Keeping on keeping on: repetition in the Propertian narrative

How far can a book of love elegy be read as figuring a love affair?  We might see in every separate poem addressed to the puella an image of a meeting; it is only while she is addressed or described that Cynthia forms a pair with Propertius.  As the poem ends, the door closes: sometimes they are together, but sometimes they have parted, perhaps never to be together again.  Elegy does offer narratives that are shaped in this way, but they are notably rare.
  Far more typical is the poem that represents the poet as reacting to words or actions, sometimes specific (e.g. Propertius 1.15), but often generalized (e.g. 1.2): rather than anecdote the main mode is conversation, even if usually one-sided.  Wishes and instructions play a larger role than preterite narratives: thus Cynthia’s birthday (3.10) begins with an account of a dawn visit from the Muses
, but in verse 5 Propertius moves to a sequence of jussive subjunctives, imperatives and futures that lasts to the poem’s end.  Even more marked is the avoidance of narrative in 3.8, which begins as if it will tell the tale of last night’s row:



Dulcis ad hesternas fuerat mihi rixa lucernas




uocis et insanae tot maledicta tuae.

but immediately turns to the imperative mood (tu uero nostros audax inuade capillos), and then maintains this, mixed with generalization, throughout.


Similarly counter-intuitive is the narrative of the affair itself.  The theoretically essential moments of first love (which we would expect to come at first sight) and final separation are underplayed in the genre (in contrast with the formal divorce Catullus offers us in poem 11, and the superficially elegiac narrative of Dido and Aeneas
).  However, though we do not read of the final encounter between Tibullus and Delia or Ovid and Corinna, various periods of separation are recounted by Propertius, and 3.24-5 seems (when we pass to 4.1) a most decisive rupture.  On the other hand, even in Propertius the circumstances of the first fatal look go unexplained in 1.1 while he explores the desolation of unfulfilled desire.
  Later we have a brief reference to the dress in which Cynthia first caught his eye (3.10.15): he tells her to put it on again, in an attempt to recreate that first moment of desire, always already lost, and this in a birthday poem, itself a reminder of lost origins, of repetition, of mortality.
  If we try to identify the dress further, we may find it in the Coa uestis of 1.2.2, revisited at 2.1.6 and 4.5.57, in both of which there is clear, if punning, allusion to the elegiac text of Philitas of Cos.  On this reading it is the elegiac tradition itself that seduced Propertius; yet his first conversation with the girl who becomes his life is an attempt to persuade her to reject the very form that attracted him.
  Why, he asks at 1.2.1-2, does it please her to go out all dressed up?




Quid iuuat ornato procedere, uita, capillo





et tenues Coa ueste mouere sinus?

The verb used, procedere, means not only ‘to go out of the house’ (OLD 3), but also ‘to continue’, ‘to advance’ (OLD 1, 13), and at least part of the answer must be that unless Cynthia keeps going, in her elegiac form, the text will end where it began: it will lack a middle.  If the problem of openings is how to begin, and the problem of endings how to close, middles challenge the author to keep things going.  Propertius responds to the challenge with poems in which he varies his output, repeats himself (and acknowledges the fact), appears to change direction, teases the reader with false closure, and then begins again, and again.  This essay will concentrate on the repetition
, in three different manifestations.

The Propertian career is one that is essentially static:
 this is true not only of his poetry but also of the narrative of his love affair, which is marked not so much by development as by repetition.
  Particularly illuminating is a series of pairs of elegies in book 1.  Poem 1.6 describes Propertius’ inability to leave Rome, because that is where Cynthia is; 1.8A and B depict Cynthia’s abandonment of her own plan to leave when Propertius appeals to her.  In 1.11 Cynthia does head away from the city, for Baiae; later it is Propertius who has departed, by sea in 1.17, by land in 1.18.  At the end of 1.3 Cynthia complains about Propertius’ late arrival when she has been expecting him; and in 1.15 it is his turn to complain about her turning up without urgency in a moment of crisis (periclo, 3; then quickly forgotten).  We can see here variation, in the way he exploits both participants in the affair, but also repetition, as powerful scenes are replayed.
  Secondly, we may think of the poet’s iconic statement of the limitations of what he can achieve (1.12.19-20):




mi neque amare aliam neque ab hac desistere fas est:





Cynthia prima fuit, Cynthia finis erit.
The language of the couplet figures its meaning: we see this most obviously in the insistent Cynthia … Cynthia, which stands as an emblem for the collection, Cynthia prima itself repeating the phrase that opens the book.  The hexameter too has its anaphora (neque … neque); the two infinitives tell the same story in two different ways; and, as often, the pentameter reprises the force of the hexameter.  But first I shall explore some of the diction that marks habitual activity.  We find such words used, for example, in one of the classic moments of resumption, early in book 3: after exploring in 3.1 the epic routes that he will not follow, Propertius begins 3.2 announcing the intention to continue with love elegy (3.2.1-2):



Carminis interea nostri redeamus in orbem





gaudeat ut solito tacta puella sono.
Three words here emphasize the return to familiar territory: most obviously solito
, but also redeamus (he and his readers are going back to what they know best), and orbem (which implies the circumscribed territory they will continue to occupy, or a circular track that is repeatedly followed).  Such diction begins already in book 1, and recurs throughout.
semper, saepe and the language of habit in Book 1
In his first poem Propertius contrasts himself with those to whom Amor offers a kindly ear:


uos remanete quibus facili deus annuit aure,




sitis et in tuto semper amore pares.



nam me nostra Venus noctes exercet amaras,




et nullo uacuus tempore defit Amor.



hoc, moneo, uitate malum: sua quemque moretur
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cura, neque assueto mutet amore locum.
For them he foresees a safe and equal love continuing perpetually into the future, if they accept their good fortune.  He on the other hand is constantly aware of his unrequited love, and troubled bitter night after bitter night.  In each case the habitual state of affairs is marked by the choice of language: in tuto semper amore (32) marks their ongoing future, assueto amore (35) their familiar experience, whereas his trials last through a plurality of nights (33), and in verse 34 three negative concepts stress almost beyond comprehension that the absence of Amor (uacuus Amor), i.e. of love’s requital, is never (nullo tempore) lacking (defit).
  By the time we move on to 1.2 the expression of perpetual continuity can be applied, now that Cynthia is addressed, to the relationship between the poet and his love: tu semper eris nostrae gratissima uitae (1.2.31).
  Typically, however, it is qualified by a condition — she must reject luxuriae (32).  In 1.3 the equivalence between the two lovers is neatly suggested in Cynthia’s speech.  She condemns Propertius for his late return (which will be matched by his complaint in 1.15, as has been said) and complains about the pain he inflicts on her; and in doing so, at 1.3.39-40 she echoes his use of noctes at 1.1.33 and of semper at 1.2.31:


o utinam tales producas, improbe, noctes



me miseram quales semper habere iubes.
Against this background we may not be surprised to find applied to Propertius at 1.4.1-4 the words that he has used of lucky lovers in 1.1:


Quid mihi tam multas laudando, Basse, puellas




mutatum domina cogis abire mea?



quid me non pateris uitae quodcumque sequetur




hoc magis assueto ducere seruitio?

He is the one who should not change, and abandon his love in the hope of something better; he is now accustomed to his affair (though he talks of it, of course, not as amor, but as seruitium).  The final line of the poem (mistakenly signified as 1.5.2 in the traditional numeration
) repeats the point in different words:




et sine nos cursu quo sumus ire pares.

This poem ends on an upbeat note, with the pair who have earlier been characterized as master and slave now briefly pares: once more the diction is carefully chosen to include a word that picks up on the programmatic description of fortunate lovers in 1.1, verse 32.


The opening word of Callimachus’ Aetia was, it now seems, Πολλάκι (‘often’).
  If so, there is an evocation of this in the opening line of 2.1 (totiens).  The more straightforward Latin translation, saepe, becomes a marked word too.
  Cynthia uses it as part of her generically loaded complaint at 1.3.43-4:



interdum leuiter mecum deserta querebar




externo longas saepe in amore moras.
The hexameter describes her actions during the evening, in Propertius’ absence.  interdum (‘now and then’) indicates the repetition of her speaking, an equivalent to the saepe of 44.  deserta querebar characterizes elegy itself with two key words, one bringing out separation from the beloved, the other the expression that results.
  leuiter compounds this by stressing the Callimachean lightness
 of what she said.  The pentameter matches this with a line-end that again offers two characteristics of elegy, the anagrams amor and mora. 
  It might seem that she is accusing him not just of lusting after other women, but of elegiac infidelity.  However, though externo distances the love, and longas removes any Callimachean charge
 from his morae, saepe artfully restores a Callimachean aspect to his behaviour as well as claiming that his infidelities are frequent.  If we look for warrant within the text for Cynthia’s accusation, it can only come in the gaps between poems, in the periods when he is not writing of his love, but engaging with other enthusiasms, even dallying with other texts.


Saepe is one of the terms from the language of habit that play an important part in characterizing the elegist’s activity early in 1.7:



nos, ut consuemus, nostros agitamus amores,




  5




atque aliquid duram quaerimus in dominam; …



me laudet doctae solitum
 placuisse puellae,
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Pontice, et iniustas saepe tulisse minas.

The poet has grown accustomed to ‘carrying on’ his love affair (OLD 11 s.v. agito); but he also habitually ‘discusses’ it (OLD 9), and even ‘provokes’ his darling (OLD 18) — which would fit a rendering of in in the pentameter as ‘against’ rather than ‘for’.  Amidst the playful ambiguity we should not miss the point that agitare is itself an iterative verb.  Poem after poem shows him seeking to attract, appease, attack or provoke his mistress: any of these meanings can be extracted from the text of 6; in verse 11 he then presents himself as repeatedly pleasing her (though that is only implicit in the poems before 1.7), in 12 as enduring her frequent threats (we may think of 1.3.35-46 and 1.6.5-18).  In 1.13 saepe appears in the very first line, reinforcing soles, another term of habit:



Tu, quod saepe soles, nostro laetabere casu




Galle, quod abrepto solus amore uacem.

