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NOTE ON CITATION STYLE

I have kept footnotes to a minimum and borrowed my style of citation
and reference from the journal Oral Tradition. Full bibliographic
information (including volume numbers for multi-volume works) for all
sources cited in the text will be found under Works Cited. For older books
and essays which have been reprinted or translated from another language
into English at a later date I have given the author's name and (when
known) the original year of publication in the body of the text, and the year
of tile standard or most accessible modern edition or English translation
under Works Cited. For example:

Wood 1775 R. Wood. An Essay on the Original Genius and Writings
of Homer. New York: Garland (1971).

An ancient author is sometimes cited according to the modern editor's date

and pagination, when that edition is standard. I have only translated

Homeric passages when the sense is at issue; passages which illustrate

aspects of Homeric prosody have been left untranslated. All translations

are my own, though for biblical passages I have occasionally fallen into the

cadences of King James.
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Reading nourisheth the wit; and when it is wearied with
studie, it refresheth it, yet not without studie. Neyther onely
ought wee to write, or onely to read, the one of these things will
wearie and consume the strength; I speak of writing: the other
will dissolve and dissipate it. Interchangeably this is to be
exchanged with that, and the one is to bee moderated with the
other; so that whatsoever is gathered together by reading, the
Pen may reduce into a bodie. Wee ought (as they say) to imitate
the Bees, which wander up and downe, and picke fit Flowers to
make Honey: then whatsoever they have brought they dispose
and place through their Combes; and to separate what things
soever wee have heaped up together from divers readings; for
distinct things are the better remembered. And afterwards,
having disgested the whole by our selves, according to the care
and abilitie of our understanding, to make a good broth of these
divers sauces in such sort: that although it shall appeare
whence it was taken, yet may it appeare to be some other thing,
then that whence it was taken.

—Seneca Epistle 3 in the translation of Thomas Lodge (1620)
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PART 1
INTERPRETATION

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



INTRODUCTION

A cento is a patchwork quilt. This Latin loan-word, derived from the
Greek xévipov—"goad," "prick," "needle," hence by metonymy "a piece of
needlework"—is first used as a metaphor for verbal activity by Plautus
(Epidicus 455) in the proverbial phrase centones sarcire,1 which Erasmus
glosses in his Adagia as sermo mendaciis explere, roughly our English "to
spin a yarn" (Delepierre 1875:7; Crusius 1899:1930; Duckworth 1940:329).
The word is first used to designate a literary pastiche by Ausonius who says
he inherited the term from the anonymous inventors of the form (Green
1991:132; 519).

As the quilting metaphor suggests, a centonist collects disparate
scraps and strands from a source text and stitches them into a new artistic
whole. "Cento is not a generic term but an écriture—such as parody,
travesty...and pastiche—which can be realized in a lyric and an epic form
as well as in the prose of political treatises and the literary essay, even in
dramatic form" (Verweyen and Witting 1991:172). In fact, dozens of ancient
and modern centos exist, some pious, some political, some obscene, which
have been patched together from the works of Euripides, Vergil, Ovid,
Cicero, Petrarch, Shakespeare, Goethe and Emily Dickinson.

1Alluded to by Tertullian: Homerocentones...de carminibus Homeri propria

opera more centonario ex multis hinc inde compositis in unum ggreiunt corpus
(Praescr. haer. 39.5; cf. Isidore of Seville Etym. 1.39.25).

2
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3

The Homeric Centos, the topic of the present study, originated with a
Christian bishop named Patricius in the fourth century CE, and were later
expanded by Eudocia Athenais, wife of the emperor Theodosius II, in the
early fifth. Eudocia's Centos (& *Opnpéxevtpa—hence the capitalized plural)
are made up entirely of verses lifted verbatim, or with only slight
modification, from the Iliad and Odyssey. They comprise a single,
continuous twenty-four-hundred-line poem on a biblical theme which
recounts the creation of the world, the temptation and fall of man, and the

birth, life, death, resurrection and ascension of Christ.

"Understanding art by means of its reception,” writes Constance
Perin, "implies understanding culture itself.

For what people find meaningful determines what will make

them curious and pleased, anxious and fearful, distant and

hostile. The reception of new, unusual, and difficult art—in all

the arts—depends on interpreters who will speak as much to

the culture as to the work of art” (Perin 1994:193).
The Homeric Centos are new, unusual, and sometimes difficult. They have
not been well received, in either ancient or more modern times. I speak as
much to the culture as to the work of art when I say that, in spite of their
reception hitherto, the Homeric Centos are intrinsically fascinating and
important. Given the poem's poor reception, however, the burden of this

Introduction is, as it were, to justify Eudocia's ways to men, and to explain
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my aims and methods in studying them here.

An aesthetic maxim of Oscar Wilde holds that "Art is at once Surface
and Symbol" (Wilde 1891:236). Following Wilde, I have endeavored in this
study to scan the one and sound the depths of the other—the Symbol
perhaps (as Wilde cautions) at my own peril, but nonetheless with eyes and
ears open to appreciate the art of the Homeric Centos.

The Centos' poetic surface is the topic of Chapters II and III, where I
offer a systematic description of the linguistic techniques and devices used
in the composition of this poem. The symbol is a central concern in
Chapters IV-VII where I attempt to place the Centos in their larger
semiotic environment, namely the textual domains of Homer and the Bible,
and their place in the world of late antiquity. These chapters are the
necessary complement to the poetics offered in Chapters II and I11, for

without a semiotic orientation,

The theorist of art will always be inclined to regard the work of
art as a purely formal structure or, on the other hand, as a
direct reflection of the psychological...states of its creator or a
direct reflection of the ideological, economic, social or cultural
situation of the milieu in question. This train of thought will
lead the theorist either to treat the evolution of art as a series of
formal transformations or to deny evolution completely...or,
finally, to conceive of it as passive commentary on an evolution
exterior to art. Only the semiotic point of view allows theorists
to recognize the autonomous existence and essential
dynamism of artistic structure and to understand evolution of
art as an immanent process but one in constant dialectical
relationship with the evolution of other domains of culture
(Mukarovsky 1936:8).

This classic statement on the semiotics of art reflects my objectives
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exactly. I am interested in both the "autonomous existence and essential
dynamism" of the Centos' artistic structure and the "constant dialectical
relationship” they have "with the evolution of other domains of culture,”
including—indirectly—our own. Before we can discuss either surface or
symbol, however, some background information about the text and its
author is necessary. This is the purpose of Chapter I, which places the
Centos in their cultural and literary contexts.

In 1979 Kurt Smolak called for a new edition of the Homeric Centos in
no uncertain terms, emphasizing the poem's great "heuristic potential as a
special form of Homer-reception,"” adding, however, that the recognition of
this potential has been impeded by "the censorship of a klassizistischen
Asthetik" (Smolak 1979:49). The responsibility for this situation lies
primarly with an otherwise eminent Homerist, Arthur Ludwich, whose
Teubner edition of 1897 (until now the only edition of the Centos currently
available) is based on a single, only partially-edited manuscript, which, as
Ludwich himself was well aware, is a non-Eudocian eclogue of Homeric
centos compiled by several hands.2

Ludwich performed limply as editor because, he confesses, "books of
this kind, only a few of which still lie hidden in libraries, are not worth the
careful attention of anyone today." "I leave this sterile field,” he adds

2 Ludwich 1897:87; the textual situation is discussed in detail by Usher 1997.
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6

elsewhere, "to others more patient than myself to plow" (Ludwich 1897:87-8).
More patient than Ludwich, I have given my neck to the yoke, and have
produced a new edition of the Centos (Part II of this dissertation). It is
based on that edition that I offer here an explanation and radical re-
evaluation of the Cento aesthetic.

The Homeric Centos, I argue, are a creative reception of and
response to Homeric poetry in which poetic sound and poetic memory are
the distinguishing features. Eudocia's poem has much to contribute to the
ongoing debate about the effects of orality and textuality in verbal art forms,
and much to teach us about the aural and performative aspects of ancient
reading, the processes of human memory, and the reception of Homeric
poetry as oral poetry in later antiquity. The aural and mnemonic aspects of
Eudocia's poem were admired by Petrus Candidus, the Centos' very first
editor, who described them in the Aldine edition of 1502 as a "model of
mnemonic capacity” (t& tig pviipng Seiyuaza), "a poem which proceeds
eurythmically—almost seamlessly—from the poetry of Homer" (roinua...£x
Tiig ' Opripov mpoeA86v edpubudv xal YAagupédv). The present study is a sustained
explanation and vindication of these claims.

It is my contention that the Homeric Centos stand in relation to the
Iliad and Odyssey as parole does to langue: In this familiar linguistic
model, courtesy of Ferdinand de Saussure and the Prague Circle, parole
("speech” or "langue-realization") corresponds to the activity of verbal
combination, visualized as taking place on a "horizontal" axis. Langue,

meaning "language-as-a-complete-system” or "parole-potential,”
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corresponds to the process of verbal selection from a "vertical” axis. An
individual's langue-awareness is, following Noam Chomsky, referred to as
his "competence,"” and his langue-realization as verbal "performance” or
“generation."3 To apply the model to the Homeric Centos: Eudocia's
competence in the text of the Iliad and Odyssey, her langue, is the basis for
the generation of her cento poem.

Because she is a cento poet (and I emphasize both elements in that
description of her), Eudocia's langue-competence is much more specific
than the kind of familiarity with the Homeric Kunstsprache and the habits
or techniques associated with it (e.g. localization and colometric structure)
that we see in Hesiod, the Homeric Hymns, the Alexandrian hexameter
poets, or even Nonnus. Unlike them, Eudocia has no choice whether or not
she will "imitate" Homer stylistically in a given line. As she scans the
langue-axis of selection the question is not "whether," but "which" line she
will use. That is, the field open for selection is limited, because she is
working from within a closed system (the actual Homeric texts); and on the
verbal level that system is mostly unaffected by historical change. Leonard

8 For a succinct expression of Chomsky's notion of linguistic competence and
performance, terms first used in Aspects of a Theory of Syntax (1965), see Chomsky
1985:7. On Chomsky's relationship to de Saussure see Dresselhaus 1979. There is an
excellent discussion of literary competence in a parole-langue system in Culler 1975:6-
10; 113-30. The notion of linguistic competence in a traditional, formulaic language is
well expressed by Cassidy and Ringler, who in discussing langue acquisition by the
Anglo-Saxon scop note that "Language itself supplies a useful parallel. The child
learns his language by abstracting recurrent patterns out of the apparent chaos he hears
in the speech of adults. He learns how to substitute within grammatical
"frames"—substitute one noun for another, etc. The frames themselves remain
constant. The oral poet learns, in a similar way, the grammar of formulaic
substitution—and will ultimately be as flexible and spontaneous at oral poetical
composition as we are at speaking our native language” (Cassidy and Ringler 1971:270-
1).
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Muellner puts this beautifully: the Homeric Kunstsprache, he writes, "has
an extension in time and place beyond that of natural languages, [and]
comes with expressiveness and consistency built in and refined over
generations of audience-performer interaction” (Muellner 1990:98).
Eudocia's own competence in the Kunstsprache, as one expects of parole in
general, generates some idiosyncracies, that is, solecisms within this closed
system, and we will pay close attention to them in our analysis. But on the
whole, she is fluent in the Homeric langue.

Eudocia's use of Homeric lines to express biblical themes also
generates fascinating semiotic problems. Verweyen and Witting rightly
note that the cento, more so than other literary forms, "can serve two
opposite purposes: on the one hand the constitution/ formation and
confirmation/endorsement of norms" (by its use of canonical texts and
authors), and "on the other hand their violation” (by the deconstruction and
selective reassembly of those texts) (Verweyen and Witting 1991:173). In the
Homeric Centos the form serves both purposes at once: on the one hand
Eudocia’s use of the Iliad and Odyssey to express biblical and biblically-
derived themes affirms the cultural prestige of both Homer and the Bible in
the world of late antiquity; and yet, because of the clash of two very different
sign systems in the Centos, her poem inevitably compromises the integrity
and hence the authority of both. This explains why the poem has got such
bad reviews; it is also, I think, the reason the poem is so attractive.

The cento aesthetic clearly infuriated Irenaeus and J erome, two

early critics of the cento form. Jerome says that cento poets "fit to their own
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private meaning passages that have nothing to do with that meaning, as if
it were some great feat (and not a depraved method of exposition) to have an
author’s intention violated, and to make scripture conform to their own
will, though in fact that same scripture flies in their face."¢ Irenaeus, in a
discussion of the teachings of Valentinus, insists that cento-writing is a
gnostic art. In taking over material from authoritative source texts, he
argues, cento poets disregard the immediate context of the originals. As he
puts it, "They collect words and phrases lying about here and there in a text
and transpose them from their natural context to an unnatural one."5
There is no defense against these charges. Eudocia does violate the
intentions of authors, making her poem an extended exercise in wilful
misreading. But there is a logic to her use of Homeric verses to express
biblical themes. To quote Sir James Frazer's definition of magic, the logic of
the Cento aesthetic "is nothing but...[an] application of the very simplest
and most elementary processes of the mind, namely the association of ideas

by virtue of resemblance or contiguity” (Frazer 1906:52).6 The semiotic

4Ad sensum suum incongruz aptant testimonia, quasi grande sit et non
vitiosissimum docendi genus, depravare sententias, et ad voluntatem suam Scripturam
habere re pugnantem (Jerome Ep. 53.7 in Labourt 1953:15-16).

SAEERIG Kol Ovdpata oropddnv keipevo GuAAEYOVTEG UETAPEPOVOL...EX TOD KOrTd ootV
eig 10 noapa ¢pvowv (Iren. apud Epiph. Pan. [Migne PG 41:532]).

6Compare C. A. Faraone's observations on the appropriation of Homeric verses
in late antique magical spells: "a single line cited in a magical recipe may be
shorthand for citing a short passage... [where] the original context of the verse or verses
in the Homeric poem usually dictates its power or usefulness in a magical ritual. Thus,
for example, verses excerpted from an Homeric speech—used in epic to calm someone's
anger or to assure the temporarily blinded Diomedes that the mist has been lifted from
his eyes—could similarly be used to calm the anger or heal the eyesight of someone in
day-to-day life" (Faraone 1996:85).
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magic at work in this poem is pervasive, for beneath the apparent
mismatch of material on the Cento surface, the two source texts are
strongly bound by theme and structure. As stories of quest, cunning,
suffering, recognition and return, the tales of Christ and Odysseus are
compatible, as we shall see, and their literary Nachleben attests to the
adaptability of these two polytropic heroes.

Borges once remarked that "the generations of men, throughout
recorded time, have always told and retold two stories— that of a lost ship
which searches the Mediterranean seas for a dearly loved island, and that
of a god who is crucified on Golgotha" (Borges 1972:19). In the Homeric
Centos these two stories, the fabric of the western imagination, are read one
in terms of the other. Eudocia's poetic syncrasis of Homer and the Bible
presents us with a unique comparative reading of those two texts. This
"reading"—the parole re-generation of Homer's oral poetry—commands
our attention as a feat of human memory, interpretation, and imagination;
it also makes the Centos a case study in “intertextuality” (see Chapter 4),
and in what playwright Bertolt Brecht dubbed Verfremdungseffekt ("V-
Effekt"), the aesthetic of "defamiliarization” (cf, Hunger 1978:99).
Verfremdung, Brecht writes, aims "to deprive an event or character of any
self-evident, familiar, or obvious quality, and to produce instead
astonishment or curiosity about it." "Verfremdung brings about

heightened understanding."?

7 "Einen Vorgang oder einen Charackter verfremden heisst zunéchst einfach,
dem Vorgang oder dem Charakter das Selbstverstiindliche, Bekannte, Einleuchtende zu
nehmen und iber ihn Staunen und Neugierde zu erzeugen” (Brecht 1933-41:301). Cf.
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Consider briefly Eudocia's handling of Man's first disobedience (84-

87) where it is said of Eve:8

1} peyd Epyov Epelev didpeinot véoo 011.272
85 ovAouévn, 1i roAdd xdx' Gvepdroiowy ‘Eomxe 017.287 +

mOAAGG & 198ipovg yuyds " Aist mpolayey il3

naol § EBnke névov, roAdoiot 8¢ kiide Ediikev. i21.524

She unknowingly did a monstrous deed,

and, destructive, she wrought many evils for men;

she cast many strong souls to Hades' abode,

wrought hardship for all, caused trouble for many.

This short passage contains all the elements that make the Centos an art
form to be reckoned with.

First, in terms of the generation of the verse, we see how the
appropriated Homeric lines are linked together by key words (Eenxe, moAr-), a
mnemonic aid frequently used in the composition of this poem, and with
Homeric precedent (see Chapter 5). In line 85, taken from Odyssey 17.287 (=
17.484), Eudocia substitutes the verb zon«e for the Homeric reading §idoo at
the end of the line. This and many other Cento substitutions, some
accidental, others intentional, are often suggested to the poet by Homeric
habits of word-collocation and word-localization (see Chapter 2). Here the
substitution is due to the influence, by association, of the first word of Od.

17.287, an enjambed odropévn (see Chapter 3), whose locus classicus is of

Brecht 1935-41:364: "Die classische Verfremdung erzeugt erhéhtes Verstindnis." On
Brecht's theory and practice of V-Effekt see further Knopf 1986:102-6 and Brooker
1994:191-5.

8 An explanation of the sigla used here is given in Chapter II.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



12

course the second line of the Iliad: odAouévny, popi’’ Axonoic dAye’ Eomxev. Iliad
1.2, although unexpressed, suggests, on the principle of contiguity, Iliad 1.3
(used in Cento line 86), which in turn suggests a thematically related line
(IL. 21.524), containing the verb zenxe and the adjective néAAq, for line 87.

Under close inspection, the Cento text thus reveals the author's
manner of composition. The text also contains its own interpretation. The
word oblopévn ("destructive”) in line 85 (= Od. 17.287), for example, refers in
Homer to the stomach (yactépa). Eudocia predicates the word here of Eve,
implicitly equating her with a stomach, which is to say a womb. For an
audience steeped in Christian discourse, the Homeric referent (the
unexpressed yaotépa) suggests the curse of pain in childbearing mentioned
in the Book of Genesis (3:16), and the adverse effects of "Original Sin" on the
wor.nb which produced Cain, the world's first of many murderers (Gen. 4:1).
An audience steeped in the Homeric poems—and in late antiquity this
could be the same audience, as Irenaeus shows by his ready identification
of the Homeric context and speaker for each verse in the ten-line cento he
cites (Wilken 1967:32)—might appreciate the additional nuance that Homer
himself uses obAoptvn elsewhere in the Odyssey (though in a different
metrical position) to describe Clytemnestra, the "destructive” wife of
Agamemnon, party to the "fall" of the House of Atreus (Od. 4.92; 11.410;
24.97). In fact, earlier in this passage (77-79) Eudocia explicitly links Eve to
Clytemnestra with these dire lines from Odyssey Book 24:

xovpidiov xtelvasa néowv, atuyeph 8 T doudh 0 24.200
Eooet &n GvBpdmoug, yodemy 8 e ¢y Snocoev 0 24.201

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



8ndutépnot yovoéi, xod § k' edepydc Enouv. 0 24.202

She dest?oyed her lawfully-wedded husband, and the song

will m:tl‘:g men shudder; she has also given women

a bad reputation, even the woman who does what is right.

Of course the word ovAopévy in line 85, especially with #enxe substituted
for 8idwor and followed by Iliad 1.3 in line 86, also evokes the wrath of
Achilles, the catalyst which sets the whole story of the Iliad in motion, just
as Eve's unwitting role in the fall of man from Paradise is the initial crisis
in the biblical story. Here too Eudocia had precedent in the Homeric langue.
At a crucial point in his narrative the Iliad poet himself evokes this "initial
crisis” when in Agamemnon's apology he qualifies "Am ("Folly") with an
enjambed ovAouévn in initial position: mpécBa Adg BuydTnp “Am, 1| ndvtog dadron /
ovdouévy (I1. 19.91-2).9

Cento line 84 (= Od. 11.272), like odhopévn used of the womb and of
Clytemnestra, also evokes images of fateful marriage and curse. This
Homeric line is taken from the parade of nefarious women Odysseus meets
in Hades and refers to Epikaste (Sophocles' Iokaste), the mother and
unwitting spouse of her son, Oedipus. The appropriation of this line here
implies for the reader who knows Homer and Greek myth that Eve's sin
was not just destructive, but incestuous as well. Here we feel the full effects
of defamiliarization: to assimilate the "Mother of All the Living" with the

mother of Oedipus is somehow pleasantly disconcerting.

9 On the "deictic” potential of localized words and runovers in Homer see the
study of Kahane (1994).
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Whether or not Eudocia intended to produce V-Effekt in this or in any
given Cento passage is difficult to gauge, as was recognized by Mikhail
Bakhtin in reference to centonic, parodic and macaronic treatments of
Christian themes in the Middle Ages (Bakhtin 1981:68-9). We do not have
statements from Eudocia as clear or explicit as the one from German poet
Erich Weinert, for example, who in his cento poem "Einheitsvolkslied"
(published in 1924) stitches together popular verses from Germanic folklore
and Lieder in order to deconstruct those texts which he felt articulated the
identity of certain social classes.10

All the evidence suggests the Empress was a pious Christian, so I
doubt that Eudocia intended to undermine Christian belief and doctrine.11
We must therefore respect the likelihood that she meant no irreverence,
and treat the defamiliarization aesthetic in the Homeric Centos as an
attendant effect, the result of Cento intertextuality, dependent upon, or
activated by, a third-party reader's knowledge of Homer. This is not to say
that inconcinnity is irreverence, or that Eudocia was incapable of irony,
humor or even intentional V-Effekt. In fact, ambiguity is Eudocia's strong

suit, showing, as we shall see in due course, all seven of William Empson's

10 "When I saw the bourgeoisie and petite-bourgeousie with whom I had contact
in my day-to-day affairs rise up in all their cowardly arrogance and lies,” Weinert
tells us in his autobiography, "I reacted with spite. I felt the urge to yank down the
shorts of these patriots in top coat and tails—stained with the blood of the workers—and
expose their warts to the world. My intent in this poem was to make them look
ridiculous” (Quoted in Verweyen and Witting 1991:173, my translation).

11 "Fiir Eudokia war der christliche Glaube keineswegs ein blosses
Lippenbekenntnis. Er formte vielmehr ihr Leben und Denken und war die wichtigste
Inspiration ihrer Dichtung" is Martin West's accurate assessment (West 1978:110; cf.
Haffner 1996:223 and the studies of Cameron 1982 and Holum 1982).
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It is evident from her treatment of the Fall that Eudocia was not

slavishly producing a flat paraphrase of biblical myth with Homeric tags
but drew deeply from the repository of Homeric poetry to tease meanings out
of Homer and the Bible which she as a reader found there. The

exhilarating mixture of narrative ambiguity and logic exhibited in this
Cento vignette is characteristic of the whole poem, and speaks volumes for
its inherent worth.

Decades before Brecht, the Russian Formalists had argued that
"defamiliarization,"” which they termed ostranenie, constitutes the very
"literariness” of literature,13 a proposition revived recently by Harold Bloom
(a very different sort of critic), who finds "strangeness" the common thread
that runs through the Western literary canon (Bloom 1994:3). The Centos
are indeed strange. They are not, however, a high work of fine art, but of
folk art. That is part of their appeal. The mismatch of Homeric and biblical
text-worlds conjures up for me the magnificently naive painting of Morris

Hirshfield, Howard Finster and Oscar de Mejo, whose flat surfaces teem

12 Listed in Seven Types of Ambiguity as follows: (1) "a detail is effective in
several ways at once, e.g. by comparison with several points of likeness, antitheses with
several points of difference;" (2) "two or more meanings are fully resolved into one;"
(3) "two apparently unconnected meanings are given simultaneously” (as in puns); (4)
"alternative meanings combine to make clear a complicated state of mind in the
author;” (5) "fortunate confusion(s], as when the author is discovering his idea in the act
of writing;" (6) "what is said is contradictory or irrelevant and the reader is forced to
invent interpretations;" (7) "full contradiction, marking a division in the author's
mind” (Empson 1966:v-vi).

13 On the Formalist conception of "literariness” (literaturnost) see Erlich
1965:172; Todorov 1973:70 and Steiner 1984:212-13. On ostranenie see Birnbaum 1985:148-
50 and Fowler 1987:101.
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with visual contradictions: stunted limbs, disproportionately elaborate
costumes, biblical mixed with secular iconography. Finster's work in
particular smacks of the Cento aesthetic: "Finster's episodic and multi-
panel paintings...read like medieval narratives in their parataxis which,
rather than unfold in a sequential ordering of events, abruptly joins them
side by side in a manner that is filmic or televisionistic as images shift from
panel to panel” (J. Murray 1980:161).

Like Finster and his ilk, Eudocia created a work of what art
historians call "Outsider Art" (Cardinal 1994:21-43). Artist Outsiders have
certain traits in common: they are largely self-taught; they often reuse
discarded materials; their work stands outside established canons of taste;
the artists themselves are often marginalized socially. In terms of their
reception, the Centos qualify as OQutsider Art on all counts. Even their
author can be constructed as somewhat of an Artist Outsider: Eudocia,
history’s "first writing empress" (van Deun 1993:273), composed this work
while in exile in Jerusalem on charges of adultery (Holum 1982:193-4). As
Mrs. Browning described her fellow poet's lot in her Essay on the Greek
Christian Poets (1842),

She was the third fair woman accused of sacrificing the world

for an apple, having moved her husband to wrath, by giving

away his imperial gift of a large one to her philosophic friend

Paulinus; and being unhappily more learned than her two

predecessors in the sin, in the course of her exile to Jerusalem,

she took ghostly comfort, by separating Homer's eiswiov from

his ¢pévec. There she sat among the ruins of the holy city,

addressing herself most unholily, with whatever good

intentions and delicate fingers, to pulling Homer's gold to
pieces bit by bit.
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The story of Eudocia's affair with Theodosius' most trusted advisor and the
emperor's discovery of it through an erotic "apple of discord" is
legendary—at once biblical and Homeric. Behind the legend, however, lies
the truth, that in Eudocia the fantasies of critics like Samuel Butler and
Harold Bloom find perfect historical expression. Butler and Bloom sought,
and found, a woman in the author of western literature's two greatest
works: Butler for Homer in his Authoress of the Odyssey (1897), and Bloom
for the biblical Genesis in his Book of J (1990). My own fantasy is that the
Empress sits enthroned between both critics like a rétvia énpdv as she
mediates between Homeric text and biblical theme. That mediation, and not
Eudocia herself, is my primary concern in this study. My Eudocia is a
Homeric reader of the Bible. Anything else she is is for anyone else to

discover.
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CHAPTER I
EUDOCIA: READER-RHAPSODE

Tt odv mote w ainov, & Sdkpates, S &yd, v Hév g mepL GAAOV 10D moLNTOD
Sarémran, obte rpocéym OV vodv dduvatd tE kot dnodv cupufaiéobon Adyov GErov,
dAX Grexvis vootdle, Enaddv 5& Tic rept ‘Outipov pvnosij, e08dg e Eypriyopa xat
TpooEx® TV vobv Kkal ednopd S Adye;

—Plato Ion 532b8-c4

The Homeric Centos are the product of a manuscript culture and
thus share with the Iliad, the Odyssey, and the books of the Bible problems
relating to date, authorship, and the transmission of the text. The
particular situation we face is also similar to the problems encountered in
establishing the texts of early print culture, including some of the finest
Renaissance poetry, for example the works of Donne, Wotton and Sir Philip
Sidney. As a recent editor describes it (Norbrook 1993:xxxv),

The concept of an accurate, correct text representing what an

author had finally decided on was...an unfamiliar one in the

Renaissance. Once in circulation, a poem could easily change

its form, being adapted for different purposes at different times

by different people. The whole notion of authors’ control over,

or ownership of, their texts was a relative one.

