepovot (sentence 17)Y, xwpodot (25), tpénovaot (26), EsPdAovorv
(27), drobvroket (30)™®, pOdvovory (31), téumovatv (34), alpodot (35).

What I would like to claim here is that the historic present is an
important device with which the narrator can switch from the
displaced to the immediate mode. The nature of the historic present,
in my view, is closely related to the nature of the immediate mode.”
Let us first consider what the function of the historic present is.
Albert Rijksbaron characterizes the historic present in narrative as
follows:

[In a number of nuances of the historic present] the notion of
‘present’ may play a part to the extent that a ‘pseudo-present’ or
‘pseudo-moment of utterance’ is created: the narrator plays the role
of an eyewitness *°

The historic present, in other words, is often used to create the
impression of immediacy, of presence at the scene.”

At this point the question may arise why both historic presents
and aorists (see section 5) can occur in the immediate mode. I would

7 n spite of the historic present émixeipodot, sentence (17) is not in the
immediate mode. The overall character of sentence (17) is more displaced than
immediate due to features that are more typical of the displaced mode: complex
syntax, connective 3¢, perfect tense €€gipyacto, and embedded focalization
(keAevoavTeg).

The pathos of the description of Lamachus’ unexpected death is — apart from
the use of the historic present — also effected by the mentioning of the number
(‘five or six’) of men that were killed with him. This descriptive (pseudo-)precision
makes it more easy to visualize the event (Hornblower 1987a: 84, Hornblower 1987b:

151).

29 The deployment of the historic present in the immediate narrative mode has
also been noted by Chafe (1994: 207-11). Similar observations can be found in
Fleischman (1990) and Kroon (2002) with regard to the mimetic mode.

20 Rijksbaron (2002°a: 22).

2 Langacker describes the English historic present in similar terms: ‘[TThe
speaker describes a previous sequence of events as if they were unfolding right now,
before his eyes; he takes a hearer through them step by step, achieving a sort of
‘vividness’ by portraying them as immediate’ (Langacker 1991: 267).
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like to explain this as follows. Because it conveys a sense of presence
and immediacy, the historic present can be considered a positive
marker of the immediate mode. The aorist, on the other hand, is the
unmarked narrative tense.” The more neutral character of the aorist
allows it to occur in more immediate as well as more displaced
passages. This difference in character between the historic present
and the aorist is not without consequences. As 1 have mentioned
previously, the narrative modes have to be thought of as sliding
scales: some passage are relatively more immediate, others more
displaced. Passages in the historic present (since they are positively
marked as immediate) will be perceived as more immediate than
passages marked by the more neutral aorist tense. In the extended
passage from book 6, we have seen that the decisive moments (or:
Peaks, see section 8) are marked by the historic present. They are,
therefore, presented as more immediate than the following events,
which represent the outcome (or: Resolution, see section 8) of the
decisive moment.

7 Mode-switching within a Sentence

An observant reader of Table 1 may have noticed that the number of
finite verbs in clauses does not equal the number of sentences. I have
counted 13 finite verbs in main clauses against 16 sentences in the
displaced mode, and 24 finite verbs in main clauses against 21
sentences in the immediate mode. This discrepancy can be explained
by the fact that the switch from displaced to the immediate mode
may also take placewithin a sentence. In the extended passage, there
are three examples of this type of switch, namely, in sentence (18),
(25), and (30). Each of these three sentences represents a turning
point in the story. In sentence (18) the Athenians take the Syracusan
counter wall; in (25) the alarmed Syracusans launch a counter attack;
in (30) Lamachus, the Athenian general, is killed. In each of these
three sentences, aorist participles designate the — not very
significant — events leading up to the sudden climactic event,

2 Compare also Fleischman (1990: 24), who states that the unmarked tense of
narration is the perfective past tense.
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expressed by a historic present. This historic present then initiates a
narrative sequence in the immediate mode. The aorist participles
denote relatively insignificant events — as participles typically do —
and serve to build up the tension. The reader is briefly held in
suspense by the series of participles until the sentence is
syntactically completed by the main verb.” Then, the tension
reaches a peak marked by the historic present through which the
narrator suddenly ‘zooms in’ on the climactic event. The sequence of
participles prepares, as it were, the ‘launching’ of the historic
present.”

Rounding off the discussion of tense and aspect, I conclude that
the notion of narrative mode can potentially explain many of the
linguistic properties of the text. The explanatory power of narrative
mode is shown, in my view, by the fact that it may offer a uniform
explanation for the use of three — at first glance completely
unrelated — linguistic categories, that is, sentence structure,
sentence connection, and tense/ aspect.

8 Narrative Structure

Now in the second part of my paper I would like to examine which
textual factors motivate the switch from one mode to another. The
appearance of the immediate mode is often explained by resorting to
the rather vague and unsatisfactory notion of ‘vividness’.” In my
view, however, the occurrence of the immediate mode can be
explained more adequately by looking at the global structure of
narratives as it has been described by Labov (1972) and Fleischman
(1990).

2 (f. Leech & Short’s remark: ‘[Pleriodic sentences (...) have a dramatic quality:
they combine the principle of climax with the principle of subordination, and so
progress from a build-up of tension to a final climactic point of resolution’ (Leech &
Short 1981: 226).

 More examples of this type of sentence are Th. 1.58.1, 1.105.6, 1.132.5, 8.42.2. A
fine Herodotean example is 1.45.3.

» For example, Genette (1972: 185) says that the mimetic mode (which is related
to the immediate mode) tells the story in an ‘alive’ manner (‘fagon ‘vivante”). In the
same vein, the historic present is often claimed to have a ‘vivid effect. For critical
discussions of the notion of vividness in connection with the historic present, see
Sicking & Stork 1997: 131-4, Rijksbaron 2002b: 257, 261-2)
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Table 5:The Global Structure of Narrative
(Labov 1972: 362-70, Fleischman 1990: 135-154)

a. Abstract: Point of story or summary of significant events

b. Orientation: Identification of the time, place, participants, and
their activities

c. Complication: Build-up of Tension

d. Peak: Climax

e. Evaluation: Narrator’s comment

f. Resolution: Outcome/ result

g. Coda: Closure

Narratives frequently start off by giving the point of the story or by
telling the most significant events. This is called the Abstract. Then,
at the outset of the narrative proper, the time, place, participants,
and their activities are presented. This is the Orientation of the
story. The Complication consists of the action by which tension
gradually builds up, eventually leading to the climax of the story: the
Peak. In the Evaluation section the narrator comments on the
content of the story and its significance. Evaluative elements tend to
appear around the Peak, but they may also occur interspersed
throughout the story. After the Peak, the story comes to a
Resolution, in which the outcome of the story is told. The story ends
with a Coda, which is often of a formulaic character (of the type ‘and
they lived happily ever after’). Stories typically show an episodic
structure, that is, stories tend to contain multiple Peaks, providing a
profiled pattern of build-ups and relaxations of tension. In other
words, mos