This couplet presents an emblematic version of the reader’s regular pleasure at discovering that the poet has once again lost his beloved.  The reader has already seen solet used to mark Cynthia’s habitual anger at 1.5.8 molliter irasci non solet illa tibi: here too the verb accompanies words that characterize Propertian elegy.  Anger was a keynote of epic from the first word of the Iliad, but both Propertius and Cynthia have been motivated by ira in the book’s first four poems (1.1.28, 1.4.21), and mollis is the adjective most commonly used to evoke elegiac sensibility or style.
  Elegy 1.15 actually has saepe as first word:



Saepe ego multa tuae leuitatis dura timebam,




hac tamen excepta, Cynthia, perfidia.

multa multiplies the sense of repetition; leuitatis reworks the Callimachean aesthetic and applies it to the undesirable fickleness of the mistress.  ego establishes the personal element that is, if not absent from Callimachus’ elegy, less dominant, and dura timebam
 brings out the characteristic emotional element that overwhelms the intellectual in Propertius.  The pentameter, however, announces that the current situation is different, the current poem will present something new (though the reader may notice that Cynthia’s name appears once more, and perfidia is a characteristic of Catullus 64
, where Ariadne’s speech is a foundational model for elegy).  In fact the poem more nearly fulfils the programme of the hexameter than the pentameter: it offers a combination of 1.2, as a criticism of Cynthia’s behaviour
, and 1.3, where it is Cynthia who expresses her dismay at Propertius’s late arrival.  The point is underlined by the return to motifs that have been seen earlier (pallor, tears and compulsion all appear in 39-40, e.g.
) and by more diction that implies repetition, such as reuocare at 1.15.25 desine iam reuocare tuis periuria uerbis, and once again saepe in verse 34:



tam tibi ne uiles isti uideantur ocelli,




per quos saepe mihi credita perfidia est!

Mention of Cynthia’s eyes takes us back to the opening line of the corpus, where they have captured the poet: her reliance on them is well warranted.  But the attachment of saepe to perfidia undoes the separation of the words in the opening couplet: even if this particular instance of betrayal is new, the practice is a frequent one.  To put it another way, each poem is different, but they repeatedly tell a similar tale.

Another word of habit that recurs in Propertius 1 is assiduus.  He uses it at 1.8B.28, for example, to describe the persistent and ultimately victorious efforts to persuade Cynthia to stay in Rome: uicimus: assiduas non tulit illa preces.  As at Tibullus 1.1.3 and 6
, an etymological sense can be nicely activated: Propertius has won his case not just with prayers — he has touched Cynthia by ‘sitting next’ to her.  But the sense ‘persistent’ should not be neglected: this is what he does time after time.  Such is the force in the generalization at 1.19.24 flectitur assiduis certa puella minis; and such has been the meaning when Cynthia is compared to the Maenad at 1.3.5 assiduis Edonis fessa choreis, where it refers, with programmatic force, to repeated artistic productions.
  A more complex development comes in the usage of the adverb at 1.7.13:


me legat assidue post haec neglectus amator,





et prosint illi cognita nostra mala.

Here it is not the action of Propertius that is constant, whether as lover or as writer, but his future reader, who will gain benefit from repeated reading, as the poet has from his repeated pleas.

Intratextual repetitions in Book 1


My discussion of the Propertian use of words that bring out habitual action has touched on some significant echoes of earlier phrasing.
  This section will take this analysis further in considering the poet’s repetition of broader patterns and motifs, and his acknowledgement of such resumptions.  In book 1, besides the poems already touched on, in which Cynthia and Propertius are presented as acting or behaving in similar ways, there is a sequence of pieces addressed to male acquaintances identifiable as poets with varying degrees of explicitness: Ponticus, immediately described in 1.7 as author of a Thebaid (also mentioned early in 1.9: 9-11); Bassus, presented as praising girls other than Cynthia, but apparently to be identified as a writer of iambi
, not normally a genre known for its praise; Gallus, addressed in 1.5, 10, 13, 20, and evocative of the elegist, even if the identification is not straightforward
 and the poetic bent has to be deduced from punning phrasing, such as alternis uocibus at 1.10.10.  All three men are depicted as interfering in the poet’s love (unlike Tullus, addressed in 1.1, 6, 14, 22, who in 6 and 14 apparently has no knowledge of love and in 22 little of Propertius himself).  All three are consequently addressed in similar terms, Bassus as ‘casting an evil eye’ (inuide, 1.5.1), Ponticus as ‘mocking’ (irrisor, 1.9.1), Gallus as enjoying Propertius’ discomfort when Cynthia has left him (1.13.1-2).  All three are given advice and information on what the life of love involves, at least as it is lived by Propertius and Cynthia, and later poems revisit earlier material.  This is notably true of 1.9, which does not merely justify the warning in 1.7 that the epic poet Ponticus will be undone if ever he falls in love, but repeatedly exploits material first dealt with in 1.5.  Consider the first three verses of 1.9:



Dicebam tibi uenturos, irrisor, Amores,




nec tibi perpetuo libera uerba fore:



ecce taces
 supplexque uenis ad iura puellae.

and 1.5.17:



et quaecumque uoles fugient tibi uerba querenti.

In the earlier poem the failure to find the words one wants are just one part of the manifold sufferings of the lover, though querenti implies elegiac composition, as we have seen (n. 18).  In 1.9 the constraint placed on expression by Love comes to the fore; the poet has looked for liberty in speech himself at 1.1.28.  At the same time, the imperfect Dicebam is used to multiply 1.7 (‘I kept on saying’).  After some couplets concerned with the poetic output of speaker and addressee, description of the power of love resumes in 1.9.17-22:



necdum etiam palles, uero nec tangeris igni:




haec est uenturi prima fauilla mali.



tum magis Armenias cupies accedere tigres




et magis infernae uincula nosse rotae
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quam pueri totiens arcum sentire medullis




et nihil iratae posse negare tuae.

The fire of 17-18 recalls 1.5.5 ignotos uestigia ferre per ignes; the pallor that at 1.5.21 nec iam pallorem totiens mirabere nostrum; nosse in 20 the uses of the verb at 1.5.18 and especially 4 properas ultima nosse mala; sentire in 21 meos sentire furores at 1.5.3.  Verse 22 has little by way of echo (though iratae picks up on irasci of Cynthia in 1.5.8 molliter irasci non solet illa tibi), but the impossibility of saying no figures the lover as a slave, like 1.5.19 tum graue seruitium nostrae cogere puellae/ discere.  The repeated words all express images or emotions fundamental to elegy; totiens too not only symbolizes elegy itself (as we have seen), but also figures the repetitions that surround it, in its sense and in its allusion to the instance at 1.5.21.  Two further words basic to Propertian elegy come in 1.9.26-8:




acrius illa subit, Pontice, si qua tua est,



quippe ubi non liceat uacuos seducere ocellos



nec uigilare alio limine cedat Amor.

Once again they allude to 1.5, in this case verses 11-13:



non tibi iam somnos, non illa relinquet ocellos:




illa ferox animis alligat una uiros.



a, mea contemptus quotiens ad limina curres!

ocelli is an evocation of 1.1.1
, and the substance of 1.5.11 and 1.9.27 are the same: the girl
 will be fixed in the eyes of the man.  With limen, however, there is variation, though in neither case does it refer to that classic locale, the beloved’s threshold.
  Ponticus will be so committed to his new girlfriend that he will not be able to linger at another woman’s doorway — any more than he can part from the puella’s eyes.  In 1.5 limen is used of the poet’s own doorway, expected to provide a sympathetic entrance to his fellow lover; quotiens once more evokes elegiac repetition.  The line as a whole sets up the situation that is the norm in this part of the Propertian corpus, the repeated monologue of the intermittently frustrated lover addressing a male friend, and it is not surprising that the accompanying pentameter (1.5.14) describes his faltering but expressive attempts to convey his emotions: cum
 tibi singultu fortia uerba cadent.

Though allusion to phrasing used in the opening poem is frequent and significant from 1.2 on, it seems particularly important in 1.9-13, around the half-way point of the book (as the poet perhaps hints in his use of medius in 1.9.16, 1.10.8, 1.11.1
).  The phrasing of 1.9.15-16 is particularly effective in suggesting that the reader, like Ponticus, is midstream:


quid si non esset facilis tibi copia?  nunc tu




insanus medio flumine quaeris aquam.

Why go to the suitably named ‘man of the sea’, when Propertius has plenty of erotic material flowing past?


At 1.10.19 Cynthia me docuit recalls me docuit at 1.1.5 (where Amor, Cynthia’s alter ego again in 1.10, is the subject of the verb):



Cynthia me docuit semper quaecumque petenda




quaeque cauenda forent: non nihil egit Amor.

In 1.1 Propertius himself was learning to be a lover, whereas here he is the teacher, taught by his own experience (a point already made by 1.9.7 me dolor et lacrimae merito fecere peritum).  semper
 once again indicates that the experience is ever-recurring, but here it has a further force, for it takes us back to the beginning: ‘Cynthia has always taught me’ — there was no time prior to 1.1.
  In the next two poems, there follows the first break between the two lovers, when one of them abandons the clinging immobility of 1.6 and 1.8B: Cynthia leaves Rome for Baiae.  Near the end of 1.11 (29, litora quae fuerunt castis inimica puellis), this poem has an important echo of 1.1.5, where Amor is said to have turned the poet against castas puellas (whatever that implies there
): Cynthia’s willingness to listen to the poet, a change effected by 1.1, is now overturned by her neglectful absence in Baiae.  The next poem continues this return to motifs from 1.1: Batstone notes
 that the lonely nights of 1.12.13 echo those of 1.1.33, and the idea of transferring affection in 1.12.17 picks up from 1.1.36.  The fracture of the relationship is brought out by the way 1.12.5 nec mihi consuetos amplexu nutrit amores/ Cynthia echoes and negates the phrasing of 1.7.5 nos, ut consuemus, nostros agitamus amores.  Movement and change deny the elegiac norm that has been established (1.12.11-12):



non sum ego qui fueram: mutat uia longa puellas.




quantus in exiguo tempore fugit amor!