This is precisely what has happened to the Homeric Centos. As we learn

from Eudocia's Prologue to the poem, an otherwise unknown bishop named

Patricius composed the work in the latter third of the fourth century CE but

18
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left-it, in Eudocia's judgement, "half-finished" (futérestov). The Empress
subsequently edited and greatly expanded Patricius’ poem during her exile
in Jerusalem, sometime after 443 CE (Holum 1982:220). The Cento text on
which this study is based, the "Iviron recension" (Part II of this
dissertation), represents Eudocia's expanded edition.!

As suggested in the Introduction, Eudocia's Centos effectively prove
that Homer continued to be appreciated aurally as an oral poet in late
antiquity and, more importantly, could be reproduced as such. Obviously, in
making this statement I do not deny that actual texts were involved in the
process of composition. Indeed, Eudocia speaks of Patricius' poem as his
“columns” (ceAideg), his "writing tablet" (8Atov) and "book” (Biprov), and of
course she knew her Homer from manuscript copies of the Iliad and
Odyssey. However, the information we have about the origin and context of
the cento form and the nature of Eudocia's editorial work on Patricius'
poem as revealed in her Prologue indicate that oral/aural factors played a
large role in the composition and transmission of this poem. These two
areas of evidence suggest that Eudocia, a late antique reader of Homer, is
heir to the ancient tradition of rhapsodic performance as well.

In her Prologue (5-8), Eudocia says that the reason for undertaking
her revision of Patricius's poem was that her predecessor "did not declare
(d&ydpevoev) everything accurately... nor in singing (éeiswv) did he remember

(¢uvfioato) the actual verses that Homer uttered" (sizev). Eudocia's

1The manuscript in question is Jviron 4464 (Mt. Athos), catalogued and described
by Lambros (1900:92), and collated by me against Stephanus' 1578 edition of the poem.
For details see Usher 1997.
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description here emphasizes the vocal, aural and mnemonic aspects of
Patricius’ cento. The same qualities are stressed in her assessment of
another predecessor in the art of composing Homeric centos, the praetorian
prefect of the East under Theodosius I, Flavius Eutolmius Tatianus?
(Prologue 19-27):
And if anyone listens to (ciceiov) the formal beauty (uopeiv3) of
wise Tatian the poet (tuvoréroio), and if he likes what he hears
(tépyeiev dxowiv), it was on account of the "double” that Tatian
composed his epic poem (Goi&1\v) out of Homeric song, using
verses of his own composition as well.4 It is a wicked song that
sings (évérovoav dimiv) of warlike Trojans, about how the sons of
Achaians destroyed the city of Priam, Troy itself holding out
against them; it sings of gods and men raging in the terrible

din of battle, the same ones Homer once sang with his voice of
bronze (yaAxedgpovos...aémoey “Ounpoc).

Eudocia's synaesthetic metaphors of sight and sound, text and voice,
remind us that the usual practice of reading aloud in antiquity blurrs any
sharp distinction between spoken word and written text (Gamble 1995:204;
321). In the fourth and fifth centuries CE this aspect of Greco-Roman
culture is perhaps appreciated most by scholars of Christian prose

literature where it is often difficult to determine which texts were originally

sermons actually delivered to a congregation and which are treatises

2PRLE 1 876-8 ("Tatianus 5"); see Usher 1997.
3 Cf. the Homeric pop¢n énéav (Od. 11.367).

4 "Doubles” (So1dSeg) are passages taken over from Homer in sequences of two or
more lines. According to the so-called rules of cento composition laid down by Ausonius
in the preface to his Cento nuptialis such doubles were to be avoided. Tatian avoided
them by interspersing lines of his own composition. Eudocia does not avoid them and
thllls "apologizes" for them in her Prologue. See further Usher 1997:313-15 and Chapter II
below.
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intended primarily for a reading public (Dihle 1994:521).

Picking up on Paul Zumthor's notion of vocalité in medieval poetry,
Doane and Pasternack (1991) describe this close relationship between orality
and textuality in later antiquity and the Middle Ages with the apt phrase
vox intexta, "sound sewn into text" (cf. Gamble 1995:203-4). In the next
chapter I demonstrate in detail how many features of the orally-derived
poetry of the Iliad and Odyssey— the sound sown into text—actually
facilitated the composition of the Homeric Centos. The question I put here
is: In the parole-langue system of verse generation proposed earlier, what
would be the nature and significance of Eudocia’s revisions of Patricius?
The answer is to be found in line 6 of the Prologue, which states that
Patricius "did not preserve the harmony of the verses" (008t piv dpuoviny énfov
&poAoke), and in line 14 where Eudocia says she therefore conferred it upon
them (d&ppoviny tephv éntecow Eswxa).

It is clear from the Prologue that Eudocia performed her
"harmonizing” on the actual Homeric verses (¢mn), and that this somehow
involved correcting them. The need for such corrections arose, we recall,
because Patricius "did not declare all his verses accurately” (o0 ndumav
érfropa mdvt’ dydpevoev), "nor in singing did he remember only those verses
sung by the brazen heart of blameless Homer" (o%6 Hévav érfwv Euviicato keivog

deidav / dmndoa ydAxeov ftop dyepdéoc elmev * Ouripov). Her response was "to draw

out what was not in order" (8co0. piv &v BiBAorowv &xn méhev o ket xéouov / névt'
Gudig xetvoro codrig tEeipvoa BiBrov), "and to add what he left out” (Booa & Exeivog

EAenev, Eyd v év oeAidesor / ypdya).
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As described here, Eudocia's editorial work would fall into the
category of emendatio, which according to Quintilian (Instit. 10.4.1) entails
"addition, excision, and alteration" (adiicere, detrahere, mutare). Eudocia,
we have just seen, claims to have performed all three tasks. I have
demonstrated elsewhere that she is responsible for nearly three-quarters of
the poem's twenty-four-hundred lines (Usher 1997). These are her
additions. The character of her excisions and alterations is bound up in the
notion of Gpuovia, the very quality of Homer's poetry that Patricius did not
preserve. It is here that we can detect the aural dimension in her revisions,
for éppovia is a speech-sound phenomenon particularly connected with
proper accentuation in the oral performance of texts (Arist. Rhet. 1403b with
Allen 1987:116).

For Dionysius Thrax é&pyovia consists in the act and art of reading
(&vdyvaoig) and hence recitation, which he defines as the "unfaltering
pronunciation” (didntwrog rpogopdr) of poetry or prose (Uhlig 1883:6). By
reading "with an ear for accentuation" (xatd npoo@diav), he suggests, we
apprehend a poet's art or skill (t4vn), which according to Dionysius of
Halicarnassus is what produces dppovia (De comp. verb. 3). For this
Dionysius the aural quality dppovia is the desired object of "composition”
(cbveeaic), the effective combination and arrangement of syllables, words and
clauses; this includes the harmonius arrangement of uérog, pubuot, pétpa, and
of various speech-sound phenomena involving "slurring” (cuvarogn) (De
comp. verb. 6; with Rutherford 1905:158 n. 2; 164 n. 14). Reading or reciting

xatd mpocediav, then, preserves the apuovia of a poetic composition.
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Two of Dionysius' principal examples of dppovia come from Homer,
and his analysis sheds some light on Eudocia's use of the word in the
Prologue. To prove that ctveeoic is more {mponant than word-selection
(xhoni), Dionysius cites the homely description of Odysseus' breakfast in his
swineherd's hut (Od. 16.1-16), the beauty of which, he says, consists not in
the'use of figurative language, but in the composition (obveeoic), specifically
in the meter (De comp. verb. 3). "If the meter were broken up,” he writes,
“the very same lines would appear cheap (¢o5Aa) and unworthy of our
emulation (&{nra)."

Iliad 12.433-5 is offered as another example of dpuovia. To demonstrate
the same point he made with Odyssey 16.1-16 Dionysius performs some
experiments upon these lines, changing the word order several times to
create several different "heroic” rhythms (De comp. verb. 4). He concludes
that such rearrangements spoil the original: "While the choice of words
remains the same and only the otveeoc is altered, the rhythm and meter
changes along with it, as well as the structure, complexion, character, and
embtion—indeed, the whole meaning—of the verses."5

As an aesthetic principle éppovia, the sound-quality of a verbal
composition, is paramount: it affects the poetic meaning of an entire
passage. Dionysius does not transpose whole Homeric lines in his verbal
experiments, only the words within them, so what he would have made of

the cento poet's stichic rearrangements one can only guess. His

5 Tiig ukv éxAoriig t@v dvoudtav tig adriic Hevovong, Tiig 8¢ cuvBéceng ubvng
HETaMECOVONG Td Te PéTpa petappubuilecton kol cuppetomintely aUTOlG TG SYHUOTRL, T
XPApOTO, TG 116N, T Rd8N, TV OANV TéV mornpdTev dtiooy.
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identification of Homeric é¢ppovia with Homeric Hétpa, however, is surely a
clue to understanding the nature of Patricius' cento-poetic flaws.

Good composition, according to Dionysius, has a "beauty” or "order"”
consisting of dapuovia (xéopov dpuoviag De comp. verb. 3). Patricius, according to
Eudocia, lacked both qualities because he did not declare Homer accurately.
In fact she says much of his poem was 0% xat xéopov. Patricius' obdvlecic was
somehow faulty. Perhaps his original cento—at least as it had been
transmitted to her—contained non-Homeric forms, displaced words, and/or
poorly-joined half-lines—flaws perhaps attributable to phonological
changes in the Greek language and the incipient shift from accentuation
based on pitch to accentuation based on stress in the fourth and fifth
centuries (Allen 1987:130-1; Browning 1983:24-6). Traces of his work may
perhaps remain in the few non-Homeric lines left in Eudocia's recension
(see Appendix II), and in the occasional metrical fault. By and large,
however, Eudocia successfully took it upon herself to restore the proper (i.e.
Homeric) éppovia of such lines and expanded Patricius' poem on the same
principle, keeping as close as possible to Homeric wording (cf. Alan
Cameron 1982:284).

Eudocia's editorial work, then, was not unlike the work involved in
the production of the &opbdoeic of the Homeric text undertaken by Aristotle
and the Hellenistic critics, Zenodotus, Aristophanes and Aristarchus. In
fact the verb 810p86w is the word used in the testimonia and manuscript
epigraphs to describe her activity, just as cuvtiénu is used of Patricius'

original composition (Usher 1997:310). As Gregory Nagy has recently
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reminded us, the production of the Hellenistic corrected editions or copies of
Homer essentially involved two things: (a) the correct accentuation and
thus pronunciation of Homeric verse (Nagy 1996a:118-27 ),6 and (b) the
athetesis of lines and passages judged to be interpolations. In each type of
correction Nagy argues persuasively that both the variants (including the
so-called concordance interpolations) and the Hellenistic critics' notions of
correctness and authenticity (e.g. proper pronunciation marked by
diacritics; the numerus versuum of each poem) were established by the
performance tradition of rhapsodes. Consequently, many textual variants
in the papyri and medieval manuscripts, Nagy argues, should be regarded
as "authentic” variants stemming from those living performance traditions
(Nagy 1996a:146-7).

Of course, in comparing Eudocia's concern for dppovia with the
Hellenistic critics' methods of textual criticism, I do not mean to suggest
that she is a critic of that caliber or stripe, much less that we should use her
Centos as a textual witness for Homer. Although this has been the
direction of recent work on the poem (e.g. Alfieri 1987 ; 1989), it is not the
most rewarding path to follow, for in the Centos we are dealing not with a
“reperformed composer,” to borrow Nagy's phrase, but rather with a
“recomposed performer” (Nagy 1996a:60), whose text is in effect a "recomposition-
in-performance” (Nagy 1996a:78). Indeed, I suggest that Eudocia's Centos

have their own peculiar place in the rhapsodic tradition of "authentic"

6 Aristotle is reported to have made notes on diacritics in the margin of the text
(ropdonuov), while Aristarchus confined such remarks to his commentaries
(bmouviipota) (Nagy 1996a:135).
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variation and creative manipulation of the Homeric repertoire, a
proposition supported by our sources.

Eustathius, for example, citing Pindar Nemean 2.2 on the Homeridae
(' Ounpidan / partdv eméwv 16 n6Aka Gordot), explicitly compares the Homeric cento
poet to the ancient rhapsode. In his discussion of the use of the term poyesia
to designate the books of the Iliad, Eustathius notes that the Homeric Centos
are "a clear example of this kind of stitching" (zic 8 ToLVING PAYERS Tapddeaypo
cages Kol 0L KEVIpWVES, Tovtéon T Asydpeva  Ounpdxevipa), and that centonism, like
paypdia is "song stitched together from either of the two poems of Homer in a
manner appropriate to the business at hand, be it a wedding or a festival"
(ki Ppoyedia 8& 1 28 Exatépav tdv "Ounpikdv roincewv cuppadeio GdH avardyag ¢
Onoketpéve mpdypat, Yaue toxdv A toprii Van der Valk 1971:1.10.18-29).

Heliodorus, a seventh-century commentator on Dionysius Thrax,
questions this derivation of poygsio from the verb pérrerv (preferring instead
the popular—and incorrect—derivation from papséc, "staff") by citing a short
seven-line Homeric cento about Echo and Pan, arguing as follows (Hilgard
1901:480-1):

Some say that rhapsody is song stitched together out of

different Homeric passages (16ro). However, if this were true,

then this little passage [the short cento about Echo and Pan]

would be called rhapsody, even though these verses are no

longer in their proper Homeric order. Actually, such

compositions are called centos; just as a cento is said to be a

coverlet made out of various swatches of fabric, so too the
themes (vorjpata) which have been composed out of various epic
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poems are called centos.?

In surveying the many textile metaphors for poetic composition in
classical antiquity (Latin texo, Greek pdrto, téaive) Nagy concludes that in
poyedic "many and various fabrics of song, each one already made (that is,
each one already woven), become remade into a unity, a single new
continuous fabric, by being sewn together" (Nagy 1996b:86). This is a fitting
description of the centonsim of Eudocia, who too took a fabric of song,
already made, and remade it into a "single new continuous fabric" by
sewing it together. When we review the ancient evidence, however, we see
that the centonist and rhapsode share more than a metaphor drawn from
the fabrication of textiles, regardless of whether the verses in Homeric
centos remain in their proper order or not.

We know that the first stitchers of Homeric verse, the archaic
rhapsodes, recited Homer and other texts from memory—both at public
festivals and in more private settings—and were believed to have borrowed
lines or passages from other poems, or other places in the same poem, and
to have patched them onto the texts they (or their competitors) recited.8 The

disciples of the rhapsode Kynaithos of Chios, for example, the reputed

7 'Paygdiav & elvan Aéyovor v &x Sladpdpav térev ‘OunpLxdv Eppogipévnv
@Sfv...dAL" €l ToBt0 fiv GAnBég, bt Gv péva ExoAgito payedio, xai odxkén Td xaTd TEEWY
“Ouripov- elpnton 8& & toradto kévipoveg xoAodvean: kol donep xévipov Afyeton nepiféronov
0 éx SLoupopwv Paxdv cuykeipevov, obte ket o Ex Stadépwv erdv cuyxeipeve voripato

xétpoveg xaAodvron.

8 For the ancient testimonia see Herington (1985:167-76). Andrew Ford (1988:300-
7) points out that the word poydio as used in antiquity extends beyond the genre of epic
to any type of recited or chanted poetry which was unaccompanied by music.
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author of the Homeric Hymn to Apollo (with its notable suture of Delphic
and Delian material), were even believed to have "inserted many verses of
their own composition” into the Homeric poems.?

Such elasticity in the Homeric repertoire during the archaic period is
underscored by Aelian's remark that for ancient rhapsodes what we now
possess as the Iliad and Odyssey were not thought of as continuous poems
but as discrete episodes: "The Doloneia, The Aristeia of Agamemnon, The
Catalogue of Ships...The Ransom...What Happened in Pylos...The Cyclopeia,
The Nekuia."10 Similarly, Dionysius Thrax, in the same portion of his
treatise in which he discusses reading (avdyvacc), defines payesio as "the
part of a poem that contains the major 'theme' or 'main subject’ (Ynébeorc) in
a given book of the Iliad or Odyssey (Uhlig 1883:8). An ancient commentator
on Dionysius, Melampos, explains (Hilgard 1901:28):

The poem is the whole book—for example, the whole Iliad or

Odyssey—whereas the sections of these poems are called

poyedicn. Dionysius is correct to say each part contains its own

indeeoig, and this tréeeoig isn't contained in the other parts. For

example, Iliad Book 1 contains the "The Battle between

Achilles and Agamemnon," Book 2 "The Dream Sent to

Agamemnon from Zeus," Book 3 "The Single Combat between

Alexander and Menelaus," and so forth. Each of these
“comprises” (in Dionysius's words), or rather, "contains," its

9 Ot pay@dot ovkén 10 yévog eic “Optnpov avdryovteg, émgovelg 8t Eyévovio ot mepl
Kivan8ov, ot pact moAAG Tdv Endv moufoavieg Euadelv g thv * Outjpov moinoiv (schol.
Pind. Nem. ii); cf. Eustathius: ot nept v Kévoabov kot moAAd TGV En@V odToL notjoavTeg
rapevéfaiov (Van der Valk 1971:1.11.40).

10 T¢.* Opripov Enn mpdrepov Sigpmpéva §8ov ot madmol. olov EAeyov Tiy...AoAdverdy
o kod ' Aptoteiav " Ayopéuvovog xoi Nedv xatdAoyov xal..AVtpa Kod...Té év [THAQ
xod.. KvkAdmerav koi Néxviav (Var. Hist, 13.14; cf. Nagy 1996b:78 following Sealey 1957).
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own bné6eci, which is a part of the poem as a whole.11

Eudocia’s poem also unfolds as a chain of episodes: "Adam, Eve and the
Serpent's Trick” ([Tept 06 *Adép xoi Tiig Edag xad nept Tig andng tod S¢eax)..."The
Annunciation” (Mepi 106 edoryyeopod)... The Betrayal” (ITept tiig npodooioc), and
so forth. That the Centos were actually composed by "theme" (tné6ecic—on
which more below) is the topic of Chapters IV-VIL. The important point
here, @ propos Eudocia, is the connection Dionysius makes between reading
and poypdia.

In a revealing comment, Melampos traces Dionysius' flow of thought
from reading to rhapsody, reasoning that "when children begin to read,
they latch onto the Homeric poems before all other books" (ot dpySuevor
avayivackelv noideg mpd ndvtav tdv PifAiav drtovtar tév Ounpxaév); thus
"[Dionysius] wants to teach them what the word pay@sia means” (BovAetan
81550 o Todg moidog add 1090, 1 tom poyedia Hilgard 1901:28; cf. Pecorella
1962:94). We have evidence from Asia Minor a.nd Chios dating to the first
century BCE that rhapsodic exercises were actually practiced in the
schools. In Teos, for example, competitions took place in which secondary

level students read Homer aloud, "each competitior taking up the text at the

11 Moinpa piv yép éon o Shov BipAiov, dc 1 "Thég xod 1) *O8booeLo, To: 6 oo
00TV poydion kakodvron: xakd odv eine pépog mepiexer Tvé idikiv dmdBecLv ui
gudepopévny &v 10i¢ &Mmg Hépeatv, g 10 pEv A mepiéyer Thv pdymv tod "AAAE @G Kol

"Ayopépvovog, 10 8t B tdv Gverpov 1oV nepfévia Hrd 100 Adg mpog 'Ayauépvova, 0 & myv
Hovopaytav Tod "AAeEdvapov kai MeveAdov, kol T EEfic. ExaosTov 0DV TovTaV gunepieiinge,
TovtEoT mepLéyet, 1dixriv iva Yndlecty, & pépog £ot 10D GAov noufjpatoc.
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point where his predecessor had left off" (Marrou 1956:166).12

In the sixth century BCE, Hipparchus, son of the Athenian tyrant
Pisistratus, enacted the so-called Panathenaic rule, whereby "the episodes
of Homeric story-telling were arranged in a constant order for rhapsodes to
follow" (Sealey 1957:349). As H. A. Shapiro argues, the rule of Hipparchus
was also an attempt to limit the performances of epic poetry (which earlier
had probably included episodes from the Epic Cycle as well) to the material
in our Iliad and Odyssey, an action which constituted "a narrowing of the
repertoire... with no freedom to 'stitch together' episodes in different ways"
(Shapiro 1993:104).13 In a sense, centonism represents an innovative return
to that lost freedom.14 The Homeric cento, which perhaps originated as a
spoof on rhapsodic exercises in the schools, becomes, in Eudocia's hands, a
serious poetic medium. In their rhapsodic treatment of non-Homeric
themes Eudocia's Centos mark a significant chapter in the cultural and
literary history of the Roman empire.

Inscriptional evidence indicates that rhapsodic performances of

Homer continued at games and festivals until at least as late the third-

12 | mention in this context an Attic red-figure kyathos of the fifth-century BCE

which portrays a seated youth peering into a book, flanked by two other youths holding
what appear to be papdoi (Berlin 2322 in Beazley 1963:239.134: 1645).

13 Nagy, adducing evidence and terminology from the study of contemporary
Indian performance traditions, sees the Panathenaic rule as the culmination of a
process of "even" or "equalized” weighting of individual episodes, "a communalization
of repertoire” (Nagy 1996b:76-82).

. 14 Cf. Fabricius (1790:552): verisimile sane videtur, centones eiusmodi
Homericos decantatos fuisse a Rhapsodis, antequam de vero ordine carminum
Homericorum constaret, nec Pisistrati cum opus Poetae utrumque digessisset.
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century CE (West 1981:114)—the period to which our first centos date—and
it is possible that professional rhapsodes or Homeristai in the Roman
empire were also cento poets. A short Homeric cento graffito found
inscribed on the leg of a statue of Memnon in Egypt, for example, was
composed by a man who appears to have been a professional poet working
in the age of Hadrian, one "Areios, the Homeric poet from the Museum" in
Alexandria (Apeiov' Ounptxod rornto® ex Movoeiov Bernand 1960:111- 13; cf. Bowie
1990:65).

Whether this Areios was a rhapsode or not, our two earliest sources
of information about Homeric centos give us a clear picture of the cento poet
as a performance artist. "They set themselves subjects at random and then
try to declaim them extemporaneously in lines from Homer," writes the
church father Irenaeus (dig tmodéarg g tvyotoog a¥10ig TpoBaAdopévorg, Enerto
TELPOUEVOLG EK TV *Opripov roinpdtav pedetdv odtig (Iren. apud Epiph.Pan. 11,
29.9). Or, as the author of the Life and Writings of Homer describes the
activity, cento poets "propose non-Homeric themes (YmoBéoerg) and fit Homeric
verses to them, transposing them and stringing them together" (¢tépac
vnoBéoerg npodépevor dppdlova Ex' ot Té En HetanBévteg kod cuveipovteg Keaney
and Lamberton 1996:310-11).

Both references place this art-form squarely in the ancient rhetorical
tradition of declamation, where peietda, the verb used by Irenaeus, is a
technical term meaning "to declaim," or, to reduce that Latin word to its
etymological base, "to raise one's voice aloud" (= Greek avapdvnorg), while

undecig, used by both authors, is a technical term for the specific "theme"
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deciaimed (Russell 1983:141; Heath 1995:17-18).15 A memorable description
of an accomplished practitioner of this art, Isaeus, is given by the Younger
Pliny (Ep. 2.3). "He always speaks extempore," Pliny writes to a friend:

He lets his audience choose the topic, and often the side he is to

argue. He gets up, wraps himself in a cloak and begins.

Almost instantly every sort of word comes readily to this

learned man's mind—just the right words. In these

spontaneous performances his wide reading and experience in

composing shines forth. His memory is unbelievable. He can

repeat what he has just spoken extempore without missing a

word.16

If the Homeric cento poet is a successor to the ancient rhapsode, then
declamation, I suggest, is their historical intermediary, and Homeric
centos are best viewed as a rhapsodic expression of it, requiring of their
practitioners the same great mnemonic capacity and technical expertise
(cf. P. Murray 1996:98). Long after Homer and his primary oral culture had
passed away, declaimers, both schoolboys and professionals, practiced a
form of oral composition in their improvised speech-performances. In fact,

Greek declamation, like Eudocia's brand of centonism, is a generative

system dependent upon a speaker's langue-competence for verbal

15 Wilken (1967:30), who is concerned primarily with Irenaeus's theological
attack on the Valentinian Gnostics, translates the word UndBeotg in this passage as
"system.” This is true enough to the meaning of the word in Christian theological
discourse (Lampe 1961 s.v. "ond6ecic” 3. a. and b.), but it fails to recognize the analogy
Irenaeus is drawing between the Valentinians' haphazard concatenation of unrelated
proof texts from Scripture and the impromptu performances cento-declaimers of Homer.

16 Dicit semper ex tempore...electionem auditoribus permittit, saepe etiam partes;
surgit amicitur incipit; statim omnia ac paene pariter ad manum, sensus reconditi
occcursant, verba—sed qualia!—quaesita et exculta. Multa lectio in subitis, multa
scriptio elucet...Incredibilis memoria: repetit altius quae dixit ex tempore, ne verbo
quidem labitur.
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realization: "Typically, a speaker will aim to generate a superabundance
from which to select an effective combination of mutually supporting
material,” writes Malcolm Heath in his recent study of Hermogenes'
treatise on declamation, On Issues. "To make a selection the speaker must
alrt;ady have an eye on the way the material will be organized" (Heath
1995:7).

This, as we shall see in subsequent chapters, is an apt
characterization of Eudocia's method. A crucial difference between
Eudocia's cento poetry and declamation, however, lies in the fact that
Eudocia does not handle her themes according to the rules of rhetoric, with
its five step process of inventio, dispositio, elocutio, memoria and
pronuntiatio (Quint. Inst. 3.3.1-10), but rather "according to Homer;" that is,
according to the Parryan principles of ecomony and extension, and guided
further by the semiotic principles of resemblance and contiguity.

The centonists of Eustathius' day were encomiasts (Van der Valk
1971:1V.758.1-4). Eudocia too was adept in this art. In the year 438, on her
way to Jerusalem where she would eventually compose the Centos, the
Empress visited Antioch, delivered an encomium on the city before the
Senate, and brought the house down (éxpatav abri o tiic ndAewg) with a
pastiche from Homer (Ludwich 1897:12-13; ¢f. Holum 1982:117; 186).
Eudocia's use of the cento form as encomium suggests that her Centos may
actually have been composed with performance in mind, perhaps even
during performance. However, like the performances of Homer and the

recitations of rhapsodes these are forever lost to us with the living culture
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that produced them.

This much, however, is certain: like Xenophon's friend Niceratus
before her, Michael Psellus after her, and in our time, Mr. Steven Powelson,
"a retired C.P.A. and amateur Homeric rhapsode,” Eudocia knew Homer by
heart.1” Mnemosyne presides over every aspect of Cento poetics and
aesthetics, suggesting appropriate Homeric verses to express her biblical
themes from the langue-axis of selection, and harmonious adjustments to a
given line to make it fit its new environment on the parole-axis of verbal
combination: as Pliny says of Isaeus, Eudocia's "wide reading and

experience in composing shines forth." On that note, Gpyou’ dsiderv.

17 For Niceratus see Xen. Symp. 3.5-6 (Herington 1985:169); for Psellus's claim to
have memorized the whole Iliad (Ep. 1.14) see Marrou (1956:341); for Powelson see his
advertisement in the American Philological Association Newsletter (October 1993:7
[obituary: October 1995:14]). Cf. Ausonius who knew first-hand that cento composition is
"a task for the memory only" (solae memoriae negotium Green 1991:132).
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CHAPTER I
ACCOMMODATIONS

I cannot greatly honor minuteness in details, so long as there is no hint
to explain the relation between things and thoughts.

—Ralph Waldo Emerson

"Every poetics," it is true, "must...be based, either explicitly or
implicitly, on a theory of language and, behind that, on a theory of
mind, mind being the maker of language" (Preminger and Brogan
1993:932). Obviously, I am not purveying theories of mind or
language here per se . However, the observations that emerge from
the following discussion of Eudocia's practice of Cento composition
will necessarily verge in those directions, for as I. A. Richards once
remarked, "nearly all the topics of psychology are raised at one point
or another by criticism" (Richards 1928:2).

In offering in the next two chapters a systematic description of
Cento poetic techniques I am aiming at a generative model, or as
Todorov defines poetics, at "the establishment of general laws of
which this particular text is the product” (Todorov 1973:6). To
establish a generative model of Homeric Cento verse-composition we

must look in detail at two features of the poetic surface: (1) the
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relationship of the elements in the individual Cento line to the
elements in the Homeric line, and (2) the various relationships Cento
verses have to one another compared to the relationships verses have
to one another in Homer. The first set of relationships are discussed
in this chapter. The second set of relationships receive full treatment
in the next chapter under the heading Enjambement.! In both her
accommodations and her use of enjambement Eudocia proves to be
full.yv conversant with important conventions of Homer's oral style,

yet she brings to that style the peculiar verve of a cento poet.

Adaptation of the source text is a necessary part of the process
of cento composition. I follow Stephanus in calling such adaptations
accommodations (Stephanus 1578:Praefatio). Accommodation takes
several forms in the Homeric Centos, but most often it is a response to
the syntax set up by a verse the poet has already chosen to
appropriate as she moves from one verse to another. In many cases
the reader "will be unsure,” as Stephanus himself observed in the

preface to his edition of 1578, "whether the variation is done on

1 Homeric lines appropriated in couplets and blocks (e.g. similes) will not be
discussed as such here, either under Accommodations or Enjambement. Although
couplets and blocks of lines show accommodation and (naturally) contain
enjambements, they do not in and of themselves reflect the stitching techniques
involved in Cento composition as the poet moves from one line to the next. What
couplets and blocks do suggest is that Eudocia was thinking of their particular context
when she took the lines over. In this capacity they will receive due attention in Chapters

-VIIL
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purpose or is due to a mistake."2 Such cases usually involve a
semantic change and must be judged on a case-by-case basis.
However, categories can be drawn up and some generalizations
made from Eudocia's practice.3

There are two basic types of accommodation used by Eudocia to
make Homeric verses fit together in their new context: the
grammatical and the semantic (cf. Alfieri 1988:140-1). The two are
distinguished by various sigla in the Cento text I will be citing here
and elsewhere from Part II. As these sigla appear frequently in the
following discussion where knowledge of them is presumed I give
here a brief overview and explanation of my system of annotation.

Most Cento verses have undergone no change. These are
identified simply by an i (Iliad) or an o (Odyssey) with the book and
line numbers printed in Arabic numerals. A reference given in
italics indicates that the line or a close variant of the line occurs
elsewhere in the Homeric poems. Italicized lines are usually

formular verses, which are often repeated verbatim by Homer in

2 Alicubi vero ea est diversitas quae an ex errore sit, an consulto mutatio illa
facta fuerit, dubites.

3 Anna Maria Alfieri, revising the early work of Sattler ( 1904), has discussed
Eudocia's accommodations in some detail (Alfieri 1987; 1988; 1989). However, because
her work is based on Ludwich's edition, her observations about Eudocia's technique
have limited application here. Rocco Schembra (1993; 1994) has added further
observations based on his own inspection of two short unpublished Cento manuscripts.
However, his and Alfieri's attempt to understand Eudocia's craft in terms of the so-
called "rules” of Cento composition provided by Ausonius in the preface to his Cento
nuptialis is mistaken (see below). The capital defect in both studies, however, is that
neither author ventures far beyond the prospect of using the Centos as a textual witness
for Homer, that is, neither attempts a poetics of Cento composition.
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similar contexts, for example speech introductions and type-scenes
(cf. Alfieri 1988:140), or they are lines repeated only once elsewhere in
the same Homeric book, a common phenomenon distinct from type-
scene repetition known as "clustering” (Hainsworth 1993:27-8). It is
reasonable to suppose that the centonist had any one of several
sintilar Homeric verses in mind and that she chose the precise
wording of the one that fit her syntax. Thus, in order to represent the
full range of possible Homeric resonances for a given Cento line, I
have given the other references for lines occurring five of fewer times
in Homer in the apparatus at the bottom of the page.

An asterisk (%) placed after the reference indicates that there
has been a change in grammatical form. This is the most common
type of accommodation in the Centos and affects one or more of the
following elements in a verse: (1) the number, case or gender of
nouns and pronouns, (2) the person, tense and mood of verbs, and (3)
participles when they are substituted for finite verbs and vice versa.
In the interest of keeping the text as uncluttered as possible, I do not
provide the Homeric readings for verses marked with an asterisk, but
leave the reader to look up the reference or not at his discretion.

I have used the sigla‘  to indicate a semantic change. These
sigla enclose semantic or lexical variants of one or more than one
word. In each instance the Homeric reading is given in the
apparatus. Additionally, a dagger (1) is placed after the reference in

the margin to conveniently alert the reader of the change. Semantic
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deviation from the Homeric text usually involves either (1) the
substitution of one noun, verb or adjective for another, or (2) variation
in the use of a conjunction, particle or particle chain. I have also
used raised brackets ( ') when a non-semantic change (%) requires
the addition or deletion of other words in a verse (usually particles)
for the sake of the meter. Here too I give the Homeric reading in the
apparatus. Where the Cento reading is itself attested somwhere in
the textual tradition of Homer but not printed in the standard text of
Monro-Allen (e.g. Epdeoxev for Zppetev at line 36 = I1. 22.380), I enclose the
word or words in raised brackets ( ), put the sign @ next to the
reference, and give Monro-Allen's reading in the apparatus.

A line with two references, e.g. i 23.536 + 107, indicates that the
verse is made up of two half-lines. References given as cf. i 1.149 mean
that there is no or only an approximate match in Homer. These two
varieties are rare, yet such conflations of Homeric phraseology are to
be expected of a "recomposition-in-performance,” and, since they too
reveal the processes involved in Cento verse generation, each will be
discussed in some detail below.

Grammatical accommodation (%) involves the least change to
the.Homeric line. It is in principle always intentional, motivated by
the need to maintain syntactical coherence. Although central to the
centonist's technique, it is not peculiar to the Centos. Grammatical
accommodation often occurs within Homer when the words of one

protagonist are reported to another. Iliad 2.11-15, a well-known
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example, is repeated verbatim at 2.28-32 and 65-69, except for the
minor adjustment of the third-person & to second-person os (or o’ ), and
the.corresponding adjustments to the verb. Fortunately, the identical
metrical shape of short words and inflected endings in Homeric
Greek allowed the cento poet great flexibility in this regard. It is
important to emphasize this flexibility and Eudocia's free use of
grammatical accommodation, for although it involves minimal
change to the Homeric line, it is in some respects the most important
type. As will be argued in more detail in Chapter IV, the easy change
of number, person, even gender of nouns and pronouns makes the
Homeric Centos what I believe they essentially are: a comparative
reading of Homer and the Bible, a reading in which the function of a
character serves as the stable, constant element in the respective
nafrative, "independent of how and by whom it is fulfilled" (Propp
1928:21).

Semantic substitution (1) is a more complicated affair. When
semantic accommodation occurs it is by no means certain whether it
is intentional or not. I would like to make my own agnosticism clear
on this matter.

Sometimes the motive for semantic accommodation seems
obvious, as at the Baptism scene (446 = Od. 5.230) where the word vopdn
(the subject of the Homeric sentence) is replaced by the adjective 6ciov
agreeing with the object, ¢apoc, in the same line. Simply in terms of

the-story, the Homeric vuu¢ri is inappropriate to a scene requiring the
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presence of John the Baptist (however, at 450 a rdpeevoc dduric hands
Christ a cloak). Other semantic accommodations seem to have been
influenced by dogmatic concerns (cf. Alfieri 1988:141 n. 11; 154;
Schembra 1994:320-7), as was often the case in the Christian
appropriation of the Classics.4 Eusebius, for example, in a manner
characteristic of the Cento technique, alters a passage from Plato's
Phaedo (114¢3) to make it suit his purposes (Praep. Evang. 13.16.10):
where Plato had said that the souls of those who have purified
themselves sufficiently through philosophy will live forever "without
bodies," that is, without being reincarnated (Gvev coudtav), Eusebius
says they will do so dvev xopdrov "without trouble," altering the
reading so as not to violate the Christian doctrine of bodily
resurrection (cf. Wilson 1983:17). In the Centos, accommodation on
dogmatic grounds may be present, for example, in the Crucifixion
scene (1889 = Od. 11.584) where the Homeric verb elyev in the phrase
méey § ovx elyev éAéobon is changed to i6ed’. Elxev, "could not,” may have
been thought inappropriate for a god revered by Christians as
Pantokrator, and was therefore intentionally softened to viger’, "did not
will it."

Obviously, moral and religious considerations played an

4 And it was, of course, not only the Christians. The archaic poet Tyrtaios (Frag.
12.3 West) changes one word in a half-line from II. 16.262 to make a common "woe" into
a public "good.” Aristarchus and Zenodotus, on the Hellenistic critical principle of td
npénov, athetized and sometimes omitted passages in Homer, famously the reference to
Phoenix's intent to kill his father at Il. 9.458-61 (on these lines see Janko 1992:27-9; on
athetesis see Apthorp 1980:xv). Philosophers especially, like Plutarch, positively
recommended adjusting or "glossing” Homer where necessay (Mor. 22 B, F).
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important role in Cento composition—indeed the Centos invite
further study with such considerations in mind. However, I will
bracket such questions here, for as Todorov notes, the fact that "the
relation of poetics and interpretation is one of complementarity par
excellence,” both being "'secondary'... must not keep us from
distinguishing, in the abstract, the goals of the one attitude from
those of the other” (Todorov 1973:7-8). Moreover, as will be argued in
Chapter Four, the appropriation of Od. 5.230 to the Baptism scene
already suggests ipso facto a comparison of the Baptist with the
nymph, Kalypso, a comparison which invites its own set of
speculations in light of a passage like John 3:29 where Jesus
describes himself as a bridegroom (6 &av v véveny vopudtog éotiv) and
the Baptist as his "best man (6 ¢irog 106 vopdiov).

Even in the one case where the Cento text itself seems to
explain an accommodation we cannot be certain of the motivation:
this involves the substitution of the verb nvbéopon for poviedopm at lines
396 (= Od. 15.172), 469 (= Od. 2.170) and 1678 (= Il. 1.107), which follows
logically from Christ's statement at 472 (= Od. 1.202) that he is "not a
udvnic or an augur (olovidv odda idic) / but the son of the great god."
However, some manuscripts of Homer actually read pvéticopon for
pavtedoopan at Od. 15.172, and it is entirely possible that the other
ins@ces of this particular reading in the Centos arose by analogy,
since pvetioopon regularly occurs in this sedes in Homer.

Before we look closely at semantic accommodation of Homer in
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the Centos it is important to emphasize that the same phenomenon
appears also in Plato, where the motive for the variation from the
received text of Homer poses similar problems. In the Ion, for
example (538d1-3), Plato cites Homer's description of Iris' descent
from Olympus atlliad 24.80-2,

1) 8¢ poAyPBdaivy ixéAn &g Buoodv ixavey,

1} e xat' dypadAoro Podg xépag Eupeuaia

Epxeton dunotijor uet’ ixdior mipa dépovoa.
and shows the same kinds of accommodation found in the Centos: the
verb ixavev substituted for dpovoev, the participle éupepavia for éupeBavia at
line-end; the preposition pcta substituted for éni, and the noun mijua for
xfipa. As Jules Labarbe concludes in his study of Plato's use of
Homer, such variation is due to many factors, ranging from
grammatical necessity, mnemonic imprecision, and "rhapsodic”
habits of word- and phrase-association, to deliberate revisionism and
even parody (Labarbe 1949:108-20). We must allow for the same range
of explanations of accommodation in the Centos.

Frequently semantic substitution in the Centos seems to occur
simply in order to avoid repetition with a previous line,5 or to fit the
new syntax a line may acquire in the Centos. This is analogous to the

use of synonymns in Homeric formulas for stylistic variatio in order

5 Just as often, however, such repetition is not avoided (e.g. at 890-891) and lines
are strung together catena-style, bound by key-words. This Cento poetic technique, a
mnemonic device, is discussed in Chapter V.
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to "avoid the repetition of a noun in the same or adjacent sentences."
(Hainsworth 1993:15; 25). At line 6, for example, dc is substituted for
6¢p’ in a purpose clause so as not to repeat the (temporal) 6¢p’ in the
previous line. Other times the close proximity of a word or phrase in
an adjacent line seems to have brought to mind a similar line
involving that word or phrase and then that line, once used, required
accommodation.6 An example of this is lines 229-231 (the angel's
speech at the Annunciation):

x0dpe pot, d Booirera, Sopnepic, eic & xev EABor® 0 13.59 %
Gvdpdotv 118 yoven&iv emi x86va ovAoBéteipay 0 19.408 t
“Yiipag® xod 8dvatog, 1d T &n’ dvBpdroioy méAovion. 013.60 t

Here Eudocia accommodates a line well-suited to the Gospel setting
(cf. Lk 1:28 yoipexeyaprtapévn), changing the yipac of Od. 13.59 to #Aor.
The resulting end-line phrase is analogous to several Iliad end-line
formulas, e.g. ei¢ & xev #A8y / voE (I1. 14.77), and eic & xev EABn / deiehog Oyt
d6av (Zl. 21.231). In fact, as we shall see in a moment, the words g 6
xev of Od. 13.59 probably brought 8ot to the poet's mind. As for the
optative form at line-end, though not used in the particular verse she
accommodates, it is worth noting that this is perfectly consistent with

Homeric practice elsewhere: twenty-four of thirty-four total

6 Compare Parry's observations on the enjambement at Il. 8.74-5—noAAGv §'
&ypopévav ¢ meioeo 8¢ kev dpiotny / BovAiv BovAsvon: "Homer, putting together his
traditional phrases, remembered first such common expressions falling at the end of the
verse as 8¢ puéy’ apiotog, 8¢ g Gpiotog, and then such expressions used at the beginning
of the verse as BovAdg BovAever (K 415), Bovhag Bovhedewy (K 147,3271 ¢ 61), Bouhdg
BovAevovot (Q 652), and their joining made the enjambement of I 74-75" (Parry 1929:264-
5).
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occurrences of the optative form 601 appear at line-end.

Hypothetically, having committed herself to the Odyssey line
and the accommodation, Eudocia could supply any nominative
expression to finish the thought, i.e. "there shall come to that place
(point in time) / X, Y or Z." However, she expands the thought,
inserting a line containing datives, then perhaps remembers riipog, or
associates it with 8dvatog owing to the frequent Homeric collocation
&B8avat- xoi &yfip-which always occurs in the first half of the line (11x
Il. and Od.). In any event, once yipac becomes the first word of the
line (a normal sedes, 4x in Homer), Eudocia completes the line with
the rest of Od. 13.60, xai 8dvartoc...xTA.

A related phenomenon may be observed at line 299 (= Od. 4.526),
where Mary "receives with wonder two talents of gold" from the Magi
and "keeps them in her home" (¢¥racoe & todt’ & oix@). The
substitution of the phrase & tatt’ &wi oixe for the Homeric §° & Y €l
éviavtév (“...for/towards the year") does not seem to be motivated by a
need to make the text agree with some biblical or apocryphal detail,
but rather by a desire to avoid the masculine deictic pronoun 6 by
substituting a neuter plural to agree with téAavta. But it is interesting
to note that the word éviovtév, omitted in Eudocia's accommodation,
occurs in the first line of the next scene: &\’ 5t & p* Eviawtoc Eqv, nept &'
Erpanov dpan (Od. 10.469). Once again, it is likely that the unexpressed
(in the Centos) tviavtév of Od. 4.526 actually brought Od. 10.469 to mind.
This is certainly the case with line 794 (= Il. 24.181) where Eudocia
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substitutes the word 6vug for téppoc at line-end, and then continues in
795 with a line from the Odyssey (7.51) which begins with TdpBer.

Compare also Cento lines 42-43 where Eudocia takes a verse
closest to Il. 7.28 (GAX' €l poi m w6010, 76 xev moAd KépSiov ein) apparently
accommodating the particle chain in the first half of the line to A pd vb
uoi 7 riBowo...xA. She continues with I7. 14.191, ¢ xev dpviicano,
xotecoopévn 6 e Bupd, which in Homer is directly preceeded by a verse,
the first half of which—# pé vo pot n ni@oio—is identical to the first half
of the "accommodated" Cento line 42. II. 14.191 here provides the
second limb of the disjunctive sentence set up by the poet's
accommodation and that particular line came to mind because of her
association of it with #f pd v6 poi..xtA. We will have more to say about
this phenomenon momentarily.

While each instance of semantic accommodation must be
evaluated with various criteria in mind, we can be sure that
semantic accommodation involving proper names is always
inte;ntional (cf. Schembra 1994:323-4). Onomastics was a potentially
difficult problem for the cento poet to overcome since names and
naming are such a large and integral part of the Homeric style (von
Kamptz 1982; Higbie 1995). While some names are allowed to stand
as personifications, e.g.’ Apgutpitn (17), *Qpiov (11, 13), Xdputeg (753),
Anurinp (323, 666) and * Hediorog (559), as a rule Eudocia tends to avoid
lines which contain personal names. Thus, semantic

accommodation of Homeric names does not occur very often.
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Still, though she needs to avoid names, the poet must
nonetheless specify who's who in her own story. This she does either
by periphrasis, the use of an Homeric "significant name," or by the
misuse of some other Homeric word. Some of the substitutions used
in semantic name-accommodation are non-Homeric in that either (1)
the word substituted in is not a Homeric word (e.g. Yroxvooapévn for p’

"HpaxAfia at 275; Zvxeipav for dorxev at 11227), and/or (2) an Homeric
word is placed in a position where it never occurs in Homer (e.g. Bin
for At at 1524; fipar for “Aper at 1792).

At line 273 we find pdvuyeg for Aopriseoc in the phrase pdvuyeg inror.
Mdvuyeg innot is a common Homeric formula (25x in this sedes in the
acc.; 7x in the nom.), whereas AopriSeog irnor, the particular version of
that formula in the line she adapts from Iliad Book10 (568), occurs in
Homer only there, and—unless some word or words have been
lost—we must scan the word as pavvyc to fit the meter. However, in
Homer too adaptations of metrically sound formulas sometimes
result in faulty derivations, for example pepénov avepdnwv becomes
péponeg GvBpamot. As Martial complained and Ahuvia Kahane has
recently emphasized, Homer himself is not hidebound with regard to
word localization and metrical quantity. In the well-known line TApeg

“Apeg Bpotorouyé, manddve, wresmiira (1. 5.31, 455) and elsewhere, the poet

7 Zuxelpov is a Septuagint word for the inhabitants of the biblical town Zuydp or
Zuxéu (= Shechem). The same form of the name is found in the biblical paraphrase of
Theodotus, a Hellenistic Jew who paraphrased the biblical story of Shechem in the Book
of Genesis (Harris 1898:10-11; on Sychar see Brown 1966:169).
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"wilfully adapts” the position and hence the metrical quantity of
word, here a proper name (a relatively inflexible metrical unit), in
composition (cf. Kahane 1994:9).

However, most of Eudocia's substitutions are consistent with
Homeric practice, and this consistency applies to all types of
accommodation, semantic (1) and/or grammatcial (%), whether
intentional or not. For example, the phrase §' épa ndvteg substituted
for & xai GAror at 921 and 981(= II. 24.484) is in perfect keeping with
Homeric practice: §' dpa rdvreg is localized to this position forty-five
out of the forty-seven times the phrase occurs in Homer, once in a
line rather close in sense to ours (uvnotipec &' dpa mavteg &g dAARAOUG
opéwvtecOd. 20.373), and lines containing the phrase occur four other
times in the Centos. Eudocia was clearly familiar with this formula
and could easily slip into it here. Her substitution vexveoot for Aavagiot
in line 1991 (I1. 8.227), in spite of the fact that the word occurs in this
position only at Od. 12.383, is truly in the Homeric manner. Line 1991
is an Iliad formula used by Homer six times, always reproduced
verbatim except for II. 12.439 and 13.149 where Homer, like Eudocia,
substitutes a dative plural, Tpdcoor, for Aavadion to suit Ais context. The
name substitution of &oya ndvtev for MéArac ' Aédvn at end-line in 1763 is
also perfectly Homeric (5x in this sedes). It is interesting to observe
that at Il. 5.61 the words &oya and MdAdog ' A6fivn occur in the same line.
As will emerge again and again the closer we look at Eudocia's

method of composition, the association of #oyo and MdAAog *A6tvn at 1l.
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5.61, reinforced by the effects of localization, may in fact have
suggested this substitution. Such word association is clearly at work
in 1285 (‘rdvrog & tpdpog aivdg tmiAvee yuia ixdstov = I1. 7.215): while the
change from Tpdag to ndvtac has no exact Homeric precedent, rdvtog (in
a different sedes) is often associated with tpdpog, occurring in the
same line four times in Homer (II. 14.506; 18.247; 19.14; Od. 24.49), and
in the Centos themselves (1978), where Eudocia makes the same
sub-sﬁtution, once in a distinctly different line from the Odyssey (2015
=0d. 20.44).

A distinct type of Cento name-accommodations involves
imperatives and vocatives. Here too Eudocia works in the Homeric
manner. While the phrase & ¢iAe substituted for TnAtuoy’ at 691 (Od.
2.303) occurs exactly so only at Od. 14.115, the related phrase & ¢iroL
occurs forty-two times in intitial position. So too with the Odyssey
phrase & &iv' substituted for Anuésox’ at 1112 (= Od. 8.469; also at 891
and 1408). This phrase is always localized to the same pre-caesural
position in Homer (10x). However we find the plural & Zeivor in initial
position at Od. 3.71 and 9.252. Like Homer himself we see Eudocia
here displacing formulas (Hainsworth 1968:45-57) and composing by
analogy.

Periphrasis serves to identify characters beyond the mere use
of a demonstrative (e.g. 6, 48, or éxsivo). In the Centos periphrases
are employed like formulas; in some instances they are formulas

lifted from Homer, and employed in exactly the same way. Examples:
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Jesus is designated by Il. 12.242 as 8¢ =01 6vntoior xoi ¢Bovdtorow dvdooe
(73, 91, 270, 428, 1537, 1998, 2240); Judas by I1. 22.380, &¢ xaxd roAX
Epdeoxev 8o’ 0b ovpnovteg of Aot (1423, 1613 ete.), and I1. 9.313, &¢ y° Etepov
HEV kEV8Y EWL ¢gpeciv, GAko & einy (1411). The Virgin Mary is refered to by
Od. 23.325 as pfimnp 6’ i juv Enxcte xai Etpede tot80v Eévta (290, 298, 354,
2040, 2169, 2328); Peter is & ot x1idiatog étdpov fiv xedvérarée e (= Od.
10.225; at lines 529, 772, 1758); the other disciples are, in the words of
11. 9.586, @\ovg 6, of ot kedvétator xai ¢irtatol Aoay (1303, 1436). Asin
Homer, the comments of anonymous spectators are regularly
introduced by Od. 2.324 (etc.), &8 8 ng eineoxe véav dmepnvopedviav (1742,
1891, 1939, 2087), or the related formula &5 8 g eireoxev isov & mAnctov
arov (722, 983, 1287, 1912, 1995, 2233). Once, at a particularly poignant
moment during the Crucifixion (1956), the poet uses Homer's apt
modification of his own formula: é¢ Gpa ¢ eineoxe, kol obticacxe TOPACTAG
(11. 22.375).

Another way to refer to individuals in the Gospel story is by
using an Homeric "significant name" as an adjective. Some
significant names in Homer do in fact occur as ordinary adjectives.
For example the Trojan counselor ’Ayfivop gets his name from the
adjective ayivap, "manly,” which at II. 12.300 modifies the noun Buudc.
In the Centos this feature of Homeric poetry has a broader
application: Christ is the god-fearing prophet of Ithaca, ©e0KAVUEVOS
(13x), "he who hears from God" (cf. Eust. 1780.20 [Stallbaum
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1825:11.971);8 elsewhere he is the healing divinity "Intpée (1127) or
Meatiev (1128); the Baptist is the herald Newstivap, "a persuasive man"
(224, 258, 362).

Conversely, "Exetoc, the personal name of a wicked king in the
Odyssey (18.116), becomes a common adjective meaning "powerful”
(1827). *AMme6épong, Odysseus' close friend from Ithaka and counsel to
Telemachus, is used as an adjective to describe the "old man" Peter,
and means either "sweaty," if we follow Eustathius' suggestion
(1439.40-41 [Stallbaum 1825:1.90]): rapé td &v 6At 6épeaBon Hmd 100 MAlov), or
"daring in wit" if we connect -8épong with 8dpooc—either meaning is
well-suited to the context of Peter's denial of Jesus under pressure
(1757 = cf. Od. 2.57). Place names too receive such treatment: the
spring ' Aptoxin at 1054 (= Od. 10.108), if from dpn + xiev, is "close-
moving;" the plain 'Asiov at 929 (= I1. 6.201), if from dAdc6ar, means
"for' wandering” or, if an o-privative of Afiov, means "without wheat or
booty," i.e. "desert” (cf. Eust. 636.49 [Van der Valk:I1.290.10-14]). A
mirror image of this onomastic technique is seen at 771 (= IZ. 16.734)
where the common noun rétpov is used for "Peter."

Akin to this use, or rather misuse, of Homeric words is the
frequent exchange of 8priomp and pviiomp. The word uviiotnp ("suitor”)
was not in itself objectionable since it is regularly used in a positive

way (13x) to describe the disciple-suitors of Christ, as at e.g. 467 (= Od.

8 However von Kamptz is probably right to derive —-xAUpevog from xAvtdg and to
take the name to mean "God-renowned” (1982:203).
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18.351). However, $pictnp ("manservant"), is sometimes substituted
for uviiotnp where the context requires a villain or villain's accomplice
and seems to verge on the meaning "perpetrator” (note especially
1862 = Od. 22.211, and 2029 = Od. 22.270).

To various degrees all these examples of semantic name
accommodation involve the use of the rhetorical figure known as
catachresis (xatdxpno = Latin abusio), which is defined by Tryphon
the grammarian in De tropis as A& HETEVRVEYHEVN Grd 10D mpdhtov
Katovopao8évtog xupiag e kol Erdpag & Etepov dxaTovopasTOV, Karth O OLKELOV.
Tryphon gives the expressions yévv xaAdyiov, 6¢8aM10G dumérov and yeidog
xepopiov as characteristic examples (Walz 1835:182). The author of the
Essay on the Life and Writings of Homer gives an example
specifically from Homer, oiyeinv xuvény, noting that a helmet
(repucegodaia) is called xvvén ("of or pertaining to a dog") by the poet
because helmets were traditionally made out of dog-skin, though this
particular helmet, modified by the adjective aiyeia, was made out of
goat-skin (Keaney and Lamberton 1996:84-5; so too Apion in Neitzel
1977:246). As we see by pseudo-Plutarch's example, catachresis does
not.involve word substitution, but "abuses" or stretches a given
word’s ordinary or apparent meaning.