And so he has to begin again (1.12.13-14):



nunc primum longas solus cognoscere noctes



cogor et ipse meis auribus esse grauis.

Of course, this is not really the first time he has had to spend nights alone: cf. the bitter nights of 1.1.33; cogor has also already occurred in 1.1 (verse 8).
  Propertius rejects the criticisms that love is leading him into desidia
, but despite the change in circumstances, he ends with the ringing statement of his determination to remain true to Cynthia, true to his genre (Cynthia prima fuit, Cynthia finis erit, 1.12.20): Cynthia prima here marks an end, and another new beginning too.

The following elegy, 1.13, repeats the pattern of 1.9: it is structured as a return to material already treated (in 1.10, also addressed to Gallus) and includes much material from elsewhere in the book.  Until recently Gallus had a reputation for deceiving girls (5), and was the opposite of Propertius in his refusal to linger in love: in nullo quaeris amore moram (6) makes the point in inverting earlier references to mora.
  But now, just as Propertius has done (sero lapsum, 1.1.25), Gallus begins with a late fall (1.13.7-8):



perditus in quadam tardis pallescere curis




incipis, et primum lapsus abire gradu.

The sense of beginning is brought out here by incipis and primum
 and will be confirmed with the words nouus incidit error in the final couplet (1.13.35).  Pallor we have already seen as a feature of the lover at 1.5.21 and 1.9.17, but it goes back to the poet’s request to the witches at 1.1.22 facite illa meo palleat ore magis.  Burning appears in the Hercules dissimile at 1.13.23-4, and continues with the faces of 26 and the ardor of 28, addictum
 te tuus ardor aget, where the word gives a precise link to 1.10.10:


cum te complexa morientem, Galle, puella
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uidimus et longa ducere uerba mora.



quamuis labentes premeret mihi somnus ocellos




et mediis caelo luna ruberet equis,



non tamen a uestro potui secedere lusu:




tantus in alternis uocibus ardor erat.
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The shape and sense of that verse is reprised in 1.13.20, with demens furor replacing ardor, and inter utrosque replicating the mutuality of in alternis uocibus.
 


uidi ego te toto uinctum languescere collo
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et flere iniectis, Galle, diu manibus,



et cupere optatis animam deponere labris,




et quae deinde meus celat, amice, pudor.



non ego complexus potui diducere uestros:




tantus erat demens inter utrosque furor.
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The hexameters too are akin in phrasing and meaning: Propertius was so engaged by the fervour of the lovers that he could not tear himself away/break their embrace.  With the poet we can truly say that we have seen the scene already: both descriptions include embracing (1.10.5 complexa; 1.13.15 uinctum, 19 complexus), and a metaphorical death (1.10.5 morientem; 1.13.15 languescere, 19 animam deponere).  Even the placing of the vocative Galle within these assimilated passages enhances the duplication.  The final couplets complete the pairing.  The end to 1.10 is an admonitory generalization about the relationship between happiness and commitment in love (29-30):



is poterit felix una remanere puella




qui numquam uacuo pectore liber erit.

Elegy 1.13 ends with a wish for Gallus, that his love be happy, and that he have only one girl (35-6):



qui
 tibi sit felix, quoniam nouus incidit error;




et quotcumque uoles, una sit ista tibi. 

Once again both diction and sentiment match.

Anaphora

One feature I have largely avoided discussing in the previous sections is anaphora.  But this is an important presence in a number of the passages where the language of habit appears or there are significant echoes of earlier text.  Consider 1.7.5-14:



nos, ut consuemus, nostros agitamus amores,




  5




atque aliquid duram quaerimus in dominam;


nec tantum ingenio quantum seruire dolori




cogor, et aetatis tempora dura queri.



hic mihi conteritur uitae modus, haec mea fama est,




hinc cupio nomen carminis ire mei.
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me legat assidue post haec neglectus amator,
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et prosint illi cognita nostra mala.
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me laudet doctae solitum placuisse puellae,
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Pontice, et iniustas saepe tulisse minas.
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Already in 5-8 consuemus and the frequentative agitamus are matched by the repeating syllables in the verbs themselves, and in nos … nostros, duram … dominam, tantum … quantum, duram quaerimus … dura queri.  The last is the most important, I would suggest, partly because queri evokes elegiac utterance most clearly, but mainly because durus
 is a repeated leitmotif, appearing in elegy after elegy, directly or indirectly of the poet’s mistress or woes at 1.1.10, 1.3.14, 1.6.36 (as well as in eight subsequent poems within the book).  More conventional polyptoton and anaphora then continue to evoke the repetitiveness of elegiac composition in 9ff.: hic mihi … haec mea … hinc … mei; me legat … me laudet.  In 13 post haec neglectus contributes to the complexity of the sequence, haec maintaining in unstressed position the word that has dominated the three previous clauses, and neglectus picking up on the sound of legat; as the verb is derived by the etymological writers from nec legere
, the combination here can be seen as implying that the unread lover should seek consolation by reading Propertius.


Similarly at 1.13.15-16:



quae cano non rumore malo, non augure doctus:




uidi ego. me quaeso teste negare potes?



uidi ego te toto uinctum languescere collo
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et flere iniectis, Galle, diu manibus,

This passage points out that the poet’s claims are based on prior experience, and we may find that claim confirmed by the very existence of 1.10, just as readers may see the Amores as justifying Ovid’s claim to well-founded knowledge at Ars 1.29 usus opus movet hoc: uati parete perito.  This is strengthened by the allusion to uidimus (1.10.6) established by uidi ego in 14.  However, when uidi ego is repeated in 15, it does something more: the anaphora figures the repeated experience that the poet narrates.


Repetitions in Latin verse were collected and categorized by Jeffrey Wills, in a book entitled Repetition in Latin poetry: figures of allusion (Oxford, 1996).  As his sub-title suggests, he is particularly interested in the ways that poets mark their allusions with recurring words.  For example, on pages 283-4 he discusses Propertius 1.1.29-30 ferte per extremas gentes et ferte per undas as an evocation of Catullus 101.1-2, designed to reveal his debt to this major model as a poet of love:



Multas per gentes et multa per aequora uectus




aduenio has miseras, frater, ad inferias.
He is clearly right to see an allusion here, given the gemination of per in both lines, the use of gentes, and the sense of movement first by land and then by sea.  The later poet replaces the repeated multa(s) with the doubled ferte.  In addressing the imperative to his amici (25), he looks ahead to the importance of friends as addressees in the book and of the jussive mode.  In seeking a journey by land and sea he partly misleads the reader, for in 1.6 he will firmly reject such an opportunity, but he also offers a programme for the travel that will come in 1.17 (by sea) and 1.18 (by land), themselves reprised in the Argonautic myth of 1.20.


Wills’s lists will save me having to gather together lots of examples.  Especially suggestive for my argument here is the material collected on pages 415 and 416.  The list on 416, for example, contains 1.11.23 tu mihi sola domus, tu, Cynthia, sola parentes, another line that figures the repeated concentration on the beloved.  Ovid, ever the acute the reader, chooses to echo the phrasing of this line (though without the repetition), when he discourages the reluctant lover from reading the works of the elegists and defines Propertius as the man whose work was (as opposed to home or family) Cynthia alone (Rem. 763-4):



carmina quis potuit tuto legisse Tibulli,




uel tua, cuius opus Cynthia sola fuit?


On page 424, Wills includes 1.8.41-4 as the first in his list of repetitions ‘at the end of successive couplets’:


sunt igitur Musae, neque amanti tardus Apollo;




quis ego fretus amo: Cynthia rara mea est.



nunc mihi summa licet contingere sidera palmis:




siue dies seu nox uenerit, illa mea est.

This is a case that deserves attention.  Firstly, it is another place in which gemination obviously stresses the single-minded focus on Cynthia.  In addition, Wills apparently misses the instance at the end of 1.8A, significantly with the same words (verses 24 and 26):



nec me deficiet nautas rogitare citatos:




‘dicite, quo portu clausa puella mea est?’



et dicam: ‘licet Artaciis considat in oris,
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et licet Hylaeis, illa futura mea est.’
In the propempticon mea est starts as part of a question, and then turns to a rather plaintive claim for the future, weakened by the repeated uncertainty introduced by the licet clauses.  In the sequel, after a pentameter (34) that ends with the similar maluit esse mea, and after the double anaphora of 37 quamuis magna daret, quamuis maiora daturus (threatening, but constrained by the presence of the concessive pronouns), the poet can repeat the doublet in full confidence of victory.  The paired poems are symbolized by the paired phrasing.


A rather different case is the polyptoton at 1.5.30
:



sed pariter miseri socio cogemur amore




alter in alterius mutua flere sinu.

The couplet is stuffed with the classic diction and imagery of elegy: love, unhappiness, compulsion, tears, and, in word after word, pairing: pariter, socio, alter, mutua: if Gallus falls in love like Propertius, the two of them will make an allied pair, weeping together, like the hexameter and pentameter of the elegiac couplet.  But the polyptoton also reflects on the ongoing collection, I would suggest: the sequence from 1.4-7 (and later 1.9-10, 13, 20-2) is made up of addresses to one man, then another, with exploration of emotion the dominant mode.

‘Propertius and Tibullus enjoyed repetition no less than Ovid, especially the use of identical phrases for series or frames, … which must be distinguished from the effects of word-play through inversion, paradox, or other epigrammatic traits.’ So Wills (400), after noting the sequences of anaphora at 2.5.20-4 (nec x 4, part of laedere x 2), 2.6.9-13 (me x 6, part of laedere x 3), and 2.25.41-4 (uidistis x 4).  This seems to me to be on the right lines for Propertius: though there is ‘epigrammatic’ repetition (acknowledged by Wills in footnote 18), structural repetition is important too, and so is what we might call ‘strategic’.  Thus he notes on p. 402 that both 1.13 and 1.14 have triple anaphora twice (and stand out in that respect among short elegiac poems).  The former proceeds in its middle sections though sequences of anaphora: haec (9) … haec (11); non … non (13); uidi ego (14) … uidi ego (15); et (16) … et (17) … et (18); non (19) … non sic (21) … nec sic (23); nec (27) … nec (28) … nec (29); et (29) … et (30); illa (31) … illa (32).  Such rhetoric enforces the impression that love will mean one thing after another (especially verses 16-18, 27-9); it shows the poet seeking, usually in vain, for effective comparisons (21-4, 29-30)
; and at beginning and end we have fixed concentration on the beloved.  The construction of 1.14 is similar (and this helps establish a connexion between poems that begin very differently): et (3) … et (4) … et (5); non (7) … nescit (8); siue (9) … seu (10); tum (11) … tum (13); illa (17) … illa (18) … illa (19); neque (19) … nec (20).  The opening description of Tullus’s life may contain a wealth of detail, but it is essentially external to the addressee, lacking in the emotion predicted for Gallus’s love at 1.13.16-18 and revealed for Propertius himself in 9ff.  The triple illa of 17-19 may strictly refer to Venus (Venere, 16), but the pronoun also picks up on illa, the mistress, in verse 9, and nicely elevates her powers to the level of the goddess.  Once again there is a fundamental concentration on love.
The final sequence in Book 1 (16-22)

After 1.15 the book heads in some different directions, though without (till the end) leaving behind Cynthia and love.  Because the patrician ianua that is the ego of 1.16 does not identify the besotted lover who frequents its step as the poet himself, one is wary about making the poem part of the narrative of the Propertian affair.  However, this lover too represents his actions as repeating (quotiens, 43) and endless (nullane finis erit nostro concessa dolori, 21); and some of the language
 used in the paraclausithyron quoted by the door is strikingly familiar (1.16.23-35):



me mediae noctes, me sidera prona iacentem,




frigidaque Eoo me dolet aura gelu.



tu sola humanos numquam miserata dolores
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respondes tacitis mutua cardinibus.



o utinam traiecta caua mea uocula rima




percussas dominae uertat in auriculas.



sit licet et saxo patientior illa Sicano,




sit licet et ferro durior et chalybe,
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non tamen illa suos poterit compescere ocellos,




surget et inuitis spiritus in lacrimis.



nunc iacet alterius felici nixa lacerto,




at mea nocturno uerba cadunt Zephyro.



sed tu sola
 mei, tu maxima causa doloris, …


35
Besides the internal repetitions, marked in bold, with their emphases on the lover and the mistress (dominae, 28), we may notice language appropriate to the Propertian lover such as dolores (25; n.b. also dolet, 27) and lacrimis (32);
 ocellos (31; cf. 1.1.1); mutua (26) and alterius (33).
  As interesting is the way that the door applies to itself some of the language of the elegiac lover (1.16.5-14):



nunc ego nocturnis potorum saucia rixis,
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pulsata indignis saepe queror manibus,



et mihi non desunt turpes pendere corollae,




semper et exclusi signa iacere faces.



nec possum infames dominae defendere uoces,




nobilis obscenis tradita carminibus.
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has inter grauibus cogor deflere querelis, 
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supplicis a longis tristior excubiis.

Like Propertius the door is equipped with corollae (7: cf. 1.3.21), a domina (9; 47), carmina (10).  Like him she cannot act as she might wish (nec possum, 9: cf. 1.6.11, 1.10.9, 1.13.19), and she is compelled (cogor, 13
) to weep.  As a result she adopts the characteristic speech of the lover (queror, 6), a point reinforced by querelis in 13.  Moreover, like the elegist her complaints are frequent (saepe, 6), and the signs of exclusion are constantly repeated (semper, 8).  semper recurs in the final couplet, where it marks the lover or his weeping as unending — and thus of course Propertian (1.16.47-8):



sic ego, nunc dominae uitiis, nunc
 semper amantis




fletibus, alterna differor inuidia.

At the same time, if Markland’s conjecture
 is correct, the door too is assimilated to the poet, troubled by disrepute that comes, like the elegiac couplet, in alternating form.


Poems 1.17 and 18 make a pair, both addressed to Cynthia, but now from a distance, outside Rome.  In each the poet also speaks to his desolate surroundings, and the repetition of desertus brings out the continuity of theme between the two pieces: nunc ego desertas alloquor alcyonas (1.17.2); haec certe deserta loca et taciturna querenti
 … nec deserta tuo nomine saxa uacent (1.18.1, 32).
  In poem 6 he has told Tullus that he cannot abandon Cynthia in Rome, because of her complaints.  In addition to the non possum of 1.6.12 his ego non horam possum durare querelis, the verb is given prominence by its presence also in verses 3 and 12.  There is a clear response to this, for once a development, when 1.17 begins Et merito, quoniam potui fugisse puellam.


The theme of death, so important for the corpus as a whole
, has been merely touched on at 1.6.27 and 1.7.23-4; the picture of the poet’s funeral is first developed in 1.17, and his death to come is the dominant topic in 1.19, the only elegy in this closing sequence that addresses Cynthia as if in Rome.
  Anaphora marks the substantive arrival of the motif (1.17.19-24):



illic si qua meum sepelissent fata dolorem,




ultimus et posito staret amore lapis,
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illa meo caros donasset funere crines,




molliter et tenera poneret ossa rosa;



illa meum extremo clamasset puluere nomen




ut mihi non ullo pondere terra foret.

illic (‘there’) implies ‘in Rome’, or at least where Cynthia is (he has been describing her in verses 15-16 before making a contrast with the stormy seashore he now sees); it thus leads on well to the repetition of illa at the start of the next two couplets.  A funeral overseen by Cynthia would have brought the two of them together (illa meo … illa meum), and she would at the end have matched his use of her name (23; her name resounds in 1.18.32, cited above).  Here the repetition can be seen as programmatic: the theme will repeat
; and it first does so, in 1.19, with an anaphora that recalls these verses: illic (7) … illic (11) … illic (13), the adverb now meaning the ‘underworld’.  There is also a shared theme reinforced by shared language in 1.18.27-8:



pro quo cliuosi montes
 et frigida rupes




et datur inculto tramite dura quies;

and in 1.20, an elegy that deals with homoerotic love and recounts the myth of Hylas within a frame addressed to Gallus (1.20.13-14):



ne tibi sit duros montes et frigida saxa,




Galle, neque expertos semper adire lacus.

Enduring the harshness of the wilds as part of a love affair is not a major theme in what follows, but it takes the reader back to Milanion in 1.1.  The elegy opens with an announcement of its continuities (1.20.1):



Hoc pro continuo te, Galle, monemus amore.
This is the fourth time Gallus has been addressed, and in each of them he has been offered advice in a spirit of affection and aimed at assisting with his love-life; and already in 1.1 warnings are what Propertius gave his readers (moneo, 35; monitis, 37).  The poem also has a fine example of anaphora used for narrative effect,
 when it brings out the persistence of the sons of the North Wind in pursuing Hylas (1.20.25-8):



hunc duo sectati fratres, Aquilonia proles;




nunc superat
 Zetes, nunc superat Calais;



oscula suspensis instabant carpere plantis,




oscula et alterna ferre supina fuga.


Elegy 1.21 is a second poem given to another speaker: not a door, but an opponent of Caesar killed in the Perusine War; 1.22 is then a sphragis that implicitly identifies the dead soldier of 1.21 as a relative of the poet; both are epigrammatic in length and affiliation.  They continue the theme of death that has come to the fore from 1.17, and they accompany this with references to militia (1.21.4) and tears (1.21.6), to dolor (1.22.6) and hardship (1.22.4 duris … temporibus, those experienced by Italy as a whole now).  Again we have a pair, and again an anaphora figures the repetition (1.22.6-8):




sed mihi praecipue, puluis Etrusca, dolor:



tu proiecta mei perpessa es membra propinqui,




tu nullo miseri contegis ossa solo.

In particular ossa echoes the final couplet of 1.21, where the dead man tries to identify his bones amid all those dead on the Etruscan hills (1.21.9-10):



et, quaecumque super dispersa inuenerit ossa



montibus Etruscis, haec sciat esse mea.

Continuing repetitions in Book 2, and beyond
Having established the significant presence of these three manifestations of repetitiveness in Book 1, I shall desist from exploring them in similar detail through the remainder of the corpus (that could easily get repetitive); but there are some new aspects worthy of attention.  The opening word of book 2, Quaeritis, pluralizes the quaeris of 1.22.2 (dialogue now will mainly be with the readership at large), and, as has been seen, totiens at 2.1.1 recalls the Πολλάκι at the start of Callimachus’s Aetia (2.1.1-4):


Quaeritis unde mihi totiens scribantur amores,




unde meus ueniat mollis in ora liber.



non haec Calliope, non haec mihi cantat Apollo:




ingenium nobis ipsa puella facit.

The adverb additionally emphasizes the repeated continuation of the same topic in this next book.
  We may also now see it as acknowledging the repetitive nature of book 1 (Propertius is already there the poet who keeps on writing amores).  Similarly in verse 3 the double anaphora non haec … non haec (Wills 416) serves as an early signal of continuing repetition,
 compounded by 2.1.5-16, with its list of behaviours
 and its anaphora:



siue illam Cois fulgentem incedere cerno,
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totum de Coa ueste uolumen erit;



seu uidi ad frontem sparsos errare capillos,




gaudet laudatis ire superba comis;



siue lyrae carmen digitis percussit eburnis,




miramur faciles ut premat arte manus;
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seu cum poscentes somnum declinat ocellos,




inuenio causas mille poeta nouas;



seu nuda erepto mecum luctatur amictu,




tum uero longas condimus Iliadas;



seu quicquid fecit, siue est quodcumque locuta,
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maxima de nihilo nascitur historia.