A fine example of catachresis is Cento line 1378 (= II. 22.255)
where the Homeric words rioxonot ("observers") and pdptupot
("witnesses") clearly have their Christian connotation, "bishops and

martyrs.” Similarly, Od. 5.194—1&v ' & onsiog yorgopdv 8ed¢ 1138 xod
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aviip—which describes two persons in Homer (Kalypso and Odysseus),
is used in the Raising of Lazarus scene (line 1270) as a hendiadys to
describe the god-man, Jesus. In the Feeding of the Five Thousand
scene (line 1222 = . 23.58) the Homeric word x\oin ("shanty” or
“cabin") is used catachrestically to represent the biblical word xMoia,
found in the plural in the Gospel of Luke (9:14), where it describes the
"companies” into which the disciples have divided the crowd. As
Quintilian puts it in his discussion of catachresis, the trope "non ad
nomen, sed ad vim significandi refertur, nec auditu, sed intellectu
perpendenda est” (Inst. 8.2.6). "Non verbum pro verbo ponitur,” he
notes elsewhere, "sed res pro re" (Inst. 8.6.36).9

Catachresis, then, extends a word's ordinary meaning without
resorting to substitution. However, sometimes even when semantic
accommodation does involve word substitution it does not greatly
affect the sense: for example, atrép éner p° for ddya 8 éna8’ in 774 (= I1.
6.370 etc.), or Zenxe for siswo at 85 (= Od. 17.287). Sometimes the
substitution is simply an antonymn, as is especially the case with
prepositions (Gvd for xatd. in 320; 6n6 for ei¢ in 346; also 136, 1365 and
2081). Often the accommodation involves particles and particle
chains. The prevailing opinion is that variants like = for 101, 8¢ and te

for ye, etc. are mnemonic errors on the part of Eudocia, or,

9 For the phrases xvpiag and katogpnotnkae Aeybpevo in Greek scholia see further
Rutherford 1905:209-11. Porphyry frequently uses these terms in his "Aristarchan”
work, Homeric Questions (Sodano 1970:index). On Stoic views of katachresis see
Barwick 1957:88-97.
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alternatively, scribal errors in the transmission of the text of a kind
commonly found in the textual tradition of Homer (Salinitro 1987:233;
Alfieri 1988:142 n.12; 154). In her non-Cento poetry Eudocia was in
fact rather indiscriminate in her use of such particles, for example
in her hexameter paraphrase of the life of St. Cyprian, "where she
does not seem to be aware of the essential meaning of these
particles...They have become stop gaps...to give her poems a Homeric
touch,” notes Van Duen (1993:280; c¢f. Cameron 1982:27 9; Ludwich
1882:206-25). C. J. Ruijgh, however, suggests that some of the
confusion goes much further back, and that archaic rhapsodes
introduced te in many instances of what was originally ve, e.g. at Od.
13.238 and 15.484, for the sake of euphony (Ruijgh 1971:839) In fact,
many variants involving ye, © and & are attributable to the rhapsodic
performance and transmission of the epics (Ruijgh 1971:118-22).
Eudocia herself—in her own way—stands in this tradition.

While it is sometimes difficult to decide which is at fault, the
poet or the textual tradition, I will proceed on the premise that if a
substitution does not appear as a variant somewhere in the
manuscript tradition or papyri of Homer, it may fairly be counted as
a mnemonic variation (I refrain from calling them errors). But this,
even if it is a sound assumption, is not enough. It is important for
Cento poetics to try to account for how and why such mnemonic
variation—and, in some cases, innovation—arises. I offer a few

observations in this regard which have a wider application and
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significance for the Cento technique.

In the example of Homer's use of grammatical
accommodation from Iliad Book 2 we saw that the difference between
verse 11 and verses 28 and 65 was minimal: 8wpfiEm & x&heve versus
BwpiiSoi oe xéAevoe. While technically a grammatical change has taken
place involving the pronoun and the verb, the phrases are metrically
identical and nearly homophonous. Homophony is by definition a
speech sound phenomenon, not limited to single words, and
sometimes dependent on the pace of speech for its effect, as in the
pronunciation of the French & votre tour and a votre retour (Jakobson
and Waugh 1979:7-8).

That homophony plays an important role in the oral poet's
technique has been argued for Homer by Michael N agler. Nagler
expanded Milman Parry's notion of calembour ("punning"), or the
sound corresponsion between elements in variations of the same
Homeric formula, to include words that are not semantically related
(Nagler 1967:274; 296).10 For example, in Homer the word ditun and
& both occur with dugridvee; riov Snué and the homonym riovt &rue
always occur in the final colon of the line, though they are
semantically different and appear in a wide variety of grammatical

and syntactical combinations.

10 Stanford (1939:7-8; 26-34) is careful to note that homophones (same sound,
different form, different meaning) and homonyms (same sound, same form, different
meaning) are distinct phenomena, yet that in oral speech homophones are effectively
homonymns, and both are covered by the ancient (Aristotelian) term dpovupio. Cf. also
Rutherford 1905:223 n. 51
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Nagler argues, contra Parry's definition of a formula, that
while the "overwhelming similarity of rhythm and phonetic sound
among these phrases is formulaic...they do not express one 'given
essential idea™ (Nagler 1967:275). Such phrases he calls "allomorphs
of a single [mental] template."11 Bryan Hainsworth (1993:15) cites
other similar substitutions in Homer, e.g. dnAfpoveg for {nAfpoveg in the
phrase oyéthof éote, Geol, {nAtipoves, and yepévrav for 8ovévtav in o v6p vépog
éoti Bavévtav, and notes that calembour is "striking evidence for the
basic orality of the Homeric style." However, while calembour may
be "atypical” of the Homeric style, we cannot deny it, as Hainsworth
is too ready to do, "a place among the resources of ¢oi57." Nor does
Hainsworth's implicit criticism of Nagler's mental template—"A
pleasing sound is a perhaps a reason for keeping an expression
rather than a template for its creation" (1993:10)—do Justice to
Nagler's theory, which is based on homophony, not euphony. Indeed,
an example of an Homeric formula cited by Hainsworth himself, é&ypn
ropaotds (4x I1.; 3x Od.), shows homophonic reflexes, or "conjugations"”
of a type identical to Cento accommodations: gy nopéot, &y napictaro,
o ropotopévn and even dyq 8 dpa otde, accommodated to take the
connective (Hainsworth 1993:16).

Clearly, if not a primary resource to the ancient do184c,

calembour was an appreciable feature of Homeric verse, and was

11 Hoekstra (1965), observing the same phenomenon from a slightly different
angle, had previously refered to them as "conjugations” of a formula.
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exploited as such by the poet of the Homeric Centos (cf. Alfieri
1988:143), where homophony and allomorphism play a large role in
the generation of the verse. Both phenomena account for many
grammatical accommodations since this type often involves
conjugated verb forms or the declension of nouns which are
themselves allomorphs of a word stem. The slight phonetic
difference at 1064 (= Od. 23.101) between n6AX’ éuéynoe and the Homeric
néMa poyoag is a good example, as are idv xe for the Homeric dual jovee
(1515 = 11. 10.468), tdpBnodv e for tappricavee (1437 = II. 1.331), otk Gv for ot
xev (1964 = Od. 4.223), dxpv xéovoa for Saxpicasa (2055 = Od. 17.38), #sk
néfio for 18 tmérioe (1016 = I1. 4.190), pdxopéxtertnon for pdxapecteréonot
(1187 = Od. 18.134), or even 6:6 1% for 8eoion & (1214 = I1. 7.177).

The poet's choice of a particular word for semantic
accommodation is also often facilitated by homophony: the frequent
substitution or confusion of ydp for dp and vice versa (777, 788, 10 10,
1341, 1689), the intentional name accommodation iy for aii at 1524, v
for pév (824), ue for 1 (883), and 6eod for 8° #ov (1151) to cite but a few.
Some semantic substitutions show considerable ingenuity. Out of
Homer's dpiotog (crasis for 6 dpiotoc) in the chariot-race scene at Ii.
23.536 (= Cento line 33), Eudocia makes the verb-form épioto ("was
traced out"), which she uses to describe the creation of the "last"
(Aoic8oc—meaning, of course, the "first") man, Adam.

Zdpata substituted for Sdpara in the phrase xaté odpata is used to
describe the physical strength of the villain Judas at 1696 (= Od.
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21.372); fipviisaro for fipticato at 1796 (= II. 17.568) makes Peter "deny" in
the Garden of Gethsemane with a Homeric that describes Menelaus
"praying” to Athena on the battlefield. In order to avoid the name

"Avtivoov at 2283 (= Od. 17.414) the phrase attdv idv is used; at 294 (= Od.
8.419) in order to avoid ' AAavocio the poet coins the word dyvotéxoro. Ei
for 1 at 1951 (= Il. 11.433) makes what is in Homer a disjunctive
sentence into an indirect question. Aic for nc at 1529 (= Od. 4.535) lends
additional force to a rather weak Homeric simile.

The conformity with Homeric practice in homophonous
semantic accommodation varies. ‘Ayvotéxoo at 294, for example, is a
Homeric formation, but not a Homeric, or even epic word. However,
most substitutions involve common Homeric words, and are
consistent with Homeric practice. For example, yap for &' Gp at line
777 (= Od. 15.134) is a variant reading found in the textual tradition of
Homer at Od. 15.495. The Centos' semantic accommodation of
dpnotiip- as pvnotiip— mentioned above is a variant also found in the
Homeric textual tradition. Cento line 425 (= II. 1.79) contains the
semi-homophonous substitution avepsérav for *Apyeiwv in semantic
name-accommodation at the beginning of the line, a non-Homeric
substitution in that avepdrav is regularly localized at end-line.
However the end-line substitution érovrec for 'Ayxmot in the same
verse—dvepdnov kpatéer kol ol neifovtn dnaviec—is clearly patterned after
the phrase m16duc6a rdvrec, a formula occurring ten times in Homer,

always at line-end. The phonetic difference between refduefo mdveg
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and neiBovton &ravreg is slim indeed. In one instance in Homer (Od.
22.269) we find this homophonous "allomorph of a single template”
relocalized to the beginning half of the line: oi uév Ere10’ Guo mdvreg 66GE
€Aov doretov ovdag.

Another aspect of homophony and allomorphism in the Centos
is metathesis (cf. Jakobson and Waugh 1979:34), seen in the
substitution at 1829 (= I1. 6.167), yveg for 6uu@, which involves a
metathesis of consonants, as does 616 (= Od. 12.440), xipvav for kpivav,
the ingenious (or unintentional?) sdtovtec for Ldoovteg at 945 (= Od.
18.76; cf. adoov for (dom at 1950 = Od. 18.30), and Aaopédovta for
Aooddpavra at 92 (= Od. 7.170). The regular confusion of évedoyoc and
(the non-Homeric, unmetrical) aivéowioc in the Iviron manuscript
involves a metathesis of vowels of a type frequent in Homer, e.g.
arpamds for drapmide, or xpdmorog for xdpmoroc, which itself occurs at
Cento line 172 (= Od. 8.17), and in the manuscript tradition of Homer.

A related phenomenon is the transposition of words that go
together: rdtnp te pimp te for pritnp te ndep e at 1098 (= Od. 8.550); Erog
Sewnij for Seidijénog at 1007 (= Od. 20.115); néAevaiyAn for aiyAnnérev 2191 (=
Od. 7.84); 86uov Ecav for Esav 56pov 2269 (= Od. 1.126); oig b for ed toig
1592 (= I1. 12.369); ¢ira téxva for téxva ¢ira at 605 (= Od. 3.418), and dx Bods
for Béeg ¢ 2019 (= Od. 22.299). One example of word transposition in
the Centos, Z&gupog végeo. for végea Zipupoc at 1155 (= I, 11.305), is found so
written in papyri, three manuscript families of Homer, and Strabo.

As with this example, it is possible that the other word metatheses
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were part of some vulgate with which Eudocia worked. However,
txva ¢ida occurs thus only at Od. 3.413 (and once in the singular at Od.
23.26), whereas Eudocia's ¢ira txva is the order used at II. 2.313 (but
at line-end) and Il. 10.192. As for dx Boic, while this phrase does not
occur in Homer, foi is often localized in this sedes, and twice is
Juxtaposed with dyerodog (I1. 23.846 and Od. 10.410) as it is in the Cento
line. As we see again here, association and analogy play an
important role in Cento composition.

A small number of Cento lines are made up of half-lines. Half-
h'ne:s are far fewer in the Homeric Centos than in the Vergilian
Centos of Proba. This is because Homeric and Vergilian lines are not
organized internally in the same way. The Homeric poet, composing
during performance, does not strive to attain literary effects like
chiasmus or the adjective-noun displacements (often organized
around an articulating caesura) that characterize any given line in
Vergil.12 In spite of these differences between the Latin and the
Homeric hexameter, Alfieri (1988) asserts that Eudocia's use of half-
lines is in keeping with the so-called "rules" of Cento composition as
outlined by Ausonius in the preface to his Cento nuptialis. Yet when
we look at Ausonius' rules and Eudocia's practice we find only the

most superficial relationship and so many striking differences that I

12 Alfieri notes this difference between the Vergilian and Homeric Centos but
attributes it, not to orality or performance, but to the "depersonalized” (spersonalizzato)
nature of the Homeric style (1988:140), apparently meaning by that term Homer's so-
called "objective” (as opposed to Vergil's "subjective") narrative style.
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believe any comparison of the compositional techniques of the
Homeric Centos with Vergilian Centos of Ausonius, "Pomponius,” or
Proba is misguided and must be abandoned.

Most obvious among the discrepancies between the two
methods is Eudocia's complete disregard for Ausonius' aesthetic
ideal that the cento poet should avoid reproducing whole lines from
his source in blocks. To use two lines in a row, according to
Ausonius, is ineptum ; three or more in a row are merae nugae
(Green 1991:133). Yet thirty-five percent (35%) of Cento lines
(821/2348) come in blocks, ranging from two to six successive lines to
consecutive runs of blocks from different places in Homer as long as
twelve lines (see Usher 1997:314-15). Though Ausonius himself
occasionally falls into ineptitude by using two successive lines from
Vergil, his practice is for the most part as he describes it (Green
1991:133):

Diffinduntur autem per caesuras omnes, quas recepit versus

heroicus, convenire ut possit aut penthemimeres cum reliquo

anapestico chorico aut <lacuna> post dactylum atque
semipedem quicquid restat hexametro.

It is worth emphasizing that there is nothing particulary
“technical” or surprising about Ausonius' practice. Eudocia too joins
Homeric half-lines at the caesuras (Where else would she join
hemistichs?). Eleven of her thirty-one half-lines are joined at the

weak penthemimeral caesura (see Appendix I a). Seven more lines
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are joined at the strong penthemimeral caesura, one of which (line
214) requires lengthening a short vowel in thesis before the break (see
Appendix I b). However, unlike Ausonius, we find in Eudocia one
three-colon line,13 and divisions at other metrical breaks: at the
second-foot diaeresis,14 and at the bucolic.15

Further evidence of Eudocia's disregard for Ausonian "rules"
is the presence of what I shall call conflated lines. Conflated lines
are to be distinguished from half lines proper. Conflation occurs
when two successive Homeric lines, or lines in close physical or
contextual proximity to each other, are compressed into one Cento
line.16 As we have already seen, elements from two or more very
similar Homeric lines are often mixed and matched in the Centos, as
in line 1: xéxAvte, popia ¢Bra mepiemiévav Gvpdnov. The phrase in the
second half of this line, if from II. 17.220, substitutes ¢vepdnwv for
tmxodpav; if from II. 2.804, where the collocation is roAverepéav avepdrav,

we have an adjectival substitution. Either way, two different but

13 AXAd: Toxfie §%@ | mpotépw Gye: | Eyydon 8¢ otic (801 = Od. 8.554 + 4.36 + 1.120).
141389 = I1. 21.32 + 23.235: 8@xe & Erodipoig | xol ‘odelag npdg udbov Eetnev.

15 1410 = Od. 1.33 + Il. 10.378 : ¢& "dptav® Yap ool xdx' Eupevon. | Eon yap Evdov,
1869 = Od. 22.189 + 477: obv & nddag xeipds e Séov | kexotén Bupg, 685 = II. 15.262 + 572:
dg eindv, Eunvevoe pévog péya. | v 8 dpdBuvev:

16 The scholia to Venetus A, which preserves several examples of this kind of
line conflation (e.g. at II. 1.219-20, 1.446-7; 4.88-9), attributes them to the ancient Homeric
critic, Zenodotus of Ephesus (see Bird 1994:43-4). For a similar conflation of lines from
Iliad Book 11—with accommodation—at Plato Jon 538c2-3 see Labarbe 1949:101-8, who
concludes: "La resemblance des éléments...a déterminé I'association psychologique.”
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related genitive phrases which comprise the latter half of the line
have been conflated, and, as Alfieri remarks, this probably happens
spontaneously because of the similarity of the two lines (Alfieri
1988:144).

Conflation involving half-lines occurs several times in the
Centos and comes in several different varieties. Lines 657 (from the
healing of a paralytic) and 1008 (the woman with a flow of blood) are
perfect specimens, both of which conflate two successive lines from
the Iliad (657: aoi yap &yd xoi Enerta Srapmepic fiuato ndvta [= I1. 16.498 +
499]; 1008: &Axog piv yap Exw 168e KapTepdv. 008é por odpa [= I1. 16.517 + 518]).
Line 103 involves conflation with line-transposition: ovy 6pdgc & &
avte Bpotol &' dnetpova yoiav (= 11, 7.448 + 446). Analogous to the
examples of grammatical and semantic accommodation discussed
above, conflation is caused by the close proximity of familiar material,
as if today one were to misrecite e. e. cummings' familiar dactylic
poem as "what if a much of a which of a wind / bloodied with dizzying
leaves the sun," skipping the part about giving truth to summer's lie.
Conflation, then, is the result of a mind thoroughly acquainted with
Homeric verse and Homeric technique thinking too quickly ahead.

As in semantic accommodation, the association of words and
phrases contribute to the generation of Cento half-lines too, though
they be comprised of Homeric hemistichs which lay hundreds of
lines, books, even poems apart. Take for example line 1863 (isvoav 5

Avkorowv' Eowxéteg apoddyorory), which is comprised of I1. 17.725 and I1.
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5.782. This Cento line is in effect a "mixed simile" in which two
Homeric similes of similar phrasing have been assimilated by
Eudocia and Homer's datives—xivesow at 17.725, Aovou at
5.782—accommodated with Asxotowv, to suit a Gospel saying (Mt. 7:15,
Lk. 10:3, Jn. 10:12 etc.).17 Note also line 717: B & uev d 'mep Aig
Gpeoitpopog GAxt menorBaid (= I1. 12.299 + 17.61). Although the Homeric
reading in the first half-line is ¢ Acév, the Centos' Aic occurs in a
closely related simile at I7. 17.109. So too line 2141: 18 yuvoixag E6Zdvoug |
xad viima téxva (= I1. 23.261 + 22.63 ). No exact equivalent is to be found
in Homer, though women and children co-occur in a variety of
formulas (cf. Od. 14.264).

Such overlap between elements is common to all types of Cento
half-lines. The conflated line 1869—cdv & réSag xeipds te Séov KeExOTRéTL
vug—is composed of two similar lines from the Odyssey, 22.189 (cbv 8
m Séov Bupoiyet Seoud) and 22.477 (xeipds ¥ 18 nédag xémrov
xexotnén Buvud), both of which mention "hands and feet.” Compare the
conflated line at 1969—airtixa §' 2Bpévnoey ax’ ovpavod dotepoévioc—which
is made up of Od. 20.103 (ebrixe & ¢Bpévmnoev én’ aiyAMieveoc ' Ohuprov) and
Od. 20.113 (f peyd)’ éBpévincag 4n’ obpavod dotepbevog).18 In each instance

the poet has collapsed two related lines based their shared lexical and

17 For wolves in Homeric similes cf. Il. 16.156. For the substitution of one

animal for another in otherwise identical Homeric similes (e.g. "boar" for "lion") see
Scott 1974:58-60 and Muellner 1990:63.

18 Other examples include lines 1548 (= Od. 23.117 + Od. 17.274) and 1840 (=1L
7.264 + 1. 5.34).
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structural elements.

There are a small number of lines in the Centos for which an
exact Homeric equivalent is lacking (see Appendix II a), and one
(1918: ioyeo, pndt meproBevéav Snhticeo tovede) which is a conflation of line-
fragments with no exact half-line matches, but closely resembling
Od. 22.367 + 368. In lieu of an analysis of each of these lines, let me
make two general observations.19 First, the source for most of these
lines is readily apparent, either because of their context in the Centos
(i.e. they are followed by or preceded by lines from the same Homeric
book), or by other verbal features which limit the possibilities for their
source in Homer (e.g. the name Hewowivap occurs only at Od. 2.38).
Secondly, it is important to note that roughly half of these lines are
made up of speech introductory material adapted to fit the particular
Cento speaker or context, and one of them (667) is repeated elswhere
in the Centos; another (599) involves little more that the displacement
of one word. Both features suggest that these lines result from a
combination of mnemonic variation and/or impromptu composition
using Homeric diction.

. Add to the foregoing lists a few halves of half-lines which have

no exact equivalent in Homer (see Appendix II b). The presence of

19 Using Ludwich's text, Alfieri analysed sixteen such lines whose source in
Homer eluded Sattler (Alfieri 1988:147-53). However, of those sixteen lines, eight are not
in the Stephanus-Iviron text. Five others are in Stephanus-Iviron, but match (or nearly
do) the Homeric wording, and their Homeric source is easily found, without appeal to
hemistichs. Of the other three (lines 144, 295, 371 of my text), only 144 and 295 involve a
multiple or unknown source. Both lines receive excellent treatment in Alfieri's study
(to which the interested reader is referred).
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such lines coupled with the presence of conflated lines underscores a
basic and fundamental difference between the mechanical Ausonian
model of cento versification (which was followed by Proba) and the
more organic poetics of Eudocia in the Homeric Centos. This
difference will be brought into higher relief when we look at Cento

enjambement.
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CHAPTER III
ENJAMBEMENT

...as that of Homer in Greek...the sense variously drawn out from one
verse into another.

— John Milton

It is a mark of Eudocia’s skill as a poet and seamstress that lines
tak;en from different places in the Homeric poems occur as successive,
enjambed lines in the Centos, often without alterations. Homeric
enjambement has received due attention in recent years and our
understanding of it increased. Carolyn Higbie has thoroughly surveyed
and slightly revised earlier categories of Homeric enjambement proposed by
Milman Parry (1929) and G. S. Kirk (1966; 1985:17-34), and has, for the first
time in Homeric studies, tabulated statistics based on the entire Iliad
(Higbie 1990). Though I disagree with the rationale behind some of her
distinctions, which I think result in the overclassification of Homeric
enjambement types, I offer Higbie's basic categories here as a control so as
to demonstrate Eudocia's command of Homeric oral technique, and her
divergences from it, in terms familiar to the modern student of Homer.

Homeric enjambement is described by Higbie as either "adding,"

“clausal,” "necessary” or "violent." The Centos show the full range of these

types, and they occur with about the same relative frequency as they do in

67
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Homer.1 I will treat them here, with exception of the "clausal" type,
rouéhly in reverse order, according to their frequency.2

So-called "violent" enjambement is caused by the separation of a
clause's introductory material from the clause itself (Higbie 1990:51).
Higbie restricts this category of enjambement to particle chains and
"adverbs that are sentence adverbs, that color the meaning of an entire
clause rather than modify only the verb, an adjective, or another adverb"
(Higbie 1990:53). According to this definition, violent enjambement occurs
two times in the Centos.

(1) 361-362 (John the Baptist's recognition of Jesus):

188V ¥ & nediov rupngdpov: Evea & Encita 0 3.495 x
xfpvg rerotivep mervopéva pridea eidad 0238

(2) 1457-1458 (at the Last Supper):

In the Illiad, end-stopped lines are just slightly more common than "adding”
enjambement (39% : 36%), "necessary" enjambement accounts for 19%, "clausal” for
5%, and the rare "violent" type of enjambement for 0.5% (Higbie 1990:29; 82).

2 I note here that adding enjambement is subdivided by Higbie into "internal"
and "external” varieties "depending on whether the addition expands a clause already
present [internal]...or adds another clause to a complete thought [external].” Adding-
external enjambement occurs whenever a verse is followed by a coordinate or dependent
verse-clause (Higbie 1990:32-3). For my part, I do not think that either type of verse-
clause, though "adding" and grammatically "external” to the preceeding verse, should
be counted as enjambement at all unless the clause that the verse contains runs over
into the next verse. In many instances Higbie's adding-external could be, and often is,
punctuated with a semicolon or full stop (especially before compound sentence-verses
beginning with xai). If there is no other enjambement type involved in the relationship
between two given verses, such verses are functionally stichic units. The same is true
of lines said to be in "clausal” enjambement, which Higbie distinguishes from adding-
external in places where the dependent clause precedes the independent (Higbie 1990:41).
Here again, if the dependent or independent clause is not itself enjambed, I do not count
this as enjambement. Thus, though Higbie's adding-external and clausal types occur
frequently in the Centos, I do not find them useful categories and do not cite examples.
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avtap énel ddxév e xoi Exmov. avtix’ Enerta 0 10.237
HiBotov téprovTo mpds GAAMAOUG Evérovtee. i11.643

There are three other examples that come very close to qualifying as violent.
(1) 674-675 (Christ speaking to a healed paralytic):

6poeo kvAombdiov, Eudv tixog. Gvia oéBev Yip 121.331
0¥ TG avip mpondporfe poxdptatog, 0¥t dp’ dricow 011.483

(2) 1681-1682 (Jesus to Judas, in the garden of Gethsemane):

Tadta piv obte rdvra mersipavioa: ov ‘8t oddya 01237t
‘PEEOV’ & T dpovérig, TeAboon & oe Bupdc Gvdyer. 05.89 %t

(3) 2081-2084 (the burial of Christ by the disciples):

@ Ol Y éupepadte véxov ¢épov: abtdp Brepbev’ i17.746 t
xepot péyav AlBov deipavtés te mpooétnxav, cf. 0 9.240

The second major type, "necessary” enjambement, is more common.
In this type any one or two of three essential elements of a clause—subject,
verb, or object—is separated by verse end. In 129-131 (God in heaven

speaking to the pre-existent Christ about the human condition), the verb is

enjambed:
Tiépt xal vedéAn xexoAvppévor 008é mot adtode 011.15
130 elaiotacto, yorends 8 ng dpope Sadpwv 0 19.201
Sodpooiv apricacton, dmosyéobon § ExatduBac. i6.115

In 202-203 (the Annunciation), it is the object:
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xod m6T &yyehov fixev, 6¢ dyyelAeie yovoaxt 0 15.458 %
BovMiy, 1j pa “téte otv' égriviave pnmduoy. i745+%

Note that Eudocia often enjambs lines that Homer does not, as with Od.
19.201 in the first example and Od. 15.458 in the second.