One of the striking things about this list is how little internal repetition it contains: the behaviours are different and, after the initial adumbration of the correspondence between Coan cloth and Philitean verse, only the functional siue/seu is repeated.  There is promise of novelty and change here, most obviously in 12, where both mille and nouas enable the poet to bring out his powers of inuentio.  The address of Maecenas that comes in verse 17 is a new departure; but much of what follows is familiar from book 1, even if presented on a grander scale: the contrast between epic and elegy, militia amoris, mythological exempla, the vision of love as something lasting to death and beyond.  Particularly prominent are resumptions of material from the closing sequence of Book 1: besides the opening Quaeritis and the interest in death as the future (but not the close) of the affair, verses 27-30 describe the recent civil wars, with mention of the Perusine War in 29, and ciuilia busta, Philippos (27) recalling the focus on burial in 1.21-2.


Suggestive for the development of the narrative are a couple of passages that the traditional numeration allocates to 2.4; unfortunately the fragmentary transmission of this part of the text deprives us of the contexts that would enable us to interpret with confidence.  In 2.4.1-4 (not apparently the start of a poem) it seems as though the Propertian model is now being used as an exemplum for the behaviour of another:


multa prius dominae delicta queraris oportet,



saepe roges aliquid, saepe repulsus eas,



et saepe immeritos corrumpas dentibus ungues




et crepitum dubio suscitet ira pede.

dominae and queraris characterise the language and the speech of the elegiac lover; the meaning and the anaphora of saepe then bring out the repetitiveness of his expected behaviour, a point that is reinforced by the presence of multa in the previous line.  Anger too is characteristic of the lover, as we have seen; in this case it makes him jiggle his leg or tap his foot in nervous frustration, a repeated action implied by the repeated diction that precedes.  Verses 7-12 bring more anaphora:


non hic herba ualet, non hic nocturna Cytaeis,




non Perimedaea gramina cocta manu.



quippe ubi nec causas nec apertos cernimus ictus,




unde tamen ueniant tot mala, caeca uia est.
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non eget hic medicis, non lectis mollibus aeger;




huic nullum caeli tempus et aura nocet.
and here too we have a reference to multiplicity of misfortune (tot mala, 10), an expression matched by the questioning cui non? quae non? (15-16), implying that all the prophets and wise-women have been consulted, each of them ten times (decies, 16).


nam cui non ego sum fallaci praemia uati?
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quae mea non decies somnia uersat anus?

Even uersat is an iterative verb, and suggests that the action of the dream-interpreter repeats.


In the opening couplet of 3.2, which helped illustrate at the start the way in which Propertius uses the language of habit to reflect on his narrative, a key word was redeamus; the verb redire does not occur in book 1
, but fits well into books that themselves revisit familiar ground, e.g. in the instance at 2.3.32 post Helenam haec terris forma secunda redit, where secunda adds to the reflexive impact of the phrasing (especially for the reader who remembers Cynthia prima).  However, when it next appears, at 2.5.9-10, the reference is to a putative return after a failure to escape from Cynthia:



nunc est ira recens, nunc est discedere tempus:




si dolor afuerit, crede, redibit amor.

The pentameter promises that after the interstice love will come back.  This sets up the repeated attempts to head off, not least through the anaphora nunc est … nunc est.  The construction tempus + infinitive recurs, with a clear metapoetic significance, at 2.10.1-2 sed tempus lustrare aliis Helicona choreis/ et campum Haemonio iam dare tempus equo, in what may be the final poem of the original second book and thus an announcement of a real break.
  But the fullest treatment of such a divorce comes in the final poem of book 3 (3.24.17-18, 25.5-10):



nunc demum uasto fessi resipiscimus aestu,




uulneraque ad sanum nunc coiere mea. …


nil moueor lacrimis; ista sum captus ab arte;
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semper ad insidias, Cynthia, flere soles.



flebo ego discedens, sed fletum iniuria uincit:




tu bene conueniens non sinis ire iugum.



limina iam nostris ualeant lacrimantia uerbis




nec tamen irata ianua fracta manu.
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In leaving (25.7)
 he repeats the nunc … nunc of 2.5.9, and the anger of that poem too (cf. 2.5.9, and 22 nec mea praeclusas fregerit ira fores).  The commentary of Heyworth & Morwood touches on a number of the intratextual allusions (e.g. sum captus reworking cepit) and Propertian themes here (e.g. the weeping), but says nothing about the typical diction in 25.6.  saepe earlier in the poem helps figure first Propertius, then Cynthia as repeatedly the elegist (te … laudaui saepe, 24.5; saepe querere, 25.4); semper and soles bring out a similar point — her weeping has from the first book been a regular presence in the story (1.3.26, 4.23, etc.).


redire also occurs of the lover himself, at the culmination of a passage on the power of persistence to overcome anger (2.25.15-20):



sed tamen obsistam. teritur robigine mucro
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ferreus et paruo saepe liquore silex;



at nullo dominae teritur sub crimine amator
:




restat et immerita sustinet aure minas.



ultro contemptus rogat, et peccasse fatetur




laesus, et inuitis ipse redit pedibus.
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In 15-16 it might look at first as though rust and dripping water are exempla for the lover to follow.  Far from it: the lover is like the hard rock, resisting the insidious and undeserved attacks of his mistress, and despite her contempt he asks for favours, he admits (falsely) that he has done wrong, and he keeps coming back, as poem follows poem — the presence of pedibus confirms the metapoetic reading.  The verb redire returns at 2.33.1, its force compounded by iterum:


Tristia iam redeunt iterum sollemnia nobis:




Cynthia iam noctes est operata decem.

With sollemnia the return is primarily that of the moment in the calendar when worship of Isis
 is required of Cynthia, but there is the regular implication that elegiac material recurs, and in this case, even if the ten nights of worship have not been seen before, the occasion of the dedication has been witnessed by the reader, to mark Cynthia’s recovery at the end of 2.28 (61-2):



redde etiam excubias diuae nunc, ante iuuencae:




uotiuas noctes et
 mihi solue decem. 

The story of Io’s period as a cow, before she was transformed into Isis, has there been expressed epigrammatically, both in 61, and already in 17-18:



Io uersa caput primos mugiuerat annos:




nunc dea, quae Nili flumina uacca bibit.

In 2.33A it is revisited at greater length (9-12), and with implications that spread throughout the poem.


A further hiatus in the affair comes in the passage between 2.10 and 2.13, poems that seem to have ended the second book and begun the third.
  In regarding his puella as scripta (2.10.8) he abandons her, and at the start of 2.13 she has abandoned him — until the relationship is revived (as it was started in 1.2) by the use of direct address (2.13.17-58), an address that with splendid irony gives instructions for his funeral.  The following two poems mark the revival.  First 2.14 opens with a multiple comparison to the world of myth:



Non ita Dardanio gauisus, Atrida, triumpho es




cum caderent magnae Laomedontis opes;



nec sic errore exacto laetatus Vlixes




cum tetigit carae litora Dulichiae;



nec sic Electra saluum cum aspexit Oresten,
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cuius falsa tenens fleuerat ossa soror,



nec sic cum incolumem Minois Thesea uidit,




Daedalium lino cui duce rexit iter,



quanta ego praeterita collegi gaudia nocte:




immortalis ero si altera talis erit.
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Whereas 1.3 had established the iconic Propertian opening with three similes (Ariadne, Andromeda, and a Maenad), and 2.6 had begun with three negated exempla (‘not so Lais, nor Thais, nor Phryne’), here he maintains the negation that has been so characteristic an accompaniment of mythological comparisons in book 1
, and adds a fourth dissimile.
  As in 2.1.5-16 there is a strong generic point: his joy overtops the climactic pleasures of epic (Iliad, Odyssey, and, closer to elegy and already played on in 1.3, Catullus 64) and tragedy (Sophocles' Electra).  Only one of the models for happiness will last (and even Ulysses will have to leave Penelope before they can settle into their lives together), so there is ill omen in the sequence; but Propertius needs only another night for immortality: at this turning point in his narrative he looks back, with the anaphora so reminiscent of book 1, and with praeterita in 9; but he looks forward too, to a repetition of the night with Cynthia — si altera talis erit.  The past night, won through an exhibition of indifference (perhaps to be read as the silence before 2.13), has revived a corpse (cineri nunc medicina datur, 16), and thus a corpus.  He celebrates with one of his most emphatic exhibitions of anaphora: 


haec mihi deuictis potior uictoria Parthis,




haec spolia, haec reges, haec mihi currus erunt.

And another comes at the start of 2.15:



Io me felicem! io nox mihi candida! io tu,




lectule deliciis facte beate meis!

The poem proves to be a repetition in itself, a fuller expression of the joys of 2.14 and at the same time a first person replay of 1.10; and it explores the contrast between the life of love and the civil strife that culminated in the battle of Actium (43-8), a theme the poet returns to at 2.16.35-40.


Book 3 continues the Cynthia stories, but makes some strikingly different moves, mainly in setting their love against a complex background of sociology, geography and politics.  Poem 3.15 is perhaps the most extraordinary moment in the book’s narrative, in that it suddenly and anachronistically creates a Propertian life before Cynthia; as he does so, verses 5-6,



illa rudes animos per noctes conscia primas
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imbuit, heu nullis capta Lycinna datis.

revisit some of the language of 1.1.1-2:



Cynthia prima suis miserum me cepit ocellis,




contactum nullis ante Cupidinibus.
The poem is dominated by an account of the tragic inversion of the fortunes of Antiope and Dirce.  A slow description of Dirce’s victimization of her supposed rival is followed by a rapid account of Antiope’s adventures when she runs away.  Though the latter portion takes twenty verses, against the ten allocated to her earlier misery, the misery is prolonged by familiar repetitions, which (with other details) associate her life with that of the elegist:



a quotiens pulchros uulsit regina capillos,




molliaque immites fixit in ora manus.



a quotiens famulam pensis onerauit iniquis
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et caput in dura ponere iussit humo.



saepe illam immundis passa est habitare tenebris;




uilem ieiunae saepe negauit aquam.

Propertius too is forced by his mistress to sleep on the hard ground (e.g. 1.18.28, 2.14.32) , and he too has his hair torn and face scratched (3.8.5-6):



tu uero nostros audax inuade capillos



et mea formosis unguibus ora nota.
The familiarity of the behaviour makes credible the equation of Dirce with Cynthia, and Antiope with Lycinna.


The return to earlier material is a standard part of closural technique, and in the commentary on the last few poems in Book 3 we have tried to illustrate this element.
  As an example of closural repetition let me examine 3.21:



Magnum iter ad doctas proficisci cogor Athenas



ut me longa graui soluat Amore uia.



crescit enim assidue spectando cura puellae;




ipse alimenta sibi maxima praebet Amor.



omnia sunt temptata mihi quacumque fugari
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possit: at exsomnis me premit usque deus.



bis tamen aut semel admittit, cum saepe negarit;




seu uenit, extremo dormit amicta toro.



unum erit auxilium: mutatis Cynthia terris



quantum oculis, animo tam procul ibit Amor.
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We have already seen that cogor is a characteristic form in book 1
, beginning with 1.1.8 aduersos cogor habere deos.
  The desire to travel and escape from the pain of love is a feature of 1.1.29-30, though at 1.6.13 the poet has rejected the possibility of going to Athens (with the same epithet, doctas)
, and the voyage described in 1.17 has failed to bring release from love.  These initial echoes and inversions of theme and expression are then enhanced by terms of habit: assidue (3), usque (6: Heinsius’ conjecture for ipse), saepe (7).  Once again Propertius implies the centrality of repetition in the life of elegiac lover.  bis tamen aut semel admittit comments on the imbalance between infrequent success and repeated rejection; but a sharper use of singularity come with unum erit auxilium in 9: repetition fosters love, a single act will break the spell.  The very presence of auxilium here stresses the renewed urge to find a remedy, for the word has not been seen in the corpus since 1.1.26 quaerite non sani pectoris auxilia.  In other ways too verses 9-10 resume the language of 1.1: Cynthia is named here for the first time in book 3; mutatis terris picks up on the use of mutet at 1.1.36 (though the object there, locum, seems not to have a primarily geographical force); the eyes recall 1.1.1-3; and this is combined with a structure that reworks 1.12.3-4 tam multa … diuisa est milia/ quantum.  He goes on to say farewell to Rome, to his amici (whose help he has sought at 1.1.25), and to Cynthia.  The prospective journey is recounted stage by stage: nunc (11; 17, 18), deinde (19), quod superest (21), inde (23), illic (25).  However, once he arrives in Athens, a more typical pattern is found, as he envisages the curative seductions of philosophy, oratory, comedy or works of art: aut occurs in 26, 27, 29, 31, siue … seu in 30 (followed by seu, with a different force, in 33).  In its reminiscence of 1.1.1 tabulae capient mea lumina pictae (29) might be seen either as a pointed inversion, or as evidence that the lover’s mindset is little changed; and so might the closing thought of death.


Book 4 is different yet again.
 Reminiscence is used here to assimilate to elegy alien figures such as Tarpeia in 4.4 and Hercules in 4.9, and the tomb of Cornelia to the locked door of a beloved (4.11.1-8).  saepe occurs only four times, three of them marking repeated erotic action (4.4.23, 25: Tarpeia going to gaze on Tatius; 4.7.19: Cynthia remembering sex at the crossroads); semper only four times, two of them in the erotic contexts of 4.5 (verse 6: toro pessima semper auis; and 39: semper habe morsus circa tua colla recentes).
  The book contains a far larger proportion of narrative then its predecessors.
  Given this and the absence of repeated poems on the poet’s relationship with Cynthia, what anaphora there is mainly lacks the figurative charge I have argued for in book 1.  But there are passages in the first of the two Cynthia poems that may remind the reader of how things have been (4.7.7-10):



eosdem habuit secum quibus est elata capillos,




eosdem oculos; lateri uestis adusta fuit,



et solitum digito beryllon adederat ignis




summaque Lethaeus triuerat ora liquor.
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The same hair, the same eyes, the usual jewel on her finger: but changed by death.  Again, in her final words she reveals that their sex will now be skeletal: ossibus ossa teram (4.7.94).  But the second poem in the pair destroys any sense of normal narrative, for it tells of a Cynthia fully alive, in an anecdote that relates to last night (hac nocte, 4.8.1): this is not how love affairs really happen.  The poet reprises earlier language (4.8.27-8):



cum fieret nostro totiens iniuria lecto,




mutato uolui castra mouere toro.

The frequency of Cynthia’s infidelities is presented once more as a cause for separation, for a move to a new camp, a change of bed.  But once more (as announced at 2.5.9-10) love returns (Cynthia … recurrit, 63), and at the end we see minor changes, fresh oil in the lamps, new sheets on the bed, and the poem (along with the Cynthia narrative) ends with a familiar release (4.8.85-8):



imperat et totas iterum mutare lucernas,




85




terque meum tetigit sulpuris igne caput.



atque ita mutato per singula pallia lecto




res pacta et toto soluimus arma toro.

For ever and ever (and ever)
What I have tried to show is that repetitions are a marked part of Propertius’ style and his narrative, and that the repetitions at the linguistic level figure the repetitions of theme and motif.  Some elegies tell anecdotes or dramatize realistic encounters, but many do not, and even of those that do a large proportion are not directly concerned with Propertius’ own affair with Cynthia, which provides the main narrative thrust for the corpus as a whole.  Some sequences of poems convey an impression of consistency: thus 1.11, in which we are told Cynthia has departed for Baiae is followed by 1.12, in which the poet discusses their separation (though without mention of the circumstances), and 1.13, in which it is envisaged that Gallus will take pleasure in Propertius’ separation.
  But there is no development, no attempt to relate Cynthia’s return; instead she is next described as spending time with the poet (1.14.9-10) and then criticized for coming slowly when summoned (1.15.4).  Such inconsistency of narrative can be found in later books too, as we have seen in the case of 2.13ff.  Again, the final run of poems in book 3 (20-4/5) are all closural, in a variety of ways, but they do not tell a connected story.  And most famously, though 4.7 follows on from the apparently final divorce of 3.24/5, by resuming the Cynthia story in a way that makes some narrative sense (she has died after their separation, but as a ghost she visits her old lover as he lies in bed regretting her passing), it is immediately followed by a poem, introduced as an anecdote about the previous night (hac nocte, 4.8.1), that has the two of them both alive and a couple, if not entirely faithful each to the other.  Repeatedly the books imply and then deny normal narrative logic.
  The poet presents his affair as a confusion of separations, arguments, exhortations, promises, infidelities, illnesses, dreams, reunions and reflections on death and love beyond death.  There is a sense of narrative, but it comes as much through the sequencing of poems and books as the sequencing of events.  What dominates this narrative is commitment to Cynthia, to love, to elegy: poem after poem deals with these consuming topics, and when there is a move away, it turns out to be temporary, and it is quickly followed by a return.  And all of this is enhanced by the prominence of repetition in the diction and the style.

For a final illustration of the point, let us turn to a term that has not so far been discussed: usque, the synonym of semper, does not appear in Book 1, but features significantly in later books.  At 2.8.15 an usque/ in nostrum iacies uerba superba caput? it marks a Cynthia who constantly criticizes the poet, as she has done at 1.3.35-46, 1.6.5-10, 1.7.12, and implicitly in other passages such as 2.6.18.  Even in book 4, in Acanthis’s instructions at 4.5.47-8, we find the adverb used to bring out the continuing exclusion of the poor lover (such as the poet, as verses 57-8 will confirm):



ianitor ad dantes uigilet; si pulsat inanis,




surdus in obductam somniet usque seram.

At 2.30.1-2 the adverb, used now in a geographical sense, has its point reinforced by repetition:



quo fugis a demens? nulla est fuga: tu licet usque



ad Tanain fugias, usque sequetur Amor.

In sense, usque sequetur Amor serves splendidly as a programme for the whole corpus.  It provides a complete narrative: whatever happens, Love will always follow.  But the Latin allows the finer effect that comes when the rest of the sentence is followed by Amor.  Another piece of finesse is the way sequetur renews again the sounds of usque.  Indeed we can for the third time here read all the letters of usque.  And what is left when we extract this third instance of usque?  ter.
� Cf. J. Henderson on Ovid, Amores 1.5 (BMCR 2009.09.24, reviewing G. Liveley & P. Salzman-Mitchell (eds), Latin Elegy and Narratology: Fragments of Story (Columbus OH, 2008)) ‘this scene is supremely untypical of elegiac technique, whether narrative or erotic, so it's hard to see how 1.5 can typify anything specific’.  He goes on to notice the near absence from the book of Propertius 1.3, another bedside narrative, though not one that ends in success.  The two most striking such narratives in Propertius are the pair in book 4, 4.7 and 4.8, the former culminating in separation, the latter in bed.  Even then 4.7 recounts a dream, not a real meeting (and thus sets itself beside the dream retellings in 2.26A and 3.3).


� Or, at least, the poet’s reaction to it: Mirabar, 3.10.1.


� Compare P. Veyne (transl. D. Pellauer), Roman erotic elegy: love, poetry and the West (Chicago, 1988), 10 (on 3.15): ‘Instead of using the indicative and the nominative, there are only imperatives, interrogatives, invocations, exclamations.’  Later (p. 22), he derives this style from Callimachus.


� See F. Cairns, Virgil's Augustan Epic (Cambridge, 1989), 129-50.