Examples of "adding” (Parry's "unperiodic") enjambement, the most
common type in Homer, abound in the Centos as well. Adding
enjambement often involves a runover adjective or participle in agreement
with, or a noun in apposition to, some element in the previous line, or a
runover adverb or adverbial phrase. The verse is then extended to line-end
usually by (1) a relative clause, or (2) a new sentence connected to the
preceeding one by & or, if negative, ov5:. An example of (1) are Cento lines
474-476 (Christ's teaching about God the Father):

ratpdc & ey dyaboio- Bedg 8 W' Eyeivato ‘rathp’, 121.109 %
475  1imog, 8¢ & tou mapéxer Bpdsiv e méowv Te 0 15490 %
Eeiviog, Gg e pdMoto vepeoodtan xoxd Epyo. 0 14.284 %

Examples of (2) include lines 1733-1734 (Christ on the way to the cross)

&v & adtdg kiev for mpoBupinor rerordig i2.588
xaproAipng xotd Gotv. dikot § dye rdvteg Erovio, 124.327

the description of the wine at the Last Supper (1450-1451)

1450  viyaro § abvtdg xeipag, Gdpdooato § oibona olvov, i 16.230
130v dxmpdotov, Belov motdv. 0v8é Tig adtdv 09.205
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and 1805-1807 (Peter's denial):

1805 1 p & yépav. modg & dp’ Gvex Tpixac BAxeTo xepot, 122.77
- GOAfG ExT0G Edhv. oL & EvBoB piiTy Sdanvov 04.678
VaAepéng atdp ovtde EMiooeto Evla xad Evlo 020.24

Another type of adding enjambement occurs when a sentence
fragment which takes up a whole verse is placed in apposition to a word in
the previous line. This characteristically Homeric technique is very useful
to the centonist for it "allows the poet simply to add items without affecting
the grammatical construction"” (Higbie 1990:33). Take for example the
Centos' hymn-like proem which recounts the creation of the world: after the
verb &evt’ in line 8 there follow twenty lines of things created in the
accusative case, bound here and there by relative clauses. Asin Homer, the
pattern is usually noun (and/or adjective) + t o, or + te...te xai, Or +
t..18€..18%, as in lines 21-24 where flowers are catalogued in the accusative
case after veodnéa moinv, or lines 26-28, where varieties of trees are
enumerated in the nominative case after sévspea tyinémio. In the Wedding at
Cana scene this type of adding enjambement is used to tally the guests,
their activities and their pleasures (e.g. 623-625). It is not surpising that
both the creation and Cana scenes are populated with lines taken from
Homer's description of Achilles' shield where the same cataloging style is
used.

Often in Homer adding enjambement follows pronominal adjectives

(e.g. Erepog, Exaotog, ovdelc, undeic and mdc), and the deictic pronouns 9, 1, 16, both
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of which the poet uses in a quasi-substantival way. This Homeric
peculiarity also proves convenient for the cento poet who can simply end-
stop such lines, or enjamb them ad libitum. For example rio in Od.
10.38— némot, i 88 niio ¢iAog Kol tijnog totiv—at line 984 is endstopped,
whereas in Homer it is enjambed, being glossed with GvBpdimoig... in 10.39.3 So
too with the deictic pronoun ot we find Od. 9.334 endstopped in the Centos
(1349-1350), followed by an explanatory yép verse-clause from the Iliad:

ol & EAayov ToUg Gv Ke xal fifeAev adtdg EASoBon. 09.334
1350 ol yap ot eicavto Saxpiddv elvan Gpiotor. i12.103

In Homer Od. 9.334 is enjambed with the runover téooapes in the following
line.

Higbie's otherwise comprehensive study does not attempt to explain
how the rest of a line which begins with enjambement from the previous
verse is related to the runover word. This is the subject of a short study by
Matthew Clark (1994), who insists that "in order to understand the
condition and function of runovers...we must examine not only what
pre;:eeds the enjambement, but also what follows." When dealing, as in the
Centos, with essentially stichic units, this becomes even more important.

Clark uses the term "binding" to refer to the probability that two
words will occur together and borrows terminology from the analysis of
musical fugues to describe the two limbs involved in enjambement: the dux

is the preceeding whole-verse or, if punctuated, verse-fragment before the

8 Od. 10.38-39 occur as a couplet at 1337-1338.
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runover; the comes is what follows, either to line end or to some point of
punctuation in the line that contains the enjambement. Runovers
themselves can be free, pendant, embedded or orphan.

An example of a free runover is an adjective like viimog, which, while
often followed by ovs¢ or a relative clause, shows great variety in the dux and
comes. A pendant runover is associated with a particular dux, but not with
a particular comes (Clark 1994:96). The term "orphan" refers to runovers
that are not associated with a particular dux but are associated with a
specific comes. An example is yopvév in the line youvév: avtap Td Ye tedye’ Exe
xopvBaiodog “Extap (I1. 17.122 = 693; 18.21) where "the runover and the comes
are in different clauses, and have no grammatical relationship;
nonetheless they co-occur. Lines of this sort,"” Clark observes, "are in effect
whole line formulas, [even though] the boundaries of the line do not
coincide with the boundaries of the grammar" (Clark 1994:101). Homer's
free, pendant, and especially orphan runovers are of tremendous
importance to the Centos. On the one hand, Eudocia adheres to the
principles involved in each type; but she also diverges from Homeric
practice and creates thereby some ingenious, disconcerting effects.

An example of an orphan runover occurs in 904-906 (Christ speaking

to the man born blind):
1 uév o' Evluxéag drombumopon, S¢p’ &v txnox 0 10.65 %
905  xaipov kapraiipa, ei kol pdAa ™Adeev Eoat, 07.194 %
rotpida oNv xod ddua, kol €l mov tot $idov ein. 0 10.66
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The enjambement of yaipav xaproipec in line 905 with the comes et xoi T 7%
™mAGBev Eoat is found only twice in Homer, at Od. 6.312 and Od. 7.194, two
closely-related, context-bound passages. In both it is preceeded by a
different dux. Od. 6.312:

TOV TaPOUELYGHEVOS UNTPOG ToT Yodvast xeipag

BdAdewv fpetépng, iva voostpov Auap idna
xodpov xaprodipag, el kol pdho tAdlev oo,

In the second example, Od. 7.194, Alcinous recommends that the
Phaeacians speed Odysseus on his way so that

noumij &¢' Mpetépn fiv ratpida yoiav ixnton

xodpav kaproAipwg, el kol pdAa TmAdee Eooi,

We note that although the first part of the dux in Od. 10.65 is different from
Od. 7.193 (both however contain the verbal idea in méun-), Eudocia preserves
the-end-line/beginning-line collocation, ixn(t)on / xaipav... of 7.193. To supply
the destination (ratpisa) she adds Od. 10.66 in the next line. In Homer the
verb i8na at 6.311, a virtual homonym and allomorph of ixn(v)x and
sometimes found as a variant of that word in Homer (e.g. at Od. 17.448), may
have brought to the oral poet's mind yaipav xapraiipec ete.

We have seen this type of word association already as a factor in
Cento accommodation. Clark makes a similar observation about the oral
poet’'s repeated association of words and phrases in his discussion of
semantic triggger which sets off a formulaic molecule in the poet's mind.

The Homeric phrase Bpi8d péya onpopév, for example, which occurs six times
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in the epics, always as a runover and in various environments, does so
regularly in close proximity to &yoc (Clark 1994:107). Semantic triggers
clearly fire off rounds of word and phrase association in Eudocia's mind,
and thus are, more broadly defined, crucial to the Cento technique. Take for

example the formula 3¢p’ eino 16 pe Bupdc &vi oTiBecor keAeter in Cento line 5:

xéxAvte, popia ¢ora repicndvav ‘avepdrav’, i17.220 t
docor viv Bpotol elotv ént yBowi Gitov Edovreg 08.222
Tiuev docon vaiovot mpdg NG T HéMY e 013.240
18 doool petémade mot {ddov fepdevta 013.241

5 G¢p’ elnm T pe Bupdg Vi otribecon keAsder i86
‘O €0 YLyvdoxnT Tpev Bedv 75k Kok dvipar i5.128 %+

This line would be in Higbie's categories an example of adding-external
enjambement (see note 2 above). It occurs four times total in the Iliad (8.6;
7.369; 7.349; 7.68), notably all with xéxAvte preceeding. Similarly, a little

further on in the same passage,

ix80g pvi8dg e ¢irag 6 m xeipagixoito 012.331 %
15 eivodiov toioiv te BoAdooia Epyo pépumAsv 05.67%

deAdivdg Te xvog Te xai el mot peilfov ‘Eveon® 01296t

xfitog & pupia Béoxer dydstovog ' Audpit, 01297

line 15 (Od. 5.67) with adding-internal enjambement is preceded in Homer
by two lines (Od. 5.65-6) which, like Cento line 14 (Od. 12.331), mention birds

(GpuvBeg, ipnkeg, xopdvan). At Cento lines 238 and 239

00 &1 viv ve péyiotov Umovpdviov xAfog EoTi 09.264
ndvtag EX dvBpdmoug, xod ot 8éorg Eooeton EGOAY. i10.213
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the phrase movpdviov kAéog in Od. 9.264 brings I1. 10.213 to the poet's mind
because of the unexpressed II. 10.212, the only other place in both poems
where the phrase occurs. Eudocia's use of theme words will be discussed
in more detail in Chapter V. We see clearly enough here, however, that key
words and semantic clusters bring associations with them recalling
various lines from similar contexts.

Oftentimes the semantic trigger helps Eudocia with an
enjambement, as at 355-356 (the return from the Flight into Egypt):

355  xai yap Body’ EtéTukto meEAdpLov. o Yap EdKeL 09.190
avdpSs ve BvnTod ndic Eppevon, dAAL Beaio. 124.259

In this example Od. 9.190 is followed in Homer by dvdpt in line 191, but with a
different comes (avspi ve ortoddye, dAAG pie vAtevn); conversely 71. 24.259 is
preceeded by 0%t é¢ker at end-line in 24.258 with a different dux ("Extopd 6" ¢
Bedg Eoxe pet’ avdpdoy, 0v8 égker). Eudocia takes a little liberty with the
personal construction of égxet, but it may be that the non-semantic structure
of the inappropriate verse Od. 9.190 suggested to her I. 24.259, a verse of
almost identical sentence structure (avépéc ve..dAAe....) that did fit the context.
Another example is 2031-2032 (the burial of Christ):

2030 ‘10vd Gp Erelf VmOSHVTE SV Epinpeg Etaipor, 18.332
Kdtecav év Aexéeoot: ¢idol § duéotav Etoipo i 18.233
Hupduevor: Boiepdv 8t kateiBeto ddxpv maperdv. 124.794
oot 8 v ddpog kokdv Bdhov & ptdva. 124.588

The pvpbpevor... here from Il. 24.794 is preceded in Homer by &topot te at the
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end of 24.793 (with a completely different dux) and ¢tdipo at end-line at I,
18.233 is followed by a line beginning with an enjambed pvpopevor, but with an
entirely different comes. There are dozens of similar examples. I note here
only two more, each of which shows the fascinating effects of semantic

trigger on Eudocia's movement from one line to the next.

(1)910-11:
910  dyAdv & ab tot G’ SPBaAuGY EAev i mpiv Eriiev, i5.127 %
Beoneoinv. 6 § Enerta péy EE1dev G¢BoAcion 120.342

In Homer, the lines used here by Eudocia to describe a blind man involve
the displacement of a formula where dyAvv with ar’ 6¢8aiudv occupies verse-
initial position at II. 5.127 rather than the more frequent end-line position.
Nontheless Eudocia enjambs 6eoreoinv in agreement with it (though there is
no such enjambement in Homer), no doubt because she freely associates it

with the dxAdv / 8esnecinv collocation, which appears for example at Il. 20.341.

(2) 1008-1009 (the description of the Woman with a Flow of Blood):

EAxog kv Yap Exm 168e xoptepdv. 008é ot ofpo i16.517+518
“tépoeton’, GAAG HdX' dxa xoteBuevov kehapdle. i21.261

This example involves the conflation of two successive lines from a type-

scene in the Iliad. The semantic trigger oipa sets off tépoetan, although at 1.

4 Other examples include lines 285-286 (= Od. 13.93 + IL. 5.6), 829-830 (ZI. 23.75 +
Od. 14.139), 941-942 (= Od. 18.99 + II. 15.369), and 1183-1184 (= II. 17.446 followed by a
series of lines from Odyssey Book 18 [Od. 18.131 = II. 17.447, cited through to the caesura
of Od. 18.137)).
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21.261 the enjambed word is not that but éyAcovton. Eudocia slips into the
enjambement quite naturally because she remembers, or is prompted by,
wepoiivan at I1. 16.519.

According to Clark, runover in type-scenes is due to the fact that
"Similar scenes naturally call forth similar phrasings which may then
produce or protect embedded and orphan runovers” (Clark 1994:101). The
question arises: "When we have repeated runover words in such cases,
'which unit is the unit of repetition—the runover, or the context in which
the runover occurs?” With Clark I would conclude it is the context.5
Eudocia's "thinking in context" will be the topic of Chapters IV-VI], an
investigation of the morphological and semiotic reasons she chose the
particular lines she did. But as we see here context certainly played a role
in the actual process of stitching the lines together.

A final example gives us a glimpse of how, before Eudocia, archaic
rhapsodes (or a later interpolator) could work in the Homeric manner of
whole-line formulas. At Cento lines 578-581 (The Wedding at Cana),
Eudocia uses an orphan runover cited by Clark: tepndpevor petd. 8 ofv EuéAneTo
Beiog Go8og / gopuiwv: This line occurs twice in the Odyssey, at 4.17 verbatim,
and 13.27 with Anuésoxog as the runover instead of ¢oppitav. The enjambed
line also occurs in the vulgate text of Il. 18. 603-5, although Allen brackets it
in the Oxford text on the authority of Aristarchus. However, we find the

orphan in Eudocia, followed by four more lines from Iliad Book 18 which

5 Clark (1994:105) also notes that "the process of composing in molecules
increases the statistical occurence of runovers without increasing the difficulty of
composing in performance.”
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precede the dux—II. 18.603—in Cento line 578 (The Wedding at Cana):

moAAog & ipuepdevra yopdv nepilotad Spiog i18.603
. Teprbpevor petd 8 oy épéineto Belog Gordoc 04.17
580  ¢opuifav- doud 8¢ xuBrotntiipe kat ovtodg 04.18
HoAriig eEdpyovteg édivevov xatd péocouc. 04.19
évBa ukv 1il6eot xai rapbévor digesiforan i18.593
dpedvT, AAAiAav ént xapr xeipog Exovrec. 18.594
Tdv § oi pév Aertdg 686vag Exov, ot 3¢ yrrdvag i 18.595
585  elat &vvviitoug fika otidBovtog EAaiq. i 18.596

It may be that in Eudocia's text of Homer that's where the lines stood. Or it
may be that she transposed two blocks of lines, I1. 18.603-6 and 18.593-6,
omitting lines 597-602 (which describe a sword-dance inappropriate to the
context). Be that as it may, what Clark says of the appearance of this
orphan runover in the Iliad applies exactly to Eudocia: "If it is in fact an
interpolation, the interpolator was completely conversant with Homeric
technique."

However, in many other places Eudocia diverges from Homeric
practice in that she often separates an end-line/beginning-line collocation.

Compare again 475-476 (cited above):

notpoG & el dyadoio- Bedg 86 ' Eyetvaro ‘mathp:, 121.109 % t
475  mimocg, 6g & tor napéyer Bpdoiv te réowV e o 15.490 %
Eeiviog, Gg te pdiota vepssodton xaxd Epya. 0 14.284

In Homer there are only two occurences of the genitive &vio(w) in adding
enjambement, one of which is Od. 14.284, the verse in grammatical

accommodation (%) here (the other is atll. 13.625 ). Both times Eawvtov refers
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(of course) to Zeus, but as in the Odyssey examples just discussed, the
wording of the dux (and comes) in each passage is rather different:
Znvo¢ epiBpepéten yoemv edeicate pijviv

Eeawviov, O¢ t mot Sy Sradyéoer oMy aimuriv-
(7l. 13.624-5)

GAL' Grd keivog Epuke, Adg & dnileto piiviv
Eawviov, 8¢ te pdota vepeoodtan xaxd Epya.
(Od. 14.283-4)

The end-line / beginning-line collocation piviv / Eaviov in both Homeric
passages is broken up by Eudocia with Od. 15.490, where firio(v) is used by
Odysseus of a guest-friend from Eumaeus' past and, interestingly, in a line
which begins with an enjambed zevc.

As is well known, many lines in Homer come in "clusters," and
"couplets” (cf. Lord 1960:58; 1991:75), what Clark calls "formulaic
molecules” (1994:99). Runovers within such molecules are said to be
embedded. An example is the enjambed line at Cento lines 212 and
249—dadurity, fiv o e vrd Luyov fiyayev aviip—which occurs in Homer only in
couplet form and only at Il. 10.293 and Od. 3.383:

ool & ad &yd péEw Bodv Aiviv edpupstanov
adufitmv, fiv obro trd Luydv fiyeryev dviip

In Homer édurfty refers to a cow. This line is used twice by Eudocia in the
Annunciation scene to describe the Virgin Mary (evoking, I would add,

strange images of Io given the context):
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(1)211-13:
Bl & Tuev &g 8dAapov moAvdaidoiov, @ Evt kovpn 06.15
210 ELet BV xhopd- Omd 8¢ Bpiivug mooiv Hev, 04.136 T
Adxata otpaddc’ dindpdupa, Becdua idécom 0 6.306
aduritn, v obrm Ord Luydv yayev aviip. i 10.293 %
(2) 24748:
"® HA nel S por xal dpsiyocso B4uc tot, 016.91 %}
tirté pe xelvog Gvarye péyog Bebe; oidéopon 8¢ 124.90
aduritn, fiv obrw vrd Luydv Tiyoyev avip. i 10.293

Compare Cento lines 1473-1474 (describing Judas at the betrayal):

xApaxa § dymAiv xatefricato toio Sopoto, i1.330 %
Y 0Ouevoq. péveog Sk ptya dpéveg apdruiAavor i1.103 t
mipmiovt . Gooe 8¢ ot mupt Aapumetdov Exmy. i1.104

In Homer the orphan runover ayvipevoc occurs with its embedded partner
ripmdavt- ete. (see Clark 1994:103). Here it is changed by Eudocia to the
stronger ywéuevos. This is either a slip of the poet's memory, or a creative
substitution on Eudocia's part to keep cut any resonances of "grief” in the
word dxvipevoc. Perhaps she felt yodpevoc, "full of rage,” (which frequently
occurs in this position in Homer) better captured the villainy of Judas.

Though she freely departs from strict adherence to Homeric usage,
Eudocia is nonetheless an expert seamstress whose stitchings reveal a
poetic mind well-versed in the Homeric and biblical texts. Take this
example of a brilliant but unhomeric use of enjambement in the

Crucifixion scene (1872-1877):
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finog & MiéArog pécov ovpavov dunBeprixer, i8.68
deEduevor §' dpa toi ve, Siastdvteg Taviovot i17.391
OTAVPOLOLY 'TUKLVOLOL Sioyunepic Eva kal EvOa 0l4.11%
1875  youvdv (drdp tor €ipar i peydporot xéovto) 122510 %
8pBOV év iotonédn. éx § abtod relpat’ dviiyov 0 12.179 %
Dy pdha peydrag. ém § Toe Aade Smobe. i17.723

As it is construed here the adjective yopvév in 1875, referring to Jesus, is the
direct object of the verb taviovor in line 1873. ruuvév in enjambement
(separated from its verb by a whole line) is further qualified by the adjective
6pedv in 1876 in apposition to it. In Homer yuvov refers to Hector's corpse.
The direct object of taviovor at Il. 17.391 is a bull's hide, in a simile that
compares the struggle over the body of Patroklos to a procedure in the
tanning of leather. *0paév at Od. 12.179 refers to Odysseus who has been tied
to the mast in order to hear the song of the Sirens. Though Eudocia's
syntax is "unhomeric" in that no expressed referent exists for youvov and
6pédv, she skilfully organizes four consecutive enjambements (using lines
taken from scenes of death) around an episode from the Odyssey which for
early Christians was pregnant with Crucifixion symbolism (Pépin 1982).

Another example. At lines 1236-1239, where Jesus learns from
Martha and Mary of his friend Lazarus' death, we read

nevoeon GryyeAing, fi ui derde yevéoOan, i18.19
Avypiig &yyeMing, 6 cou ¢iog dAed Etodpoc, i17.642
Avypiig, 1 t€ pot aitv Evi otiBecor ¢idov xijp 01341
telpe, enel pe pdhiora xadixeto névlog Grastov. 01342

In this (unhomeric) example of hyperenjambement (with the genitive Avypiic
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twice repeated anaphorically in apposition) the poet lingers on what are two
of the most grievous reports in Homer: the news of Patroclus' death, and
Phemius' song about the nostoi, which for Penelope and Telemachos is
tantamount to the death of a beloved husband and father (cf. Od. 1.354-5).
Similarly, in the description of King Herod's Slaughter of the Innocents
(307-312), Eudocia enjambs the word vimoc twice in a row, playing with the

Homeric word's literal and figurative meanings, "fool" and "infant"

respectively:
moAAa § dtdoBod’ Epeke Bin xod kdprei sixov, 018.139
TavTeV pEv xpatéely £06Aav ndviesol § dvdcoey. i1.288 %
viimog: § e réAecoy En bt Bupdv drmdpa i17.236 %
310 viimdyoig: Euvov 8& xaxdv moréscory Eonke’ 116.262 1
xtetvag émotpodddnv: 16v 8¢ otévog dpvut derxiic i 10.483
Gopt Bervopévav: Epubaiveto § aipom yoie 110.484

In his book on formal, but non-formulaic patterns of repetition in
Homer Ahuvia Kahane observes of Homeric poetics that "The study of
patterns is, to a point, an investigation of usage. It emphasizes reception
and response rather than composition” (Kahane 1994:16). Such are the
limitations faced by all modern Homerists seeking to describe the making of
Homeric verse: the Iliad and Odyssey are the culmination and refinement
of a long poetic tradition that originated in an oral milieu, yet, because they

exist only as written texts, the origin and generation of the poems in that
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milieu is accessible to us, if at all, only through a textual medium (Griffin
1980:xiii; cf. Nagy 1990:206). Thus, on this view, we can go no farther back in
our investigations into the oral tradition of Greek epic poetry than the
reception of and response to it in the works of Homer.

Analogously, but at a secondary level, reception and response is what
the Homeric Centos represent (cf. Smolak 1979:49; Stehlikova 1987).
However, with Eudocia, unlike "Homer" himself, we can observe the poet
interacting with her repertoire and get that much closer to the moment and
manner of verse composition. In the Centos the processes of reading
Homeric poetry (reception) and composing with it (response) are
complementary, even symbiotic, and this, I believe, is what makes them so
intriguing.

In Chapters I and II I gave reasons for thinking that the Centos
were composed in a mode that presupposes a high degree of what Walter
Ong calls "residual orality," by which he means that a "manuscript
culture...[is] always marginally oral” (Ong 1982:157). To establish whether
or not some degree of orality is present in a given text we must ask a basic
question: "How can one distinguish an oral-traditional text from one of
written literature?” (Lord 1991:25). To answer it the late Albert Lord offered
some sound advice based on a lifetime of field work.

First, "one must know what the specific characteristics of a given

tradition are in order to tell whether they are present or not in the text

6 However, I register Nagy's criticism of textualists who neglect or undervalue
comparative evidence from non-Greek traditional societies for reconstructing the
performance context of Homeric poetry (Nagy 1996b:134).
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under consideration” (cf. Miller 1982:26; Foley 1991:43). This has been my
aim in writing a Cento poetics. Obviously, because the Centos are
comprised entirely of Homeric lines and phrases, they would qualify as an
oral-traditional text by virtue of that fact alone.” But we have also seen that
the process of Cento composition has many features in common with the
processes used by the oral poet(s) or proto-poets of the Iliad and Odyssey. In
all types of Cento accommodation and enjambement we see the large part
played by homophony, allomorphism and the spontaneous association of
words and phrases. I have suggested that in many instances Eudocia, like
an ancient bard, composed by analogy, adapting Homeric formulas in her
word and phrase substitutions. Her frequent use of all types of
enjambement is especially impressive given her self-imposed handicap of
reproducing Homeric lines as accurately as possible. In sum, Eudocia
proves to be fluent in Homer and the Homeric style.

Once the specific characteristics of a given tradition have been
established, Lord suggests that a text be scrutinized using Milman Parry's
three criteria for determining whether or not a text is oral-traditional: (1)
Does it contain formulas? (2) Does it make use of "themes?" (3) Is there
frequent "unperiodic enjambement?" The Centos in fact satisfy all three
criteria. We have dealt only with the use of formulas and enjambement so
far. Themes, also fundamental to Cento composition, will be discussed fully

in the next four chapters.

7 Although Stanley (1992:268-79) offers notable objections to Ong's criteria for
orality and their applicability to Homer, I am still sympathetic to Ong's basic premises.
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As to the criterion of formulas, Russo (1966), following N otopoulos
(1962), has advanced the useful concept of the "structural formula," a
nuanced development of Parry's notion of a "formula-system” that allows
"any and all the members of a phrase to be variable and still count the
phrase as formulaic, so long as it continue[s] to share similarities of
rhythm, parts of speech, syntactic relationship, and...localization within the
hexameter verse, with a series of other phrases that could be related to the
same 'system'™ (Russo 1976:32).

In an attempt at clarity and differentiation in this flexible approach
to Homeric formularity Russo has graded Homeric formulas into five basic
levels according to how far removed a phrase is from exact repetition.

From most concrete to most abstract these are: (1) exact repetition, allowing
for simple inflection of the elements, (2) formulas with only one variable
element, (3) formulas with two or more variables, (4) the "single-term
structural formula" (e.g. middle-passive participles at verse-initial
position), and (5) the purely rhythmic formula, not corresponding to actual
words at all, but to metrical sedes and the patterns of colometry in the
Homeric line (Russo 1976:35-7).

In principle, Eudocia operates at each of these levels. In her very use
of Homeric lines, line-formulas and grammatical accommodation () she
operates at level 1. In her substitutions in semantic accommodation (+), her
conflated and half-lines she works at levels 2-5. Seen thus, Eudocia’s use of
Homer and the formula system is, in a modified form, an expression of the

Parryan principles of economy and extension (on which see Hainsworth
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1993:23-6). Extension, understood in terms of Cento poetics, is the
hypothetical set of Homeric lines capable of appropriation (mostly those that
do not contain proper names). Economy is at work in the particular use of
those lines: for example in the use of periphrasis to identify the dramatis
personae, in the repetition of other whole-line formulas, and in the
semantic accommodations (intentional or otherwise) where she is
consistent with Homeric practice elsewhere.

If Homeric Cento poetry is a parole-re-generation of Homeric verse,
then it must be, like the original generation of the verse by the bard of old, a
line-by-line transaction of thought along thé axes of selection and
combination. This is a crucial point for a proper understanding of Homeric
and Homeric Cento enjambement, and I would like to dwell on it briefly
here, for I believe Eudocia's pratice in this regard quickens our
understanding of audience expectation and reader response, adding much
to that understanding—by way of clarification—of how a Homeric poet's
thought proceeds from line to line.

According to Higbie, the difference between Homeric enjambement
types is "the degree of expectation of or grammatical need for what follows
the verse end" (Higbie 1990:29). In her analysis, however, it turns out that

"expectation” for Higbie is grammatical.8 This misses what is best in the

8 I cite only one of several examples of this tendency, her discussion of Il. 5.144-
47 in which line 145 is classed as "clausal-external” enjambement (see note 2 above)
because the verb mARE’ in line 147 constitutes the previous two lines as a clause (Higbie
1990:30). But surely, based on any definition of "expectation,” lines 145 and 146 are also
"adding-internal” in that they are explicative of the double object of the verb &\ev in line
144. Put another way, the sentence could happily end at 146 and mAfE’ in 147, though
technically in "necessary” enjambement, is superfluous.
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Parry-Lord tradition. In a seminal article on enjambement published in
1929 Parry noted how often in Homer's style "several ideas [are] added to
one another...which could not be foreseen, were not even looked for, until
each one was told" (emphasis added). Parry rightly understood that for a
true poetics of enjambement and an accurate appraisal of Homer's oral
style the expectation of the audience during performance and the
generation of the verse by the poet must be seen as a phrase-by-phrase, line-
by-line transaction of thought.® However, on the level of the expression of
thought in words, Parry's own notion of expectation also becomes
problematic.