� There is good formulation of what 1.1 does in B.W. Breed’s unfortunately titled ‘Perugia and the plots of the Monobiblos’, PCPhS 55 (2009), 24-48, on page 27: ‘The reflexive annotation of the beginning in the first line might be the most explicit in Latin literature … But this is not the beginning of the affair. … The book’s opening is first and foremost the beginning of a telling of the affair.’  As this paper will stress too, the love and the telling cannot be disentangled.


� For brief discussion of the birthday as one significant temporal marker among others in the Sulpicia cycle, see G. Liveley, ‘Narratology in Roman Elegy’ in B.K. Gold (ed.), A companion to Roman Love Elegy (Blackwell Companions; Chichester, 2012), 410-25, at 418-19.


� The early combination of erotics and poetics is carefully planned: cf. n. 5.


� Cf. A. Sharrock, Seduction and repetition in Ovid’s Ars Amatoria 2 (Oxford, 1994), 205: ‘Ovid has often been accused of repetition.  My claim is that repetition is the point.’  In celebrating repetition Sharrock’s discussion is a model for mine; we differ in that she makes explicit use of reader-response theory, and concentrates on variation (symbolized by the aliter of Ars 2.128 ille referre aliter saepe solebat idem) as opposed to anaphora or the language of habit.  Cf. also the stimulating words of G. B. Conte on the ‘linguistic signals’ by which Ovid’s Ariadne (Fasti 3.471-5 en iterum; dicebam, memini; nunc quoque) recalls Catullus’s: The rhetoric of imitation: genre and poetic memory in Vergil and other Latin poets (trans. C.P. Segal; Ithaca, 1986), 60-1. 


� As I argued in the paper ‘An elegist's career: from Cynthia to Cornelia’, in Philip Hardie & Helen Moore (eds), Classical Literary Careers and their Reception (Cambridge, 2010), 89-104.  However, it would not be true to say he’d ‘only got one’ song.


� There is a pertinent observation in E. J. Nesholm, Rhetoric and Epistolary Exchange in Ovid’s Heroides 16-21 (Ph. D. thesis, Univ. of Washington, 2005), 118, on Hero’s habitual activity as described at Ep. 19.27-38: ‘Each of these habitual activities by which intervals of absence and presence are marked suggests a certain repetitive quality to their relationship. Each subsequent meeting in a sense repeats the first meeting; it is this repetition of the happy past that each longs for.’


� A mix of repetition with variation is to be found in the elegiac couplet itself, of course.


� On solere as a metapoetic term, see Lyne (2007), 205 (discussing 2.12.24).


� Each negative element already rewrites part of the analogous wording of verse 7: iam toto furor hic non deficit anno (furor = uacuus Amor; toto non anno = nullo tempore; deficit = defit).


� Tibullus has semper in programmatic contexts at e.g. 1.3.57 facilis tenero sum semper Amori, and as the first word of 1.6 (where R. Maltby (Cambridge, 2002) notes the possible echo of Greek epigrams such as A.P. 7.654, 9.215 that begin with a generalizing Αἰεί).  For Ovid it regularly evokes the immortality of poetry (three instances in Amores 1.15, e.g.), but (as J.C. McKeown notes in his commentary (Leeds, 1989) on Amores 1.3.2) he also uses it to play between undying love and his role as ever the lover: 2.4.10 centum sunt causae cur ego semper amem.  As with saepe (see n. 16), Callimachus may be an important stimulus for the use of the word: the opening of Hymn 1 is dominated by repeated plays on ἀεί and ἀείδειν. (What follows will offer occasional observations on Tibullus and the Amores, but without any attempt to be systematic.)


� For explication of the point, see S.J. Heyworth, ‘Propertius: division, transmission, and the editor's task’, PLLS 8 (1995), 165-85, at 173-4.


� See F. Pontani, ZPE 128 (1999), 57-9; but G.O. Hutchinson tells me that the word does not fit the size of the lacuna in the papyrus.


� For some other Latin imitations see A. Barchiesi, ‘The search for the perfect book’, in K. Gutzwiller (ed.), The new Posidippus: a Hellenistic poetry book (Oxford, 2005), 320-42, at 334-6, and P. Knox, ‘An unnoticed imitation of Callimachus, Aetia fr. 1.1 Pf’, CQ 56 (2006), 639-40.  It may be that the echo and the evocation of elegiac repetition explain the surprising uses of saepe at 2.23.10 (though I would still print Heinsius’s immundae saepe … casae) and 2.26.32.  Pointed instances, not otherwise discussed here, come at 2.9.1, 18.30, 22.23, 26.12.


� For queri and its cognates as markers of elegy, see Horace’s description at Ars poetica 75 uersibus inpariter iunctis querimonia; S.E. Hinds, The Metamorphosis of Persephone (Cambridge, 1987), 103-5, and S.J. Heyworth & J.H.W. Morwood (Oxford, 2011), on Propertius 3.6.18, 3.24.24.


� For this implication of the epithet, which goes back to the Aetia prologue (fr. 1.9-10, 29-36) and probably beyond, to Philitas (K. Spanoudakis, Philitas of Cos (Mnemosyne supplement 229; Leiden, 2002), 54-5), see e.g. 2.12.22 haec mea Musa leuis gloria magna tua est (and P. Fedeli (Cambridge, 2005) ad loc.); 1.10.18, 1.15.1.  Also Ovid, e.g. Amores 1.1.19 numeris leuioribus (see McKeown (Leeds, 1989) ad loc.); the same phrase recurs at Tristia 2.331 (see J. Ingleheart (Oxford, 2010) ad loc.).


� On mora as a characteristic but complex term within elegy, see Heyworth & Morwood (Oxford, 2011), 32-3; fundamental instances of the noun and the verb morari occur at 1.1.35, 1.12.2 and 3.1.7.


� Again, the Aetia prologue (fr. 1.1-18) is a major source.


� Markland’s conjecture for solum; laudet is my suggestion (laudent Ω), with neglectus amator to be taken as subject.


� See n. 12.  However, though there are these instances in book 1 that refer to the repeated actions of the poet, Cynthia, or his addressee, it is used as much to mark generalizations that reflect broadly on female behaviour 1.6.10 quae solet ingrato tristis amica uiro; 1.11.15 ut solet amoto labi custode puella.


� Often set by Propertius in antithesis to durus, on which see, e.g., P. Fedeli (Firenze, 1980) on 1.14.18, 1.16.17-18 and (Bari, 1985) on 3.1.19-20, and Heyworth & Morwood (Oxford, 2011), 31-2.


� The lover’s fear has been seen already at 1.3.18; 1.5.16; 1.11.18, 20; and (I believe) at 1.2.25.


� Notably in the first two lines of Ariadne’s speech, Cat. 64.132-3 sicine me patriis avectam, perfide, ab aris,/ perfide, deserto liquisti in litore, Theseu; also 64.174, 322.  perfida comes at Prop. 1.11.16.  See 1.3.1-2 for the elegist’s acknowledgement of his debt.


� See also J.H. Gaisser, ‘Mythological exempla in Propertius 1.2 and 1.15’, AJPh 98 (1977), 381-91.


� For tears, see especially 1.6.4 lacrimis omnia nota meis and 1.9.7 me dolor et lacrimae merito fecere peritum.  Pallor and cogere will be discussed in the next section.


� See Maltby (Cambridge, 2002), ad loc.; F. Cairns, Tibullus: a Hellenistic poet at Rome (Cambridge, 1979), 17, 28.  Bar the relative pronoun (quem … cui, 3-4), and me mea … meus in 5-6, this is the first word repeated by Tibullus: a significant choice, I suspect.


� Notable examples in later books come at 2.12.16, 19.31, 33.44


� We may compare saepe at 3.3.19, in another couplet about the reading of the Propertian text.


� I note also the title of the dissertation by J.K. King, Studies in Verbal Repetition in the Monobiblos of Propertius (Univ. of Colorado, 1969), which I have not seen.  Her article ‘Propertius' programmatic poetry and the unity of the Monobiblos,’ CJ 71 (1975-6), 108-24, has a thoughtful account of the narrative of Book 1, but concentrates on structure rather than repetitions: see her comment on p. 124, for example: ‘the very intricacy of arrangement … seems calculated by the poet … to enhance his appeal to Cynthia and to underline his commitment to love.’


� Ovid, Tristia 4.10.47.  The allusion to Ponticus in the same line makes inevitable the evocation of Propertius’ Bassus of 1.4: Ponticus heroo, Bassus quoque clarus iambis/ dulcia convictus membra fuere mei.  On the basis that they have otherwise disappeared, P. Heslin, ‘Metapoetic pseudonym in Horace, Propertius and Ovid’, JRS 101 (2011), 51-72, thinks them both pseudonyms, despite their appearance among names such as Propertius, Horace, Vergil and Tibullus in Tristia 4.10; they may be, but that does not stop them being ‘real’, as Heslin at times implies, and I am less sanguine than Heslin about arguments from (near) silence and speaking names (the very notion that a man called Caesar would butcher so much of the population of Gaul — that must be an invention, just like the erotic poet ‘Naso’).  Ovid certainly does not give the reader much guidance to suggest that the sodalicium he shared with Propertius and others was imaginary.


� For a recent exposition and bibliography, see F. Cairns, Sextus Propertius: the Augustan elegist (Cambridge, 2006), 70-82, revisiting arguments previously presented at PLLS 4 (1983), 83-96.  Note especially the emphasis on pairing, so evocative of the elegiac couplet, as well as elegiac love, in 1.5.29-30.


� uerba helps gives amores a sense of ‘love poetry’ (2.1.1; Ovid, Ars 3.343), in addition to the senses ‘feelings of love’ (2.34.25; Verg. Aen. 4.292) and ‘Cupids’ (3.1.11), the latter activated in this instance by editorial imposition of the capital A.


� taces is my suggestion (iaces Ω); the conjecture has won some guarded approval (B.W. Breed, PCPhS 55 (2009), 35, n. 38), but it is not crucial to the point at issue.


� Though there the eyes are Cynthia’s, Propertius’s are implied, and feature directly in verse 3.


� Notice how even illa serves as an echo of 1.5.


� Though the noun occurs 9 times in book 1, only twice does it refer to the limen of the puella: at 1.8.23 Propertius envisages a period when Cynthia will be absent, and at 1.16.22 it appears in the paraclausithyron of the unidentified lover, as reported by the door.


� I would now be inclined to print G. Liberman’s tum (RPh 76 (2002), 66).


� If it is correct there: in the OCT I print Heinsius’s tepidis. The book has later occurrences, at 1.16.23, 1.21.7.


� So P. Heslin, JRS 101 (2011), 54-5.


� The translation given in Cynthia omits any equivalent to the adverb; unlike Goold in the Loeb I think it belongs with docuit rather than in the subordinate clause (as explained above).


� There is a similar force in semper at 1.6.25 me … quem semper uoluit fortuna iacere.


� In Cynthia I argue that it refers to the Muses, though it inevitably raises questions about whether or not Cynthia falls into the class of the chaste.


� W.W. Batstone, ‘Amor improbus, felix qui, and tardus Apollo: the Monobiblos and the Georgics’, CPh 87 (1992), 287-302, at 295-6.


� The verb has also been used at 1.3.30; 1.4.2; 1.5.19, 29; 1.7.8.  Even when not used in a passive form, it brings out the way in which the lover is under the power of external forces.


� The sentiment and some of the phrasing will be revisited at 3.11.1-4.


� See n. 20; the picture is complicated by the closest model, Cynthia’s complaint at 1.3.44 about externo longas saepe in amore moras.


� My conjecture, seeking clarity, but the implication is present in the transmitted primo.  Again, even in this assertion of primacy there is an echo of nunc primum at 1.12.13.


� If Skutsch’s conjecture is right (adduci Ω), the phrasing will in turn be repeated at 3.11.2 addictum sub sua iura uirum and 32 addictos in sua regna patres.


� The evocation of elegiac couplets is of course significant: see A. Sharrock, ‘Alternae uoces — again’, CQ 40 (1990), 570-1.


� qui Palmer: quae Ω.  In the pentameter quotcumque is Fruterius’s conjecture for the transmitted quocumque.


� See n. 24.


� R. Maltby, A Lexicon of ancient Latin etymologies (Leeds, 1991), 407.


� Touched on by Wills on p. 224.


� This is a feature that pervades the whole book.


� But not all: nowhere else do we find a pair of diminutives like uocula and auriculas at 1.16.27-8.  Neither of them is present elsewhere in elegy, unlike lectulus (twice in Propertius, twice in Ovid), or paruulus, which Propertius himself repeats at 1.11.10, 2.13.32; closest is faculas at 2.29.5, a context that is conversational and features pueri minuti.


� Wills (399 n. 17) notes how the echo of verse 25 serves as a framing device.


� For dolor, cf. 1.7.7 and 1.9.7, both discussed above (and the latter including also tears), 1.10.13, 14.18.  dolores will recur at 1.18.3 and 13, along with tears at 6 and 15-16.


� See above on 1.5.29-30, e.g.


� As noted already by C. Walde, ‘Narration in a Standstill: Propertius 1.16–18’, in G. Liveley & P. Salzman-Mitchell (eds), Latin elegy and narratology: fragments of story (Columbus OH, 2008), 123-41, on 127.


� Cf. n. 46.  The form returns once more, from the poet’s own mouth, at 1.18.8 nunc in amore tuo cogor habere notam and 29 cogor ad argutas dicere solus aues: the birds in turn match those that provide competition for the lover at 1.16.46 matutinis obstrepit alitibus.


� nunc Francius: et Ω.


� alterna for the transmitted aeterna: see Cynthia (Oxford, 2007), ad loc., as also for the sense of semper.


� querelae again at 1.18.29; in between, at 25-6, he comically claims omnia consueui … perferre … neque arguto facta dolore queri.


� Walde, in G. Liveley & P. Salzman-Mitchell (eds), Latin Elegy and Narratology (Columbus OH, 2008), 133, n. 22, usefully lists some of the words that indicate the repeated actions of 1.18: semper (15), quotiens (21), consueui (25), resonent (31; also resonant, 21); we might add the punning repetam in verse 5, unde tuos primum repetam, me Cynthia, fastus, with its pointed allusion to 1.1.1-3.


� See e.g. J.-P. Boucher, Études sur Properce: problèmes d’inspiration et d’art (Paris, 1965), 65-84, and T.D. Papanghelis, Propertius: a Hellenistic Poet on Love and Death, (Cambridge, 1987).


� ‘Non … nunc in the first line of 19 is most naturally seen as taking up poem 17’: G.O. Hutchinson, ‘Propertius and the unity of the book’, JRS 74 (1984), 99-106, at 104.  This seems right, but as the poem proceeds there is no attempt to link the two situations, and dum licet, inter nos laetemur amantes in verse 25 implies that they can instantly be together.


� E.g. in 2.1, 8, 13, 24b, 27; 3.16; Cynthia’s death or burial in 2.28, 4.7.


� cliuosi montes Lachmann (dumosi montes iam Heinsius): diuini fontes Ω.


� desertus returns at 1.20.36, of the trees in the locus amoenus that contains the fateful pool.


� So e.g. M. Rothstein, Die Elegien des Sextus Propertius (2nd edition, Berlin, 1920), ad loc.


� So, twice over, Rossberg; hunc super et Ω.


� See n. 16.  In what I have argued (PLLS 8 (1995), 166-8) is the first couplet of the original third book (2.13.1-2), tot … sagittis/ spicula quot nostro pectore fixit Amor, the related form tot repeats the stress on plurality.  The arrows imply the constant threat that death will bring an end, but the address to Cynthia, when it comes in 18, prompts continuation.


� We may compare the way Ovid begins Amores 2 with Hoc quoque, and then stresses the element of repetition that signifies by adding a second hoc quoque in 2.1.3.


� And genres: see Cynthia ad loc.


� It is typical that Ovid uses anaphora of siue and seu in 2.4, his declaration not of the multiplicity of ways in which Corinna pleases him but of infinite variety of girls who do so (11-18, 41-4).


� Ovid takes him at his word, when he writes saepe fruar domina, saepe repulsus eam (Amores 2.9.46, following modo three times in 43-5), thus characterizing his hopes for his love as essentially repetitive, of Propertius and of itself.


� Neither does orbis, though that is of course a less common word, and not one that regularly has a metapoetic sense.


� See PLLS 8 (1995), 166-7.  Another attempt at separation is narrated in 4.8, discussed briefly below.


� P. Fedeli (Cambridge, 2005), notes the echo when commenting on 2.5.9-10, where too he observes ‘l’insistenza sulla littera canina in ira recens’.


� amator Heinsius: amor qui Ω.


� Fedeli (Cambridge, 2005), ad loc., cites Festus 466.27 Lindsay sollemnia sacra dicuntur quae certis temporibus annisque fieri solent.


� Damsté’s ei mihi brings the couplet more sharply into line with 2.33, but it removes a good joke.


� See PLLS 8 (1995), 165-85.


� E.g. 1.1.9-18, 2.15-24, 4.5-8, 13.21-4, 15.9-22.


� Ovid reverts to the positive list of three in Amores 1.10.1-6 (Helen, Leda, Amymone), but then implicitly adds Ganymede and Europe in verse 7, before changing direction with the nunc and the present tense in 9.


� The tradition has o three times rather than Housman’s io and most editors read nox o to avoid the hiatus after felicem; but the choice makes no difference to the current discussion.  One of the most insightful accounts of elegiac narrative begins from Propertius 2.15: J. Connolly, ‘Asymptotes of pleasure: thoughts on the nature of Roman erotic elegy’, Arethusa 33 (2000), 71-98.  She concentrates on deferral rather than repetition as essential to the erotic nature of the genre.


� So T. Phillips, ‘Propertius and the poetics of the book: 1.18 and 3.15-17’, PCPhS 57 (2011), 105-35, at 121.  Page 129 has some good observations on repetitions in the closing sequence of book 3.


� Heyworth & Morwood (2011): see especially the introductions to 3.20-2, 24.  I am sorry we missed an illuminating account that sets one closing section of the book against the whole: J. Clarke, ‘ “Goodbye to all that”: Propertius’ magnum iter between elegies 3.16 and 3.21’, Mouseion 4 (2004), 127-43.


� J. Clarke, Mouseion 4 (2004), 140-1, notes this along with other links with book 1.


� The echo of that verse will be even stronger in verse 18 cogar et undisonos nunc prece adire deos.


� Hadriaci aequoris in 17 is likewise an inversion of Hadriae mare at 1.6.1.


� honesta dies (34) echoes 2.8.27-8 and 2.26.58.


� On narrative in book 4, see G. Liveley, ‘Cynthia prima fuit, Cynthia finis erit: time and narrative in Propertius 4’, Helios 37 (2010), 111-27.


� The final instance of saepe is at 4.11.82; semper comes also at 4.4.50 and 4.8.46.


� Poems 4.4, 6, 8, 9, 10, and there are significant narrative elements in 4.1B, 4.2, 4.5, 4.7.


� It is the failure to acknowledge the forceful elements of narrative continuity that undermines Veyne’s justly famous dicta about the absence of story in these texts (Roman erotic elegy (Chicago, 1988), 50-2): cf. the introduction to G. Liveley & P. Salzman-Mitchell (eds), Latin Elegy and Narratology: Fragments of Story (Columbus OH, 2008), 3-4.


� Again see B.W. Breed, at PCPhS 55 (2009), 25-6: ‘Roman elegiac books tend, of course, to raise the expectation that the poet will tell an extensive, connected story about his love affair (or affairs), only for this expectation to be foiled by a format that is disjunctive, that leaves elements of what might be a cohesive story separated, temporally displaced, and generally hard to reassemble into a chronological narrative.’
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