Parry had argued that the audience or reader gradually acquired "a
sense for the formula. Meeting over and over the same group of words
expressing the same idea, he comes to look on this group of words as a
whole which has a fixed end." In short, "He reads by formulas." Thus,
accorrding to Parry, the auditor's response to the enjambed line at Iliad
5.16—Tvdel8ew 8 brip duov dprotepdv 1iAve’ dxoxh / Eryeoc—would be conditioned
by his memory of the more usual and generic endstopped versions of this
formula, Il. 17.49 and 1. 22.327: ovaxps & éradoio &’ avxévog 1iAvle axaxt (Parry

1929:258). However, since the Iliad was composed during performance, the

9 Bakker's 1990 analysis of the hexameter line by "idea units" as opposed to
grammatical units— that is "from the point of view of the cognitive processes of the
narrator, not from the point of view of the standards applied by a [modern] reader’—is
truer to Parry's early insights on the question. Bakker's model of Homeric
enjambement based on the "left and right dislocation,” of elements in the Homeric
sentence reveals that the varieties of Homeric enjambement involving the separation of
verb, subject and/or object from the rest of their sentence by verse-end (so-called
"necessary enjambement”) are not categorically different because the grammatical
need is greater, as Higbie believes, but rather occupy a place on a manageable spectrum
of oral discourse familiar to the poet and his audience.
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original Homeric audience could not, strictly speaking, hone their
expectations for Book 5 on Books 17 and 22 since those parts of the
performance had yet to be realized. While I am in full agreement with
Nagy that any "cross-reference that we admire in our two-dimensional text
did not just happen one time in one performance,” and that "the resonances
of Homeric cross-referencing must be appreciated within the larger context
of a long history of repeated performances" (Nagy 1996b:8210), it is difficult,
if not impossible, to prove which version of a given formula was the
standard wherefrom the audience acquired its "sense."

So far as enjambement is concerned, however, by measuring
Eudocia's practice against Homer's we get a glimpse of what Aer
expectations as an Homeric reader and poet were: we have already seen
that she enjambs lines that are end-stopped in Homer and vice versa nopa
rpocdoxiav. Parry’'s notion of expectation actually better suits the centonist
Eudocia—a literate poet fully conversant in the Homeric langue, who
composed in a culture still marked by oral residue— than it does the oral
bard of primary orality.

But what does formularity, if present, really tell us about a text?
While recognizing that formularity is characteristic of the Homeric style,
Russo, John Miles Foley, D. Gary Miller and others have rightly questioned
the logic in the assumption that the presence of formulas in a text is

automatically a guarantor of oral composition. In 1976, noting the

10 Pace Ong whose characterization of the spoken word in a primary oral culture
as an "ephemeral event" runs the risk of undervaluing a long-standing, conventional
poetic tradition (Ong 1982:31-2).
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limitations of Parry and Lord's comparative evidence from Yugoslavia and
citing studies of national poetries in the Celtic languages which have
yielded very different conclusions, Russo called for "an extended
interpretation of the 'poetics’ of composition in a style that may or may not
be oral but that is very distinctly formulaic and traditional” (Russo 1976:49).
I believe that the Centos are such a text, and important, because as Russo
points out, "history has hidden Homer's methods of poetic creation from
us...All we have is his style; and all that can be put to the proof is our own
capacity to respond to it." "The fundamental quality of such a style," he
writes, "is that it is one shaped by the ear."

It is laden at every level with the devices that facilitate this

process: the level of rhythmical metric [and] the level of

"structural” patterning of language in formulaic moulds that

may be filled in a variety of ways, and as such may be called

"aural” formulas but not "oral" ones...It is a style, and a poetry,

organized at every level, from the acoustic to the

sociolinguistic, to serve the needs of rapport and

communication between the poet and his audience.
Eudocia, we have seen, responded to this aural style by reproducing
it—twelve-hundred years later in a very different milieu—and used
Homer's poetry as a vehicle for communicating the Christian story. Fluent
in the texts of thelliad and Odyssey, her poetic idiom, Eudocia manipulated
the inner workings of the Homeric system to stitch together a new doist out

of Homer.
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CHAPTER IV
CENTO SEMIOTICS AND AESTHETICS

You can write down the word "star,” but that does not make you the
creator of the word, nor if you erase it have you destroyed the word. The
word lives in the minds of those who use it. Even if they all are asleep, it
exists in their memory.

—C. S. Peirce

In or about the year 400 CE a bishop in northern Asia Minor named
Asterius commented on the high fashion of his day: "The more religious
among rich men and women," he complained before his congregation,
"have carded through the Gospel story and handed it over to the weavers."
In the streets of fifth-century Constantinople, Antioch or Alexandria,
Asterius informs us, you could find "Christ and his disciples" woven into
the fine garments of these religious rich, "and each of the miracles, as the
story goes (d # &rtynowg &xer): the weddding in Galilee with the water jars; the
paralytic carrying his bed on his back; the blind man healed with clay; the
woman with the flow of blood seizing the hem of Jesus' cloak; the sinful
woman falling at his feet; Lazarus coming back to life from the grave"
(Migne PG 40:168; Mango 1972:51; cf. Maguire 1995:52-9).

It is no surprise that Eudocia embroidered these same biblical scenes
into her verbal textile. Christ's miracles were favorite themes for all arts

and crafts in late antiquity. They are commonly found on Christian

a1
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sarcophagoi, diptychs, wall-paintings and mosaics, often presented
paratactically in successive registers (Matthews 1993:54-91). Eudocia's
choice and treatment of her subject matter shows her general sympathy
with the tastes of the period, much as Homer's treatment of his themes can
be fruitfully compared Geometric pottery and the "Dipylon Style" (Whitman
1958:87-101; Hurwit 1985:93-106). Of course, unlike "Homer," Eudocia knew
her themes from texts, or from lectionary readings and sermons based on
those texts. And yet Eudocia's choice and treatment of her themes, like her
selection and combination of Homeric verses, reveals that she was not
directly dependent upon texts, much less any single text, in composing the
Centos.

Of the scenes mentioned by Asterius, for example, the Wedding at
Cana (Cento lines 528-627) and the raising of Lazarus (1228-1299) are story-
traditions unique to the Gospel of John. The Annunciation (203-268)
appears only in Luke; the Visit of the Magi (294-300) only in Matthew. The
story of Christ's descent to Hades (Cento lines 2105-2148), on the other hand,
is not told in the canonical Gospels. That episode, perhaps implied in a few
New Testament passages and mentioned briefly in early patristic writings,
is first narrated only in the fourth-century Gospel of Nicodemus
(Schneemelcher 1991:1.501-36; Ferguson 1990:411-12). The heavenly
conversation between Christ and "God the Father" (88-201), so far as I
know, has no narrative source at all, but is a purely imaginative dialogue
modeled, it seems, after the familiar Homeric council-of-gods scene

(Smolak 1979:32), and based on theological speculation about Christ's pre-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



B

existence— speculation which stretches back to the earliest Messianic and
Christological interpretations of biblical passages like Psalm 110:1 ("The
LORD says to my Lord...") and Genesis 1:26 ("Let us make man in our
image").

As we see from the diverse nature of her "sources,” Eudocia does not
approach her theme material like a biblical metaphrast, whose primary
objective is to turn the prose text of a "stylistically simple original” into
poetry that "typically involve[s] a great deal of rhetorical embellishment"
(Roberts 1985:58). Like her contemporary Nonnus, who wrote an hexameter
poem of this sort based on the Gospel of John, Eudocia was certainly capable
of the rhetorical paraphrase, as can be seen from her own hexameter
version of the prose Life of St. Cyprian. Photius in fact praises Eudocia
(notoriously, the only poet he discusses at all in the Bibliotheca) for being
particularly good at sticking close to the text of the original in her lost
paraphrases of the Octoteuch and Daniel (Bibl. Codd. 183-84). In composing
the Centos, however, Eudocia's task was different: she was not working
with a fixed fext, but rather with a story that had been spun over time from
various themes, themes drawn from various spheres of Christian
discourse—narrative, theological, even iconographic.l

"The study of themes," and their relationship to narrative structures
and cultural discourse, "is hardly an easy approach that is...ideal for

dissertations,” but rather, "a minefield without an adequate map" (Sollers

1 On the role of story in early Christian culture see Sykes 1987, Averil Cameron
1991:13, and Robbins 1996.
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1993:xxiii). Our minefield here is particularly treacherous, for to deal with
themes in the Homeric Centos we must go below the surface of Cento
poetics and venture into the areas of context, referentiality and meaning.
At this semantic level of the text, the Homeric verses used by the poet must
constantly be related to the biblical or biblically-derived theme material.
Todorov calls this a relationship in absentia: "A certain signifier signifies a
certain signified, a certain phenomenon evokes another, a certain episode
symbolizes an idea, another illustrates a psychology" (Todorov 1973:14). In
the Centos we face the additional complication that at this semantic level
the signs of one system have been appropriated to express the signifieds of
another. Consequently, in discussing the use and function of themes in the
Homeric Centos we face the whole question of intertextuality and its
aesthetic effects.

Clearly, no one map will take us through, and I have had to use
several here. My overarching thesis, however, is simple and
straightforward. As was stated for Homer by Bernard Fenik in his
landmark study of Homeric battle type-scenes, I am convinced that Cento
“verse-building and action narrative...represent two aspects of basically the
same compositional technique” (Fenik 1968:Summary); that is, I argue that
themes, like the free association of words and phrases in all types of
accommodation and enjambement, play a major role in the Cento poet's
cognitive processes of selection and combination, and thus contribute to the
generation of the poem.

The purpose of this chapter is to provide an explanatory model for
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both the generative and aesthetic dimensions of Eudocia's use of themes.
"Aesthetics,"” as I understand the word here, is not the study of beauty per
se, but of perception, and it is primarily the eye of the beholder that fixes my
attention throughout. While Eudocia's generation of Cento verse may have
been facilitated by thematic structures built into and shared between the
Homeric and biblical narratives, her choice and handling of this material
was also a reader's response, that is, an aesthetic judgement. Our task, in
other words, is twofold: first, to state what that choice entailed. This I do by
demonstrating how Eudocia, taking her cues from Homer, composed her
poem by theme. Secondly, I state what her choice of material implies,
semantically and artistically. This I do through a semiotic analysis and
interpretation of Cento intertextuality.

Before we delve into Eudocia's use of Homeric themes and type-
scenes, however, let me clarify what I mean by these terms. The Homeric
“type-scene,” a phrase coined by Walter Arend in 1933, is a recurrent block
of qarraﬁve in either the Iliad or, especially, the Odyssey, whose elements
consistently appear in the same order. Type-scenes express the customary,
everyday activities and etiquettes of the Homeric age (departing, arriving,
eating, entertaining, sleeping, sailing, holding assembly etc.), and thus, by
their frequency and regularity, reflect and preserve fundamental Homeric
values (cf. Foley 1991:34-5).

In a recent overview of the subject, Mark Edwards proposes five
descriptive categories into which all Homeric type-scenes fall: battle, social

intercourse, travel, ritual, and speech and deliberation, each of which has
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various subspecies (Edwards 1992). To construct a given episode Homer
draws from several of these categories at once (cf. Arend 1933:35). The
hospitality scene, or xenia, for example, crucial to the composition of the
Centos, utilizes type-scenes belonging to the spheres of social intercourse,
ritual and speech/deliberation (cf. Reece 1992:5-39). On the larger level, as
has been demonstrated elsewhere by Edwards for Iliad Book 1 (Edwards
1980), "the whole of Homeric narrative can be analyzed into type-scenes”
and typical motifs (Edwards 1992:287; cf. Edwards 1991:11-12; Kirk 1990:16-
18).

Inevitably, every Cento episode draws on Homeric type-scenes or
other recurrent motifs. In fact, each of Edwards' categories is represented.
Lines from Homeric scenes of feasting and sacrifice, for example, abound
in the Wedding at Cana episode (528-627), the Feeding of the Five Thousand
(1153ff.), and the Last Supper (1385ff.). Homeric lines describing the
wounding of warriors are used repeatedly to describe the blind, sick,
bleeding, crippled and lame persons healed by Christ (628-1045). Tl;e
healings themselves use various lines describing the divine enabling of
Homeric heroes. At Christ's burial (2030-2086) lines taken from Homeric
burial and mourning scenes flow freely.

"Theme" is Albert Lord's term for these recurrent blocks of narrative
in oral poetry, which, as he defines it in Singer of Tales, "is not any fixed set
of words but a grouping of ideas" (Lord 1960:69; 1938:73).2 V. V. Radlov, a

2 When I use Lord's now standard phrase "composition by theme" (Lord 1951) I
have this definition in mind. As Edwards notes (1992:286), however, Lord's later
definition of theme and its character in Serbo-Croatian poetry as "a repeated passage

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



74

pioneer in the study of themes in oral poetry, used the apt term Bildtheile,
“idea-parts," to describe the phenomenon (Foley 1988:12). Taking a given
theme as a whole (e.g. "hospitality") the type-scene (e.g. "sacrifice") is the
smaller narrative unit. But whether Homer elaborates a type-scene, as in
the case of Nestor's sacrifice at Od. 3.418-76, or uses type-scene shorthand as
at Od. 13.26 the notion of "sacrifice" is common to both treatments. A
theme, then, as I use the word here, is what any typical recurrent passage
in Homer "is about.” "The theme (what is being said in a work) unites the
separate elements of the work. The work as a whole has a theme, and its
individual parts also have themes" (Tomashevsky in Lemon and Reis
1965:63).

Themes and type-scenes are the building blocks of Homeric
narrative. An oral poet, as Lord observed of the Serbo-Croatian guslart,
knows the whole song by theme before he sings it. However, "when he
reaches key points in the performance of the song, he finds that he is drawn
in one direction or another by the similarities with related groups [of songs]
at those points" (Lord 1960:123). In the act of composition, in other words,
there is always "an explicit awareness...of the existence of the possibilities
that could become other songs” (Slatkin 1996:228). Eudocia realized these
“possibilities” in an extreme fashion by using Homeric verses to express a
completely different "song" from a completely different tradition. She was

drawn in that direction, as we shall see, by perceived similarities between

rather than a repeated subject” (Lord 1991:27) is not well suited to the greater verbal and
structural variety found in the Homeric type-scene.
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the Homeric and biblical stories as she moved from one verse to the next.
Although Eudocia was composing in a literate society, the Centos,
like the Homeric poems, presuppose, even depend upon, a thematic
knowledge of "the story” on the part of both poet and audience. Eudocia's
re-generation of Homeric verse therefore entails what Egbert Bakker
describes as theme "activation and preservation" (Bakker 1993). Bakker
suggests that in order to understand the place of Homeric poetry in its oral
or residually oral tradition we must move away from the modern idea that
the primary function of texts and language in society is to transmit
information, new information in particular. With special reference to the
interdependence of text and performance Bakker argues that the ancient
Greek poet and/or writer of texts
is concerned not with the transmission of messages to readers (the
text being a container for these contents), but with the fixation, and
thereby the preservation, of what binds container and content
together into an indissoluble whole, that is, speech. Similarly,
"reading” a text that is meant to represent...speech is nothing other
than the re-enactment of it, or better its reactivation.
Following the work of Jesper Svenbro (1993) and a hint provided by the
Greek verb "to read," avonyvéoxw, Bakker suggests that
If speaking is a matter of cognition, of the activation of ideas in one's
consciousness...then reading is a matter of the "re-cognition” and
reactivation of these same ideas, both in the reader's and the

listeners' consciousness. Writing and reading, in short, are related
to each other as performance and re-performance (Bakker 1993:16).

This notion of theme activation and preservation which sees content and
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container as an "indissoluble whole" representing original speech is
especially important for us as it accounts for both the orality of "Homer's"
original performance and the aural dimension of texts like the Centos
which were composed by a literate poet in a residually oral culture.

Although Eudocia activates her themes with Homeric lines, the
themes themselves, of course, are not Homeric but biblical. "Composition by
theme" for Eudocia, then, as we have said, involves applying the Homeric
sign system and the conventions and compositional techniques associated
with it to themes taken from a completely different system. Thus, as a
concatenation of Homeric verses expressing biblical themes, the Homeric
Centos are a perfect specimen of "intertextuality."

As I understand it in this study, intertextuality means simply the
condition or quality of being poised between texts. This definition embraces
not only the intertext in question, but the poet and audience as well. Indeed,
in our case the poet, as reader, is a member of the audience. To cast this
mutual relationship in terms of Cento theme activation in a generative
system, in the words of Gregory Nagy, "Each occurrence of a theme (on the
level of content) or of a formula (on the level of form) in a given composition-
in-performance refers not only to its immediate context but also to...other
analogous contexts remembered by the performer or by any member of the

audience" (Nagy 1996a:50).3

3 Paul Zumthor justly describes this phenomenon as "intervocality." In
speaking of texts and "intertextuality” in a generative system we must keep in mind
that "Chaque texte enregistré par l'ecriture, tel que nous le lisons, occupa néanmoins un
lieu précis dans un ensemble de relations mobiles et dans une série de productions
multiples, au sein d'un concert d'échos réciproques: d'une intervocalité, comme 1'
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"Intertexts,” according to a semiotic formulation by Heinrich Plett,
“consist of signs. Signs are part of codes. Codes have two components:
signs and rules. The signs represent the material, the rules the structural
aspect of the code” (Plett 1991:13). Plett distinguishes between "material”
and “structural” intertextualities, and recognizes an intertextuality based
on a combination of the two. Material intertextuality corresponds to the
quotation, the repetition of signs. Structural intertextuality consists in the
repetition of narrative rules. Both types are fully operative in the Homeric
Centos, which use the repetition of signs (Homeric verses) to reproduce
biblical narrative according to narrative rules that both codes share.
Although the signs of the Homeric and biblical codes are often at variance,
the two texts can be assimilated in the reader's response because on the
narrative plane their signifieds, or themes, share structural, that is,
morphological elements. Themes, in this sense, serve as the biblical and
Homeric narratives' common denominator.

What are the rules of narrative? The seminal work on this topic is
still Propp’'s Morphology of the Folktale. The importance of Propp's work
for a proper understanding of Cento intertextuality is immense. In the
Morphology Propp rejected the classification of tales by subject matter and
along with it the view (espoused in the English-speaking world by Stith

'intertextualité’ dont on parle tat depuis quelques années, et que je considére ici sous
son aspect d'échange de paroles et de connivence sonore; polyphonie pergue par les
destinataires d'une poésie qui leur est communiquée—quelles qu'en soient les
modalités et le style performanciel— exclusivement par la voix. Ces relations
intervocales, dans 1'univers des contacts personnels et des sensations, tiennent de
celles qui s'instaurent (avec moins de chaleur!) dans notre pratique moderne entre le
texte original et son commentaire ou sa traduction” (Zumthor 1987:161).
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Thompson) that each simple sentence of a tale comprises a motif, as in "a
dragon kidnaps the tsar's daughter,” and that this motif is the basic
narrative unit. Propp showed to the contrary that this and most sentence-
motifs are in fact divisible into four component parts, "each of which in its
own right can vary.” The dragon, for instance, is often replaced by a
whirlwind, a devil, falcon or magician; abduction can be effected by
vampirism or some other method resulting in disappearance; the daughter
may become a sister, bride, wife or mother, and the tsar a prince, priest, or
peasant (Propp 1928:12-13; cf. Bremond 1993:51).

Given these variables, Propp saw the need to isolate the stable
elements in a narrative. He did so by maintaining that the function of a
character is the stable, constant element in the tale, "independent of how
and by whom it is fulfilled." Although "the actual means of the realization
of functions can vary," he notes, "the function as such is a constant" (Propp
1928:21). Propp further observed that the sequence of functions in the
Russian fairy tale is also constant (1928:22), and that although "all tales do
not contain all functions, the absence of certain functions does not affect the
sequence of the rest”: "the number of functions is extremely small, whereas
the number of personages is extremely large" (Propp 1928:20), a factor
which explains "the two-fold quality of tale: its amazing multiformity,
picturesqueness, and color; and on the other hand, its no less striking

uniformity, its repetition” (Propp 1928:20-1).4

4 These two claims have generated the most criticism, much of which is based, I
think, on misunderstandings (e.g. Nathhorst 1968:16-29; Lévi-Strauss 1960). Propp's
claim about the limited number of functions is not important here, though he made it
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Independently of Propp, Walter Arend, the father of Homeric type-
scene scholarship, established the importance of sequence for the Homeric
type-scene.5 As to the "two-fold quality of the tale, its amazing multiformity,
picturesqueness, and color; and...its no less striking uniformity [and]
repetition,” this has long been recognized as a defining characteristic of
Homeric poetry, attributable to its origin in a pre-literate culture. Again, as
Arend observed in reference to the Homeric type-scene:

All variation...preserves the fixed form. Such is the source of the

peculiar and unique quality of Homeric art—the interplay between

the fixed form and the various embellishments, between what is
formally required and what arises serendipitously, between the
typical and the particular, between repetition and variation.6

Propp's emphasis on the narrative function of a character,

irrespective of his attributes, is his great contribution to narratology.?

only for the limited body of material he studied (Propp 1928:23-4), and primarily for the
purposes of classification.

5 A glance at his charts conveys this best (Arend 1933; see especialy Plate 5,
Chart 9, "Landung,” with discussion on 79-81).

6 "Alle Variation... hat die feste Form nicht aufgelést. So entsteht das
Eigenartige und Einzigartige der homerischen Kunst, der Wechsel von fester Form und
verschiedener Ausschmiickung, von Notwendigem und Zufilligem, von Typischem und
Individuellem, von Wiederholung und Variation" (Arend 1933:27).

7 Propp's many successors in the morphological approach to narrative have
adapted his work to accommodate other modes of structuralist thought. Notable among
these is A. J. Greimas, who took the concept of the binary opposition of phonemes
developed in the work of Saussure and Jakobson and applied it to Propp's morphology
with the result that Propp's seven general spheres of character action are resolved into
three pairs of opposed "actants" (Greimas 1966:197-207; Hawkes 1977:87-95). At first sight
this is a simplification of Propp, but Greimas' nuanced scheme adds more terminology
than substance and is too complicated to be useful here. Moreover, as Propp himself
realized (completely independently of Greimas' work), binarily opposed functions are
performed by different characters in the story, and are fulfilled at different points in the
narrative sequence, "Therefore, in the study of composition, that is, of the sequence of
functions, reduction of the binary elements to a single one will not reveal the laws that
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Given the clash of sign-systems in the Homeric Centos, the distinction

between function and attribute is especially important. As we have seen

already in Chapter II, the cento poet's use of grammatical accommodation

(%) often makes such attributes as the person, number and gender of a

character a matter of indifference. A character's other attributes, too,

though they be uncongenial to the correspoding biblical character's, are

also often ignored, or seemingly so.
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govern the development of the plot" (Propp 1966:75). Peradotto (1990:34-58) applies Claude
Bremond's modification of Propp's method to the Odyssey, though I think he somewhat
misrepresents Propp himself in the process.
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Eventually he sent a herald to inform the woman
of the plan, since it pleased them who devised it.
He went, for God's great authority moved him
to speak before the queen and make several requests.
He shot swiftly over the nourishing earth,
descending from heaven through fallow air
to tell the fair-haired bride about the sure plan.
He entered an elaborate room—there was the girl,
Sitting on a couch, a footstool supporting her feet
as she spun yarn into thread, a wonder to see.
She was unwed; a man had not brought her under his yoke;
this girl once lived in the house of a noble mother and father;
they h?d t;.cirliven her to a dear husband, who took her in good
aitn,
neither using her for his bed, nor for anything else;
she remained untouched, uncaresed in his tents.
He did not enjoy the stuff of marriage, he had no desire to,
For he had other things on his mind which for him did not go
unfulfilled.
Either it was his own idea, or God himself gave the command
that he not make her mount that bed or mingle in love,
though such is proper for human husbands and wives.
The queen was the first person the herald met in the house.
He stood before her, named her and spoke,
Pesuasive this herald, inspired with knowledge,
Softly intoning. Nonetheless, fear seized her limbs.
"Courage, woman of grace, do not be afraid.
Hear me now: I am God's messenger
He sent me to you to with the following message:
'Hail to you queen, for all time, until there comes
upon the women and men of the nourishing earth
old age and death, which things are their lot.
Indeed your fame will spread as far as dawn scatters its dew
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on men living today and on those born tomorrow.
Hail, woman of grace! and when the time is come round
there will appear a man to rule those who dwell upon earth,
Over all men who are of your race and your blood.
What I will say is true. I shall not mislead you.
His fame now will be greatest of all under heaven;
he will be over all mankind, and noble his gift.™
Those were his words, and her knees and heart sank.
She was unable to look at him straight, nor could she think,
but sat down in silence, bending her heart to his will.
Then pain mixed with joy snatched her breath away, and her
eyes
Flooded with tears, her lovely voice stuck in her throat;
the hair on her shapely arms stood on end,
and she answered him back with these words:
"Friend—since indeed it is right that I answer you back—
Why me? what is this that God the almighty commands? I am
shamefast,
Unwed; a man has not brought me under his yoke.
But what can I do? God brings all to completion
however he wants. For he is the strongest of all.
Let your word be as you say.
But do not be angry at me over this, nor find fault
Because I did not welcome you the instant I saw you.
For the spirit in my breast is always afraid
that some mortal man will come and seduce me with words.
As you know there are many men with evil intent."
In reply the persuasive herald addressed her:
"Surely, my queen, it is much better for you to speak
as you did with a stranger in private and to hear him out.
Courage! this plan is not without God's approval.
Quiet now, check your thoughts, ask no more questions,
Don't tell a soul, but turn your thoughts toward God.
As for me, I am going away. You enjoy yourself here.
I'm off. The story he tells is not meant to trick you.
Continual talk, queen, is difficult work."
And when he had conveyed the whole message,
he passed through fallow air to a heaven of bronze.

The Virgin Mary is equated in this scene—by means of direct quotation of
Homeric lines (i.e. material intertextuality)—with a motley crew of Homeric
characters. Among them are: a Sidonian slave girl (202), Kalypso (208),
Nausicaa (209), Helen (210), Arete (211, 222, 229), Briseis (213, 220-221), Priam
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(225-226, 245), Tyro (234), Penelope (240, 241, 243, 244, 246, 253-257, 259-260),
Hera (242), Thetis (248) and Eurycleia (261, 262, 263).

Obviously, Mary has attributes in common with many of these
characters, even where they do not consistently share the same attributes
with one another. Like Nausicaa she is a young virgin; like Penelope and
Arete a mother and queen (the latter through a theological development
which by Eudocia's time was well established; Graef 1963:133-8 with Plate
2); like the Sidonian girl, Eurycleia and Briseis she is a servant (cf. Lk 1:38
and 48). But what of King Priam?

It could be argued that Mary shares with Priam, if not gender, the
attribute of bereavement, for she, like him, loses a son to a violent,
ignominious death. The assimilation of Mary and Priam at this early
Jjuncture of the narrative would then "foreshadow" the event described at
Cento lines 2030ff., comprised largely of material drawn from Zliad Books 22
and 24, where Christ is represented as the dead and dying Hector. A detail
from Eudocia's biblical theme may have suggested the comparison with
Priam, for according to the Gospel of Luke Jesus's death is foreshadowed in
his infancy in the Presentation in the Temple scene, where the prophet
Simeon warns Mary that the boy will be "a sign that shall be spoken
against,” adding, in reference to her son's eventual death: "Yea, a sword
will pierce through your own soul also" (Lk. 2:34). Such intra-Cento
referentiality, if that is what this represents, is just one of the many
intricacies of Cento intertextuality. But there is something much more

basic at stake in this passage.
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Stripped of all attributes, the biblical theme in the Annunciation
scene consists of the reception of a visitor (the angel Gabriel sent by God).
In the Homeric langue visitation is realized as a type-scene. Thus,
although the Homeric lines Eudocia uses refer to distinct epic characters,
they come to mind because all these lines are taken from Homeric type-
scenes involving the arrival and reception of a stranger or herald (Arend
1933:28-63; Edwards 1992:304-6; 308-9; Reece 1992:5-46). Mary is equated with
these several Homeric characters—just as the angel, the other dramatis
persona in this episode, is equated with Hermes, Athena and other human
heralds (lines 202, 204, 206, 207, 209, 224, 237 etc.)—because their function in
their respective contexts in Homer corresponds to her function in the
biblical story. The two narratives here are linked by structural
intertextuality.

To begin to understand Cento intertextuality we must analyze Cento
episodes, as Propp did for the Russian material, "by structural, interior
features, and not by features which are external and changeable.” This
does not mean that external or attributive features are not important.
Certainly the virginity of Nausicaa, the compassionate motherhood of
Thetis, and the queenly stature of Penelope and Arete apply to Mary.
Perhaps too the bereavement of Priam. These are attributes she possesses
in Christian discourse. However, other characters in this scene possess
attributes that generate ambiguities I cannot imagine the poet
intended—but nonetheless demand resolution if we are to comprehend this

poem in all its facets.
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For example, in Homer, the Sidonian slave girl to whom Cento line
202 refers (in a tale told by Eumaeus) is seduced by a Phoenician trader, and
makes love to him in the hollow of his ship (uiyn xoiig rapd vil, edvi xod
¢oidmn). Her pleasure and complicity in this sexual encounter are perfectly
unambiguous: td e ¢pévag fineponeier / enAvrépyor yoventi (Od. 15.420-2).
Obviously, if attribute is the point of comparison here, it plays havoc with
the Christian doctrine of the Virgin Birth, effectively undoing four-hundred
years of Mariology, and implicitly turns God into a philandering
Phoenician pirate. This case confirms Propp's view and our proposition
that the Homeric characters' narrative function (in this case as receivers of
guests) takes priority in the process of verse generation.

The semiotic impasse in line 202 is precipitated by the fact that,
unavoidably, lines appropriated from Homer in the Homeric Centos always
resonate with their original Homeric context, even if this is in conflict with
the biblical or theological context. On the level of meaning as opposed to
morphology—of product as opposed to process—such appropriation
inevitably compromises the integrity of all parties involved, Homeric and
biblical, leading to Verfremdung. And yet we also find many instances in
the Centos where function and attribute seem to coincide; that is, a biblical
character happens to share both narrative function and character attribute
with his Homeric counterpart, as we saw in Mary's relationship in the
Annunciation scene to e.g. Thetis and Nausicaa. Furthermore, many other
Cento character assimilations based on attributes do not involve the

damaging associations brought on by Homer's Sidonian slave girl; these
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assimilations are based on something other than simple narrative function
and must be taken into account. Cento line 242, where Mary reacts to God's
plan as Hera does to the BovA1 of Zeus in Iliad 1.569, provides a good
example.

The Homeric context of this line does not involve the herald-theme as
do most of the lines in the Annunciation, but the line does capture Mary's
biblical response to the events surrounding the birth of Jesus with Homeric
imagination. In Luke's Gospel Mary "kept all the things the angel told her
and pondered them in her heart" (rdvta cvveriper 16 pripato todta cuuBdAiovoa
év i xopdiq abriig Lk 2:19); whereas Hera, rebuked in front of all the gods by
Zeus, "took her seat in silence, bending her heart to his will" (xod P’ dxéovoa
xa8iioto, émyvdpyaca ¢idov «iip). Read in light of Homer there is slight V-Effekt
in the appropriation of this line, which suggests that the Centos' Mary is
not unequivocally St. Luke's obedient "handmaid of the Lord," but also, like
Homer's Hera, the recalcitrant bride of an Almighty. The scenes, however,
are linked—not by function, but by the attributive word/idea "heart” (Homer
émyvapyooa xiip; Luke cvuBdAlovoa év xapsin). Both characters' hearts figure
prominently in their response to divine injunction.

Clearly, then, both function and attribute—in that order—are
important in the generation and appreciation of Homeric Cento verse.
Whether there is a satisfying congruence or a startling discrepancy,
characters’ attributes nuance every Cento episode. They are, as it were,
adjectival elements in the narrative syntax; as such they are telling of the

reader’s aesthetic response to both texts, and cannot be neglected.
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The logic of Eudocia's handling of character attribute in the
intertextual ties between biblical themes and Homeric signs is, we have
said, particularly susceptible to semiotic analysis. The semiotic model of
thought propounded by C. S. Peirce provides the basic tools and terminology
for understanding such relationships. I give only the necessary details
here.8

Peirce saw all thought as a semiotic process involving three essential
elements: an object, a sign, and an interpretant. In the processes of thought
and signification a sign always stands for something (an object) to
something else (its interpretant) (Peirce 1955:99). To apply Peirce's model to
the Centos (speaking in the broadest terms) the object is the biblical, or
biblically-derived theme or themes, the sign is the Homeric verse or verses
used to convey it, and the interpretant is the poet, or to put it more
abstractly, a "second thought" which interprets a first thought initiated by
the sign. This abstract notion of the interpretant is preferable to simply
equating it with the poet since, as Peirce is careful to point out, "throughout
this process, introspection is not resorted to. Nothing is assumed
respecting the subjective elements of consciousness which cannot be
securely inferrred from the objective elements" (Peirce 1867:26). For our
analysis of Cento intertextuality as a generative system the interpretant is
the most important element of the semiotic triad. How it mediates between

sign and object is of primary concern.

8 For a summary of Peirce's thought, terminology and relationship to other
semiotic systems see Noth 1990:39-47; 115-21, with ample bibliography, and recently
Deledalle 1995.
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In making comparisons (as between a Homeric and biblical
character or episode) the interpretant, according to Peirce, "cannot
comprehend an agreement of two things, except as an agreement in some
respect” (Peirce 1867:27). The respect in which two things are related by the
interpretant is called by Peirce its ground. Of the three types of ground
identified by Perice two are relevant to our analysis here: the iconic and the
symbolic grounds.

In iconic relations object and sign participate in some quality or
characteristic. Icons are in some way like their objects—
representationally, like a painting; relationally, as a diagram or algebraic
equation is to a logical or mathematical proposition; or analogically, as is
the case when "I surmise that zebras are likely to be obstinate, or otherwise
disagreeable animals, because they seem to have a general resemblence to
donkeys, and donkeys are self-willed" (Peirce 1955:106).

In symbolic relations, unlike iconic relations, "the sign would lose
the character which renders it a sign if there were no interpretant. Such is
any utterance of speech which signifies what it does only by virtue of its
being understood to have that signification.” In other words, a symbol is "a
conventional sign, or one depending upon habit (acquired or inborn)"
(Peirce 1955:104; 113). In Cento intertextuality a symbol's full significance,
unlike an iconic sign, demands that we import information from outside of
the two texts or passages at hand; the symbolic relationship between sign
and object is conventional or (less accurately) arbitrary, and at the level of

meaning, is independent of shared qualities or characteristics.
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From the "objective elements" of the signifying process, by which I
mean (1) the morphological relationships between biblical and Homeric
themes, and (2) the iconic and symbolic grounds that connect particular
characters or events, we can identify with some confidence the one or more
interpretants behind any instance of Cento intertextuality. I think we can
even distinguish between the interpretant that was foremost "in Eudocia's
mind," and the interpretant that may be present in the thoughts of a third-
party reader. Of course it is not iﬁmsdble that both thoughts occurred to
the poet herself, one in composition and one, as it were, as an afterthought,
and I would like to keep that possibility in play throughout this discussion.
In either case, it is important to emphasize here that, as an object of
analysis, Peirce's interpretant, or "second thought,” yields information
about signification. An author's intention is of course embedded in this
process, but need not be invoked in our analysis. I offer the customary
apologies now if in what follows I occasionally attribute a particular

meaning to "Eudocia.”

In 1697 Marius D'Assigny, an English clergyman and scholar of
French Huguenot extraction, published a short treatise for aspiring
preachers entitled The Art of Memory.? In it he offers six "Rules to be

9 Much of D'Assigny's work is an abridgement of Gulielmus Gratarolus' De
Memoria Reparanda (1553) (DePorte 1985:v). Francis Yates, in her work on artificial
memory systems in the Middle Ages and Renaissance (1966), cites neither study. On
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observed to help our Remembrance of things that we desire to preserve in
Mind." D'Assigny’s Rules epitomize Propp's morphology and Peirce's
semiotic with an elegance the latter both lack. To the extent that the cento is
connected to the art of declamation, especially in the need to internalize the
laws of a generative system, I think these Rules convey something of the
cognitive and aesthetic dynamics involved in Cento composition. Trusting
the reader to the heuristic power of conceits, I offer D'Assigny's mnemonic
Rules here, prefatory to the following chapters, for I believe they show a
keen awareness of character attribute and character function as separate,
but related grounds for intertextuality, Cento or otherwise. The Rules are
(D'Assigny 1697:78-80):

(1) Mind the Order in which those things were first entered
into our Memories; for things that precede will oblige us to
think upon those that followed and the Consequences of things
will refresh in our Fancies that which went before. It becomes
us therefore to record them in order with a Connexion and a
mutual Dependence.

(2) For the better remembering of things, we ought to compare
them with those things with which we are familiar or best
acquainted, and that have a Resemblance with them, either in
Syllables, in Quantity, in Office, Employment &c. for this
Similitude will certainly imprint the Thing or Person so in our
Mind.

(3) We may imprint in our Minds, and fix Things in Memory,
by thinking upon their Contraries or Opposites; and we may by
the same means better remember Things that are almost
blotted out of our Imagination. For Example, he that
remembers an Hector, cannot forget Achilles; he that thinks
upon a Goliah, will also mind a David.

(4) If we desire to mind Things of Importance, we ought to

ancient and medieval mnemonics generally see Carruthers 1990.
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imprint all the Circumstances in our Memories of Time, Place,
Persons, Causes, &c. because these Circumstances being
always in our Fancy, will also keep there the things that we
intend to preserve from Oblivion.

(5) We may think upon Things, and remember them by their
Properties, and Qualifications. For Example; if we desire to
remember a gross and fat Man, we may think upon King
Dionysius, of whom an Author tells us, that he grew so fat that
he could scarce see, and that at last his Eyes were closed up
with Fat.

(6) If we desire to remember any thing, let us mind that

Circumstance that is belonging to it, most admirable,

remarkable, or sutable [sic] to our Genius, Temper, or Interest;

for this will fix it in our Memories in such a manner that it

will not easily be forgotten.
D'Assigny's Rule 1 may be understood as Propp's rule of sequence, Rule 4
as that of morphological function. Rules 2, 3 and 5 represent three varieties
of Peirce's iconic ground.10 Rules 3 and 5 are a binarily opposed pair.11

Rule 5 makes a positive comparison. Rule 3 is dependent on Rule 5 in so far

as it presupposes that an identity or assimilation has already been

10 In choosing which Homeric lines to use to express her biblical themes Eudocia
is always motivated by an icon. As Peirce himself observed, "Anything whatever, be it
quality, existent individual, or law, is an Icon of anything in so far as it is like that
thing and used as a sign of it" (Peirce 1955:102). Thus, the Proppian Rules of function
and sequence (1 and 4) are iconic to the extent that intertextuality based on either Rule is
based on a perceived similarity between texts or stories at the level of narrative
structure. Symbolic relationships between biblical theme and Homeric sign (Rule 6) are
intelligibile primarily because symbols themselves participate in iconicity. The
capaciousness of the icon has prompted some, particularly Eco, to criticise its utility.
The problem is stated we!! by W. J. T. Mitchell: "Everything in the world is similar to
everything else in some respects, if we look hard enough” (Mitchell 1986:56-7). In using
D’Assigny’s Rules I have intentionally limited the application of the term icon here.

11 Peirce himself recognized that iconic similarity between object and sign
requires that iconic difference or contrast be a ground for an interpretant as well: "if a
drunken man is exhibited in order to show, by contrast, the excellence of temperance,
this is certainly an icon, but whether it is a likeness or not may be doubted” (Peirce
1955:107).
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established (based on Rule 5), which, once remembered, sets off contrasting
associations of character and/or quality. This is what the words
"Contraries” and "Opposites” in D'Assigny's seventeenth-century English
mean, as his example shows. "He that remembers an Hector, cannot forget
Achilles:" only one sign needs to be present in order to evoke the other. In
Cento intertextuality the antagonist of Rule 3—not necessarily an
adversary—is present in absentia via the Homeric context of a given line or
passage.

Rule 2 I take to refer to the linguistic devices discussed in the
previous chapters which help the poet link one line to another; this Rule
also applies to verbal or semantic resemblances between Homeric and
biblical signs (as opposed to codes). These iconic devices, for example the
xiip-xopdin connection between Mary and Hera in the Annunciation scene,
also serve as mnemonic aids in the generation of the verse.

Rule 6, which I relate to Peirce's symbolic ground, is by definition the
moét subjective of the six criteria ("sutable to [one's] own Genius, Temper,
or Interest"), and consequently the most fascinating, yet difficult, of the
criteria to apply in our analysis, for it often involves a gross misreading of
the Homeric (and biblical) text. However, assimilations based on this
ground can and will be explained and defended with reference to late
antique discourse and culture at large, for "Interpretants are the testable
and describable correspondents associated by public agreement to another
sign” (Eco 1976:1471). Aware that "public agreement" is difficult to

establish, for any period of history, I have (proportionate to my knowledge of
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the period) offered as evidence only what strikes me as uncontroversial in
late antique Christian doctrine and belief, privileging pertinent information

culled from canonical texts and Christian sermons.
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CHAPTER V
"COMPOSITION BY THEME"

Ove yip pétpov oBE Tpdmog odte AéEewg Gyxog 037 edkanpia HeTaopdc 006"
dppovia xat c¥veeois Exer Tooobtov aiptAiag kot xdprroc Scov £5 reRAeYpévn StdOeoig

pvBoioyias.

—Plutarch How to Study Poetry (Mor. 16 B)

The tale's the thing.
—A. B. Lord

Having established a generative and aesthetic model that can
account for the intertextual role of both function and attribute, let us look
closely at some particular realizations of composition by theme in the
Centos. In order to give the reader maximum exposure to this unfamiliar
poem and the many issues at stake in its interpretation and appreciation
my analysis is divided over three chapters.

This chapter contains an introductory discussion of the character,
scope, and techniques of composition by theme in the Centos, and its basis
in Homer. In Chapter VI I discuss Eudocia's realization of the Homeric
hospitality type-scene, a theme particularly associated with the Odyssey. In
Chapter VII I turn my attention to the realization of themes typical of the

Iliad through an analysis of Eudocia's use of Homeric similes. This is not
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an exhaustive treatment. I have sought to provide enough evidence,
however, to illustrate most aspects of Cento intertextuality and the general
utility of my approach. Every episode in the Homeric Centos deserves the
close attention I give select passages in Chapters VI and VII. I would be
gratified if my efforts here reveal the need for further research on this
amazing poem and spur the reader on to seek greater clarification.

Because of the nature of Cento intertextuality and the
interdependence of form and content in a generative system, it is difficult to
discuss structural elements and compositional techniques without calling
attention to the iconic and symbolic grounds upon which the realization of
those elements are simultaneously based. All of D'Assigny's Rules, in
other words, work together toward the realization of a Cento episode, even if
one Rule is dominant in a given assimilation. Moreover, as we have seen,
Homeric characters may share both function and attribute with their
biblical counterpart. Conscious of this, I nevertheless confine my remarks
here to observations relating to the Proppian rules of sequence and function,
and to the intertextual law of verbal resemblance (D'Assigny's Rules 1,2
and 4). The semiotics of Cento intertextuality come into full play in the next
two chapters.

The Feeding of the Five Thousand episode (1153-1227) illustrates
several features characteristic of Eudocia's handling of themes and type-
scenes. Morphologically, this biblical scene is realized as a combination of
an Homeric assembly and meal type-scene. The basic narrative sequence

in the Gospels is (a) a great crowd gathers on the shore where Jesus and
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the disciples have landed (Mk. 6:30-34); (b) Jesus teaches them (v. 34), (c)

performs the miracle with loaves and fishes (vv. 35-44), and (d) dismisses
the crowd (v. 45). The same basic sequence applies to the doublet of this
scene at Mark 8:1-10, and in the other Gospel accounts as well (Mt. 14:13-2 1;
Lk. 9:10-17; Jn. 6:1-13)—an example of structural intertextuality among the
Gospels.

Items (a), (b) and (d) correspond to the Homeric assembly scene; item
(c) to the meal scene. As realized in the Centos, the sequence of elements in
each section corresponds to the proper Homeric sequence. For the assemby
scene this is assembly (1153-1174), speech (1176-1204), dismissal (1222- 1223);
for the meal: preparation, including prayer and hand-washing (1211-1216),
consumption of food and drink (1217-1221), satiety (1226-1227) and after-
dinner entertainment (1224) (Edwards 1992:311).

Eudocia's duplication of narrative function and sequence here
preserves conventions of the Homeric type-scene even when this introduces
elements not present in the Gospels. Jesus' speech, for example, mentioned
only in passing in the Gospels, is a major intrusion, added no doubt because
no Homeric assembly scene is complete without one. In the meal
preparation, which begins with a shorter version of an assembly scene
(1206-1209), elements such as hand-washing (1216), the mention of
beverages (1220) and a dance-propitiation of the god (1224 = Il. 1.472) are
intruded for the same reasons.

Eudocia’s realization of the Wedding at Cana episode as a feast type-

scene goes equally far beyond the biblical details. Lines from Homeric feast-
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scenes at Ithaca, Pylos, Sparta, Scheria, and from the description of

Achilles' shield dominate the scene. Eudocia "reads into" the biblical

passage full contingents of dancing xodpot and véuse, bachelors and

maidens (582), a minstrel (548-549), acrobats (580), and large-scale animal
sacrifices (550-551; 556-559), none of which is present in the Gospel, each of

which is attributable to the pressure exerted by the conventions of the

Homeric type-scene. One senses that conventional elements of

contemporary wedding feasts are also intruding themselves.

Several structural features in the assembly portion of the Feeding

episode call for comment (1153-1174):

1155

1160

1165

1170
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@G Tdv EBvea TOAAL VedV Gno kod KALOLdwV

15.334
i 10.339
i11.305@
011227
01138
19.503
12.799
12.800
12.92
i2.209
12.210
14.437
14.438
117.260% 1
12.784
12.785
12.87
12.88
12.89
12.90
1291

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Titévogrpondporfe fabeingtonyémvro. i292

And when he reached the crowd, leading them in train,

he eagerly took to the road. As he approached, the mob

pointed him out; as when Zephyros pummels the clouds,

that's how many people there were: the wives and daughters
of nobles,

bachelors, maidens, old experienced men,

the lame, the shrivelled, the blind.

To this day I have not seen an army of people of that size or

Like so many leaves, or as the sands

facing the widening shore they fell into line.

And the noise of it was as when the waves of the sonorous sea

roar against the vast strand and the waters crash.

Everyone's language was not the same; they were not of
identical speech,

but toxllg'ues were confused, for they were called from many a

and.

Who with all his heart could mention the names of the rest?

Oh, how the earth groaned under their feet

as they advanced, and made their way swiftly over the plain:

they travel like tribes of swarming bees

darting constantly out from the crevices found in a rock,

in clusters they hover over spring flowers,

in a group some fly persistently here, and some there—

just so those tribes piled out from the cabins and ships, and

facing the widening shore, they fell into line.

The considerable V-Effekt of this passage aside, notice how Eudocia
frames her type-scene here by repeating line 1161(= II. 2.92) at 1174. Such
framing techniques occur frequently in the Centos. In Christ's
conversation with the blind man, for example, line 887 (= Od. 13.332) is
repeated at 898 to close one thought before the speaker moves on to another.
A more pervasive framing technique, however, is the intercalation of
thematically related material. Eudocia frequently takes a line or a block of

lines from one place in Homer, continues with another line or lines from
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somewhere else, and then returns to the Homeric passage with which she
began. Among dozens of examples of this Cento phenomenon compare

(1) 538-543 (= I1. 18.492-3 + Od. 23.147 + 146 + II. 18.494-5);

vipdag & éx Goddpwv, Saidov Hno Aauropcvday, i18.492
Tyiveov ava dotv, moAdg 88 ‘ Tuévanog Gpdpet. i 18.493
540  Gavdpadv ronféviev xaAldvav e yovon k@ 023.147
toiowv 8¢ péyo Sdpa neprotevayileto rooot. 023.146
xodpor § dpynotiipeg Ediveov, v § dpa toiowy i18.494
avAot ¢opuiyyés e Borv Exov- of 8¢ yuvoikeg i18.495

(2) 331-337 (= I1. 5.406-8 + two miscellaneous lines + I1. 5.687-8):

viimog, obdé 10 oide xatd ppéva Kol Katd Bupdv!, i5.406 1

St pdd’ 0b Snvandg 8¢ ‘GBavdre ve! pdyorro, 15407 % +

008 1l v naideg Toti Yotvaot ranndiovet. i5.408

100 8 Yovonkdg piv auéidpugor eict naperai. 111.393
335 fovdt Yo' 0Udé & dnui mbSeoai 1€ olor xiovia, i17.27 1

vootioavt olkdv Se ¢iAnv & motpiSa yaiav, i5.687

evdpavéary GAoxdv te piAnv xod vima téxva, 15.688

(3) 500-506 (= Od. 19.3324 + 329 + I1. 512 + Od. 19.330-1);

500  Og ‘uev® dudpev adtdg En, kel audpova eisi, 019.332 1
100 pév 1e xAfog edpv Si1d Egivor dopéovor 019.333
TAVTOG EX GvBpdinoug. moAAoL e v 680V EaLnov. 019.334
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0 amy Gy’ Erecbon, iva BAaGBEIG drotion. 19.512
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Lines 1154-1159 of the Feeding scene also serve as an excellent

example of how theme-based repetition within the Centos combines with
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semantic trigger to help Eudocia with enjambement: at line 741 the first
word of the Homeric reading, utpiot, is changed by Eudocia to mnéyg in the
line ‘An6dc,' Bood e ¢¥AAa kot GvBea Yiyvetan dpn (1. 2.468); at 1155 a different line
beginning with min6ic without accommodation (I, 11.305) is bound to the
same line, 1. 10.339, in a similar context. Contrast line 1268 where I1. 2.468,
referring to the crowd that has gathered to watch the raising of Lazarus, is
repeated unchanged (bound to Il. 12.251). As is the case with Homer,
realizing the same scene several times in the poem/performance produces
slight variations in organization and diction (cf. Edwards 1991:13).

The Feeding episode further shows how within the Centos
themselves Eudocia repeats lines in similar contexts. The cluster of lines at
1154-1159, and line 1179, for example, are repeated from 740-744, which
describe a different crowd gathered to witness the Healing of the
Centurion's Daughter (728-816). Many of these same lines, or formula lines
close to them thematically, also occur in the description of the crowd
following Jesus at the beginning of his ministry (512-527). All told, ninety-

.nine (99) out of one-thousand two-hundred and twenty-three (1223) whole-
lines from the Odyssey and eighty-seven (87) of one-thousand and seventy
(1070) from the Iliad, roughly ten percent (10%), are repeated one or more
times elsewhere in the Centos. Many such lines are taken from Homeric
type-scenes. Most of the repeated lines not from type-scenes are gnomic or,
as noted in Chapter II, periphrases for biblical characters’ names, or one-
line formulas introducing speeches.

Here are some typical examples of intra-Cento repetition: suppliants
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in two different healing scenes use the line &i uiv 53 0ed¢ oor 8eci6 © ExAveg
avsii (Od. 4.831 at 704 and 860) in their address to Jesus, both expressesing
their initial doubts about his divine status. At 1894 the same line is spoken
by the mocking thief on the cross; at 1946 by a heckling bystander, both at the
Crucifixion scene. Similarly, Od. 21.327—6A0g 8 adng mragdg dviip dhadnpévog
EA8dv— is repeated at 852 and 924, both in healing scenes introducing a
cripple. Odyssey 7.135—xaproAipag Sntp 0d8dv éBrioeto Sdpartoc low—is used
three times to describe a character entering a house (534, 775, 1301); Odyssey
8.16—xoprodipeg & ExAnvio Bpotdv dyopod te xoi £5pcn— describes a gathering
crowd at 374, 1146, and 1206. Iliad 15.369—sipag avicxovteg ueydX edyetéovto
éxaotogc—is used in prayer scenes at 694 and 942. And, a final example, 1.
17.466—ot8e1 évioxipyavte xopiiata: Sdxpva 5 o (the line describing the
weeping horses of Achilles)—is used of the Samaritan woman's penitent
supplication (1072), and of two disciples mourning over the body of Jesus
(2103).1

Such repetition is strong evidence that Eudocia, taking her cue from
Homer, was actually composing by theme, that is, that she was re-using
lines in typical scenes under similar narrative conditions. However, such
thematic economy is not limited to the verbatim repetition of Homeric
verses. Another help in verse-generation is the use of thematic key-words,

which serve to link related material in the poet's mind as she scans the

1 For other repetitions involving type-scene or related formula lines compare,
from the Odyssey: 5.450 (842, 1246), 8.551 (517, 1099), 10.105 (39, 1052), 17.343 (1211, 1387),
23.20 (1904, 1949), 24.320 (437, 1665), 24.441 (1283, 1747); from the Iliad: 7.108 (668, 2303).
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axis of selection. This is one of Eudocia's favorite tricks.2

Marcel Jousse, an early and careful observer of the
"mnemotechnics” of the oral style, recognized that "the prior knowledge of
Jjust one single word of an oral recitative has [the] power to conjure up an
entire block" for the performing poet or cantor (Jousse 1925:211-25). With
copious examples, many drawn from Homer and the biblical and rabbinic
traditions, Jousse demonstrated that such words can appear anywhere in a
stich or strophe. In the Centos we find combinations of key-words at the
beginning-, middle- and end-line positions, as in the Visit of the Magi

episode, a gift-giving scene, where the key-words are 5@pa and SeEdpev—:

SeEduevor § dpa naideg Guidpoveg ‘dryvotdroro® 08419%
295  Sdipa, td ot ¢épov GoTépa Sepxdpevor Gvtoringey, 08418
HNTpL o dadoin EBecav repixoAréo Sdpa. 0 8.420
tépreto & &v yelpeaoy ‘Exovod. nep® dyAad Sdpa i19.18 % 1
priTnp, 1i v Encte kol Etpede TuTOOV Ebvia 023.325 %
xpvood Sowd tdAavia: gdracoe ‘6t tadt W oikg 04.526 1
300 SeEaévn, xoi ndvta &) enoato Bopd. 015.132

Similarly, a vignette from the Wedding at Cana episode is replete with lines
containing the words oav- /6ct- taken from Homeric feast and sacrifice

scenes:

2 The use of key-words to link related material is a compositional technique also
used in catena commentaries, a literary form originating in late antiquity and
probably invented by Eudocia's near contemporary and fellow Homer enthusiast,
Procopius of Gaza (Wilson 1983:32-3). Japanese renga poetry of the fifteenth and
sixteenth centuries operates on similar principles, where a given stanza is linked
semantically to the preceding and successive stanza (Miner 1979:ix). Key-word
techniques are characteristic of the troubadours' sestina form as well (Preminger and
Brogan 1993:1146-7).
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Sadvt' - 098¢ T Bupdg Ededeto Sontdg Eome i 1.468 %
Santopdveg 8 dva Sdpar’ dxovdloveeg Golsdv, 09.7%
nivovteg xal ESovteg Exmetavdv yap Execxov 0799
575 Baivuvd E{épevor- ém § dvépeg EoBAol Spovto 03471
otvov oivoyoebvregivt ypuotoig Sendecov. 03472
dg ot pkv Saivuvro ka8’ Dyepedes péya Sdua. 04.15

Compare further this string of lines linked by the words ros- and xvov at

2042-2058:
éxndyAog Yap xaadds 65Vpeto oiyopévoro. 0 15.355 %
080 8¢ xaxvoaoa kdpn AdBe rarddc Eoio. i18.71
2045  Gufpdorn § Gipa yodton éreppdcavTo dvakToc. i1.529
v & xot’ 6¢BoAudv Epefevviy VO ExdAvyev. 122466
GAL' Ote &1f " durvuro, kad &g dpéva Bupdc dyépe, 05458
xad ' GAogupopévn Enca ntepbevia npoonda, i18.72
"téxvov Eudv, ndg 1ABeg trd {Spov fepdeva 0 11.155
2050  Laxdg tddv; yoendv 8& 168e {woiowv dpGobar. 0 11,156
otuot Téxvov Epdv, TépL RAvVTeV KGpopE daTdv, 0 11.157
rdg Gv EneLt’ Gino GElo, ¢ilov téxog, ardbL Aroipnyv; 19.437
i Y&p &y, diAe téxvov, Tw; ted Sduad’ ixopo; 0 15.509
ndg ETAng “AiS608e xateABEpev, EvOd 1 vexpoi;” 011475
2055 apdi 8¢ randi ¢ide BdAe miyee Sdxpu xéovoa™ 01738t
xbdooe 8 v xepoAdv & kol Gudo péea KoAd, 017.39
XEpog T dppotépog: Bodepdv 8 ot Exnece Sdxpu. 0 16.16
"zéxvov', éuoi ve pdhota Ackeiyeton dAyeo Avypd 124.742 1

The Woman with a Flow of Blood scene (993-1029) is organized around lines
containing the key-words #xo¢ and oipa:

TG 01 VOKTAG e KOd OO GUVEXEC cdel cf. 0 9.74
Bupdv dronveiovs |, dg te oxdANE &m yodn i 13.654 %
xeito 1006’ &x &' alua uédav pée, Sede 8 yoiav. i 13.655
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1000 etpdrta & Ererta tig ein xoi néOev EABOL- 0 15.423
GAX’ Gte &) yiyvooxe 8eod yévov Eyyic Eévea i6.191 1
xaproaiipac: 6 8¢ Ernerta pet ixvia Bodve Geoio. 0 2.406
daxpva & ExPaie Bepucl, Enog § GAoduSvOY Eaire 0 19.362

"kéxAvB viv kol EEio” pdota Yap GAyoc ixdver. i3.97x%

1005 ob ydp nw pécav Gooe Ent) BAeddpoiory uoio, i24.637
GAL" odel oTevdyo xai xiidea popia réoow i24.639
xpfivov viv xad éuot ‘Erog SalA), Htn xev einw. 020.115 +
EAxog utv Yap Exm t65e xaptepdv, 008 pot oiua i 16.517 + 518
tépoeton, ‘GAAG pdA’ dxo katelBpevov kehapdler. i21.261 t

1010 roAAoicw § Gp¥ EYd ‘51 dSvocapivy 168 ixdve 019.407%1 @
Gvdpdoy 118 yovarEiv avé x8éva ‘Botidverpav'. 019.408 @
dc u' Gper’ Tipom T Ste pe mpdtov téxe wiiThp, i6.345
el 6pog i ig xbja roAvdroicPoro Bokdoong i6.347
olxec 0o Tpodépovoa kaxt avéjoLo BdeAia. i6.346

1015 EvOd pe kB Gndepoe ndpog wdde Epyo yevéooan. i6.348
£Axog & inTip Empdooeton, M8t tiGnoy i4.190 1
ddppcy’ G xev ravonol peAmvdov dduvday. i4.191
ROAAGKIG &V PHEYGPOLOL KaBMpévn fipetépototy, 04.101 %
GAAOTE pév e Y0 dpéva. tpropon, GAAote § adte 0 4.102

1020  modopon- adympdg 8¢ xGpog xpuepoio yéoro. 0 4.103
GAAG 69 mép pot, dvak, t68e kaptepdv EAxog Gkesom. i 16.523
EpEov Omax £0EARIG ixéTng 8¢ oot evyopm lvan. 0 16.67 %
d o, ‘dvak), Gyopod te lMrd e Seldid T vk 06.168 1
Yodvav Gyao8o: yaAendv 8 pe mévoog ixdver." 0 6.169

1025 advtd § ob nw dodver’ Evavtin: oideto ydp pa- 0 6.329
xept 8 vextopéov Eavod Etivate AaBodoo. i3.385
avtike nobc’ o8vvag, Gnd 8 EAxeog dpyarforo i 16.528
odug pérav téponve, pévog 8 ol EuBoie Bupd. i16.529

Finally, consider this clever concatenation of lines which describe the
healing of the lame man with a withered hand; "feet," "hands," and

"knees” are made suddenly strong as the cripple gambols off like a colt:
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KADO ‘dvag’, Gyadds pot énfppodog EABE roSaily, i23.770 % 1
0V piv Ydp ueLLov kAfog Gvépog Sdpd xev fouv, 08.147
845 1 6 m roooiv te péEer xal yepoiv Efiorv. 08.148
@ ¢pdro* 10D § ExAue péyag Bedg evEapévoro. of. i 1.453
0ABet0 xelp, 68tvan & xammdbavrto Bapeic. i5.417
yovvara § Eppdoavto, médeg 8 drepiktoivovro. 023.3
g ‘8" dp 6 xev' Aympd n68ag xoi yodvar iviua, i15.269
850 o 6te tig otartdg innog Grooticag Ext ddTva, i15.263
1t&ev redioro mooi xpoanvoio métecban. i21.247

The Centos are full of similar repetitions at close intervals on a
smaller scale (e.g. 6dpoer at 225 and 261, 890 and 891, and 1253 and 1256, &
vévon at 1250 and 1251, einé at 1104 and 1105, oreiog at 1270 and 127 1, etc.). AsD.
Gary Miller notes "repetition within short spaces”"—found in Homer at both
the thematic and formular levels—"is a fact of cognitive operation. Use of a
motif, formula, or unusual word restores it to active memory and any
subsequent elaboration is apt to contain one or more recurrences of it"
(Miller 1982:45). Eudocia's concatenation of theme-words is not limited to
the repetition of the same word. Often it involves synonymns or
synonymous expressions, e.g. 926 (¢av1), 928 (¢éte1). Eudocia's thematic use
of key-words is similar to the cues provided by semantic trigger to join
verses together in enjambement. The theme-word even seems to suggest
semantic accommodations in cases where the poet must avoid
inappropriate material, for example, an Homeric name in direct address
(e.g. lines 1112, 1113, 1073, 1078, 1086, 2258 etc).

Like semantic trigger, thematic key-words play a role in Homeric

verse generation as well. Compare the Odyssey poet's treatment of a gift-
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giving scene (15.113-5), which uses key-words related to each other by figura
etymologica (Fehling 1969:153-62; cf. Louden 1995:28-9):

dapav 8 Soc’ &v Eud olxg kel xeitan,

830w & xdAMotov kot Tiunéotatév Eot.

Sdow o kpytipa tetvypévov.

In Homer the technique is particularly associated with gnomic lines.
Ahrens cites several examples of such "gnomic chains,”" where key-words,
often in anaphora, bind successive lines together thematically (Ahrens
1937:54, citing e.g. Il. 14. 394-9 and 23.315-8). Compare the gnomic chain
bound by the key-word "stranger” at Odyssey 14.56-8:

Eelv', 00 pot Bémg Eot’ 008 el xoxiwv ofBev EAfor,
Egivov dmpficon- rpdg Yap Adg eiory dmoveg
Egivol e ntoyol

Correspondingly in the Centos we find in the Samaritan woman's speech a
famous proverbial line from Odyssey 19.163 expanded by three thematically-
related gnomic lines from Odyssey 8 (cf. Ahrens 1937:64) with anaphoric

repetition of ov:
0V Yap Gmd dpubg oo radmddtov, 008 And méTpng 019.163
OV MEV YAp TG rApumOV Avdvupog EoT avBpdrav, 0 8.552
oV xaxdg, 008 pkv E6Bhog, Emiv 1o mp@dTa YEvTo, 08.553
GALX’ éni Aot tiBevton énel xe téxool ToxTiec 08.554

The result of this mnemonic technique in the Centos is the heaping
up of lines that express virtually the same idea. Such redundancy, already
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characteristic of Homer's oral style (cf. Fehling 1969:164), is even more
pervasive in the Centos. For example, at lines 1137-1138 a line from Odyssey

16 follows immediately upon a synonymous one from 6.201:

olx €060° odtog aviyp SLepdg Bpotdc, odde Tévntan. 06201
0v Ydp max Gy BvnTdg Gvitp TdSe pMyavé@To 016.196

Tautologies like this abound in the Centos, as for example at 1093 (6AL’ d&ye
Mot T68e eink, xai dtpexéwg xatdAstov = I1. 10.384), where the same thought is
reiterated with no appreciable difference in sense at 1095 (xaf pov o6’
Gy6pevoov énftupov, 5¢p’ & €1dd = Od. 1.174).

In all these examples Eudocia utilizes and builds upon features
already present in the Homeric langue: she combines type-scenes to
construct a larger episode; she structures scenes internally by the
intercalation of thematically related material; she repeats lines or blocks
elsewhere in the poem under similar narrative conditions; she stitches
lines together with keywords. The cumulative force of these techniques is a
glossomatic "redundancy” typical of Homer's adding style. Each item
enumerated here is a characteristic feature of oral poetry. Because she is
working from within a closed system consisting of the orally-derived texts of
Homer, Eudocia's intertextual activation of biblical themes and her re-
generation of Homeric verse are two aspects of the same phenomenon.
Cento form and content work together in an indissoluble whole. It remains

now to look closely at the content.
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CHAPTER VI
THEMES FROM THE ODYSSEY

ndvtav § dvlpdnav i8ev dotea kot véov Eyva (Od. 1.3 = Cento line 387)

As a rule Eudocia tends to draw heavily from certain Homeric books,
or a certain episode within a given book, to construct a given Cento scene.
We may take such favoritism as an indicator of Eudocia's intercontextual
thinking (if I may use that word), and from her tendencies to associate a
particular Homeric scene or scenes with a given biblical episode, we
may—by assessing the morphological and semiotic links between the
passages in question— establish the motivation or ground behind a given
comparison.

In the Samaritan Woman at the Well scene (1046-1152), for example,
lines from the Odyssey predominate (87%). Lines from Books 6, 8, 17, and 23
comprise sixty (60) of one-hundred and six (106) total lines (57%). Lines
from these books are favored in this scene because their themes are
particularly compatible—at several levels—with the narrative structure
and details of the biblical episode.

The biblical scene begins with Christ's and his disciples' encounter

with the woman who is drawing water at Jacob's well (Jn. 4:6-7). The
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Homeric lines used to express this encounter in the Centos are taken from
the description of Eumaeus' and Odysseus' meeting with Melanthius near
the spring in Ithaca (Od. 17.204-9 = 1047-1051), and the Companions'
encounter with the Laestrygonian king's daughter at the spring Artakia
(Od. 10.105; 107-8 = 1052-1054):

finog & 1iéArog péaov ovpavdv dydnBeprixer, i8.68
kol T6te’ 81 oteiyovieg 68OV xatd o noAdesoay 017.204
Goteog Eyyus Ecav xod &ml xprivv T ddixovro, 017.205
TUKTNV, KaAAipoov, 88ev Vdpetovto roAitan. 0 17.206
1050  dugt & Gpa adyeipav vdatotpedéav fv dAooc, 017.208
nAVTOGE KUKAOTEPEG, Kartd 8 wugpdv péev USwp: 017.209
xovp7 & EVuPAnTo npd Goteog H8evovo. 0 10.105 %
1 pev Gp’ &G xprivy xarefricarto koAApéeBpov 0 10.107
"Aptoxiny Eveev yap $8wp mpott Gotv dépeckev. 0 10.108

When the sun had made its way ‘round to mid-heaven,

they were walking along the rocky road

and eventually came near to the town and its spring—

built up as a well, beautifully flowing—from which the citizens
drew water.

And what a grove of watered poplars surrounded it!

forming a circle on all sides, and fresh water trickled down.

They met a girl drawing water in front of the town.

She was headed toward to the fine-flowing spring

the one called Close-moving; it is from there that she usually
brought the water to the city.

Eight times in the Odyssey a stranger meets with either a maiden drawing
water at a well, fountain or river, or with a youth by the roadside before
being directed to his destination in town. This motif, when present, is
always the first element in the Homeric hospitality scene (Reece 1993:12). So
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it is here. As it happens, the Bible shares with Homer this universal motif;
but the sequence of elements continues to follow the Homeric norm
throughout this scene, for the Cento treatment of the first element also
dispenses with the next two elements of a xenia scene, the arrival at the
destination (II) and the description of the surroundings and the activities of

the person sought (II).1 Element VI, supplication, occurs at line 1072:

ovdel enoxipyoosa xapiata: oddeto yap v’ i17.437% +06.329 t
She placed her head in the dirt, for she respected him.

Elements VII and IX, reception and feast, are implied in the

woman's speech:

aotv 8 tor Seifw, Epéw 8 ToL odvopa Aadv. 06.194
el iva 8apodve Etdpou, eino e Exoota. 03.361
Epxeo" loov vdp oe 0ed Hioovay ‘Grovrec, i9.603 t
Eeiv', énel oV dxdprota ped’ Wi tadt dyopederc, 0 8.236
1085 OAX EBEA&LG dpetiv oMV donvépey, 1i Tol Onndei. 0 8.237
‘EeivY, Enel Mpetépav 1€ méAV Kol yodav ikdverg, 06.191¢1
oUt obv ‘Bpdorog’ Sevricea, odte ‘roTiiToC. 06.192 1
év & avdpeg vadovot rordppnveg roAvBodton, £9.154
ot x¢é oe dartivyon Bedv dg Turcovot. 19.155

I shall show you the city and tell the name of its people.

I am going to encourage my comrades and tell them
everything.

Come with me, for they will honor you as the equal of a god,

Stranger, since you speak pleasingly in our midst,

and are ready to display the skill which attends you.

Stranger, when you come to our land and town

1 In enumerating the conventions of Homeric renia here I follow the numbering
and headings of Reece 1993:6-39.
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you will lack neither food nor drink.
Many strong men, rich in cattle, live there
and they will honor you with gifts like a god.

Next comes Element X1, identification:

GAA Gye pot T68e ik, xod drpexéag katdAeEov i 10.384
€&V, énel oUte xax@, ovt Ggpovt damt Eorkac. 06.187
1095  xod pot todt" dydpevoov Erftupov, S¢p° &b €160 01.174
i moBev el dvdpdv 66t Tor méAg 1 ToxTiec. 01.170
TPig pdxapeg HEv ool Ye mathp xal nétvia prfTnp. 06.154
eln’ Gvop’ dtm oe keIl KdAsov uritnp e rotip 18 0 8.550 1

But come now, tell me this and tell truly

Stranger, since you don't seem to be a mean or foolish man.

Tell me this truly, so that I may be sure:

What kind of man are you? where is your city and parents?

Thrice blessed indeed are your father and noble mother.

Tell me the name your mother and father call you by where
you're from.

There follows Element XII, an exchange of information in which the
woman introduces Jesus to her people as the offspring of Paieon (1128 = Od.
4.232), the physician of the gods (cf. II. 5.401; 899), an immortal who has

disguised himself so as to seem a man:

abtdv § oY odda olda, né6ev yévoc evyeton elvan. 017.373
viv ‘3¢ Ye' xdAAdv Eont petoddficon kol EpecBon 03691
1135  6mmdBev ovtog Gvip, moing & & edyeton divon 0 1.406
yaing, mod 3 vu ot yever| xod natpic Gpovpa 0 1.407
obx £08’ obrog Gviip Siepds Bpotdc, ovsE YévmTon. 06.201
0¥ Ydp max Gy BvNTdg Avip tdde unyavéETo 016.196
@ adrod ‘ye véQY, Gt pi) Bede adtdg EneAbadv, 016.197 t
1140 pnidicg EBEAwV Bein véov 118t yépovra. 016.198
¢ € pot aBdvartdg ¥ ividAieton eicopdacton- 03.246
@AAp & adtdv ¢att xataxpirtov fioke. 04.247
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GAAG 18e0Be xai Gppeg dvastaddv. o yap Eyaye i23.469
&b Sionyvdoxw, Soxéer 8 pot Eupevan Gviip.” i23.470

I do not know him well, or his origin.

But it is surely better to inquire and ask

where this man is from, from what land he claims to come,
the source of his family and his fatherland.

For he is not your ordinary man, nor could he be,

for no mortal could devise these things

by his own intelligence except a god himself come upon him,
who, when he wishes, easily makes him a young or old man.
He looks like an immortal to me.

Cryptically he has likened himself to your average mortal.
But stand forth and see for yourselves, for I am

far from certain. He looks to me like a man.

The scene closes with throngs of Shechemites rushing from their porches,
calling their neighbors, to welcome the woman and her strange god-like
guest (1145-1152).

This Cento episode is typical of Eudocia's construction of Cento
episodes in general, and of her treatment of Homeric type-scenes in
particular. We note first that the majority of lines used to construct this
episode is taken from Homeric hospitality scenes, and that most elements of
the typical Homeric xenia scene are present, with only three "out of place":2
(1) the seating of the visitor (Element VIII), which in the Centos comes
immediately upon arrival (1055), reflecting a biblical detail (Jn. 4:6: 6 odv

"Incoik... éxoBéleto..nt i myi); (2) the giving of guest-gifts (Element XX), which
is mentioned at 1089, after reference to feasting; and (3) the host's taking the

2 "Out of place” is perhaps the wrong phrase here, for as Edwards concludes in
his comparison of Homer's treatment of funeral type-scenes: "Not only does he change
the order of the elements of the type-scene...he uses regular elements and themes with
greatly enhanced emotional significance" (Edwards 1986:90).
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visitor by the hand (Element VIIf) which occurs at 1148. Eudocia's basic
repetition of the narrative rules of the Homeric type-scene, however, is
obvious, and accords with the principle of structural intertextuality and
with the Rules of function and sequence.

Secondly, we notice that two Homeric episodes in particular are
favored in this scene's construction: (1) Odysseus' encounter with Nausicaa
on the beach and his subsequent stay at Scheria (from Odyssey Books 6 and
8); and (2) Odysseus' two pre-recognition encounters with Penelope in
Ithaca (from Odyssey Books 17 and 23). Like the biblical episode, each of
these Homeric books contains a private interview between a man and a
woman. In each Homeric scene, moreover, Odysseus is a stranger (Egivoc) to
his host—to Nausicaa by virtue of his having washed up on shore in
Scheria, and to Penelope because of his beggar's disguise. This iconic trait
is reinforced at the verbal level by Eudocia's repeated use of the key-word
&iv- which occurs anaphorically in the initial colon of the line 9 times in
this scene (1073, 1084, 1086, 1092, 1094, 1108, 1112, 1114, 1129), 4 times with
semantic accommodation.

In terms of morphology, the scene involving Jesus and the Woman at
the Well is a Cento version of the xenia theme. However, non-structural
elements have also influenced Eudocia's preference for lines from Odyssey
Books 6, 8, 17, 23, and the interviews and stranger-motif they contain. While
the biblical theme and Homeric signs are functionally compatible, lines
spoken by Odysseus are not simply assigned to Jesus, nor lines spoken by

Nausicaa/Penelope to the Samaritan woman. Moreover, at both functional
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and attributival levels Homeric roles are reversed, and biblical details are
contravened or elaborated. Such is the result of the complicated interaction
of iconic and symbolic grounds in Cento intertextuality, to which we must
now turn.

First, at the morphological level, there is the reversal of roles. This
confirms Propp's dictum that "an action cannot be defined apart from its
place in the course of narration.” Consequently, we find that according to a
morphological description of narrative "identical acts can have different
meanings, and vice versa."3 Thus, at line 1072 it is the host who supplicates
the visitor (with an Iliad line describing the weeping horses of Achilles),
and though gifts are promised by the woman (1088-1090), they are actually
given by Jesus in the form of a ransom ({wdypia) at 1109, where the verb
0¢éMerg, which in the Odyssey passage means "you owe," is used somewhat
catachrestically to mean "you provide.” That this is the proper translation
here is clear from line 1111 where the woman utters to Jesus the words of
Odysseus to Nausicaa, and a clever grammatical accommodation of
Homer's vocative to an accusative in apposition to the pronoun pe makes
the woman the beneficiary (as opposed to Homer where it is Odysseus who

"owes" Nausicaa "the ransom" of his life). The Cento passage runs thus:

yoipe EE1V', iva xod mot Edv év ratpid yodn, 08.461

pviion Euel’, 6m pot mpdity Ladypl G¢éAAers. 08.462
1110  td xév tol xot KeEIB Be@ g evyeToPUNY 015.181

oiel fjpoto rdvtos 6v Ydp 1 Efdcao xovpny. 0 8.468 %

3 Hence Propp's formal definition: "Function is ar act of character, defined
from the point of view of its significance for the course of the action” (Propp 1928:21).
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Farewell, stranger. Be sure to remember me when you reach
Your father's land. I was, after all, the first woman you
ransomed.

That's why I'll pray to you there as a god

All the days of my life. For you have given this girl life.
The intense V-Effekt of this and other role-reversals in this scene is not
softened by the coherent structural intertextuality of the larger episode, as
the following analysis of the semiotic dynamics of the whole dialogue will
show.

The conversation begins with Jesus' words at 1057- 1065, which

consist of lines spoken by three different characters in Homer:

(1) by Telemachus to Penelope

0" oB1e ‘Gvdpds voodileo, 008é tap’ adtdv 023.98 t

eCopévn pdBororv dveipean 1188 petaArge; 02399

00 pév ¥ GAAR B8e yuvi teTAndT Bupd 023.100

Gvdpdg droatain, 8¢ tol ko RGAX Eudymoe. 023.101

ool & aiei kpadin otepearépn Eott AiGoro. 023.103

(2) by Nausicaa to herself

xod & GAANV vepead fi ng toradtd ye pelor 06.286
1060 1 T déxnm ¢idov matpdg xad pnTpdE E6viay, 0 6.287

avdpdot pioyntan, npiv Y dguddSiov ydpov EAGelv. 06.288

and (3) by the suitor Amphimedon about Penelope

1065 1 & ovt 1Mpveito oTuyepdv Ydpov, odte TeAsTaL 024.126

These Homeric lines are used by Eudocia to express Jesus'
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disapproval of the woman's improper relationship to her husband. In (1)
Telemachus reproaches his mother Penelope for her slowness in
recognizing her husband: "Why are you keeping yourself in this way from
your husband? You refuse to sit near him or engage him in
conversation...No other woman of steadfast heart would keep aloof as you do
from her husband when he has suffered so much." In (3) Amphimedon
faults her stalling duplicity in courtship: "She says neither 'no’ nor 'ves'."
Of special note in Jesus' speech is (2), Od. 6.286-8 = 1059-1061, which in
Homer expresses the self-doubts of Nausicaa about her sexual attraction to
Odysseus: "I (would) find fault with any other woman who would have
intercourse with men against her parents' will, before she was lawfully
wed.”" These Homeric lines convey the information in Jn. 4:16-18:

Jesus said to her, "Go, call your husband and come here." The

woman answered him, "I have no husband." Jesus said to

her, "You are right in saying 'I have no husband'; for you have
had five husbands, and he whom you have now is not your

husband; this you said truly.

Christ's intuition provokes a series of responses in the woman. First
there is embarrassment: In words used to describe Nausicaa's reaction to
her father's teasing her about marriage (Od. 6.66-7 = 1066-1067) the woman
"felt ashamed at the mention of lovely marriage before her husband" (cdgeto
Y&p Badepdv ydpov Egovopiivan / ‘Gvdpt’ ¢ire). Then, taken aback by the stranger's
knowledge of her situation, her next response is wonder and trepidation,
this time conveyed in Homer's memorable words describing Penelope's

response to Odysseus during the couple's recognition interview:
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0 & dvea Sy fioto, Tddog 3 ot frop Txavev. 023.93
1070  Ower § GAAote pév v Evaradiog toideoxe. 023.94

She sat speechless, amazed; but now and again

With a glance she would look him straight in the face.

The Samaritan woman then elaborates on her reaction at 1073-1075
with lines from the same Homeric scene, but spoken this time by Penelope

to Telemachus:

‘Eeive, Enel’ Bupdc pot EVi otifecon téonmey, 023.105
0Ué T mpocddoon SVvoyon Enog 008 Epéecdan 023.106
1075 0b8 &ig dma idéo6an Evavtiov: ‘odSéopon ydp'. 023.107 t

Stranger, the heart in my chest is struck with wonder.

I can neither address, nor question you,

Nor look you in the eyes. I feel ashamed.

At 1086-1089, as we have seen, the woman finally responds to Christ's
request at 1068 for a drink and an escort to town with the words of
Nausicaa, assuring him of the gifts and entertainment he will receive from
her people, then adds, in the words of Odysseus:

1090  xeivog & ad mept xfipr paxdpratog EEoxov GAkwv, 06.158
0¢ x£ ‘oe Edvoior’ Bpicag olxévs dydymron. 06.159 @

Blessed beyond compare is the man
Who loads you up with bridal gifts and takes you home to wed.

The V-Effekt here is particularly strong. While the use of marital imagery
to describe the Christian's relationship to Christ is a topos in Christian

discourse (originating from New Testament passages like Mt. 25:1-13, Mk.
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2:19, Jn. 3:29, 2 Cor. 11:2, Eph. 5:23-32. See Cameron 1991:68), usually it is the
church or individual devotee who is the bride and Christ the bridegroom.
Here however the woman's use of Odysseus’ words to Nausicaa makes
Christ, as it were, the woman's bride, for &3sva, "bridal gifts,” are presented
by a suitor to the bride's father, as if to purchase her, what anthropologists
call a bride price.4

The appropriation of all these Odyssey lines precipitates the same
kinds of attributival conflicts that we have seen already with the Sidonian
slave girl and Mary. Although they each involve some degree of V-Effekt,
all the lines used in the exchange are nonetheless related to each other in
that they are situtated in a larger Homeric context where marriage (real or
imagined) is somehow at stake. And yet, marital imagery is not developed
in the biblical Woman at the Well scene beyond Jesus' short mention of the
woman's adultery, even if we concede that sexual tension (arising from
Jesus’ and the woman's disregard for the social mores of ancient Palestine)
colors the whole scene. Conversely, Jesus' lectures in the Gospel about
possessing "living water" and "food ye know not of'—what are clearly the
theological focal points of the Johannine scene—are completely elided in
Eudocia's treatment. What, we might ask, was she thinking?

A proper understanding and appreciation of the exchange between

the woman and Jesus—indeed the interpretation of the entire

4 The V Scholion on this line glosses #5voio thus: 01 mpd ydpov dcdporg, pviictporg
(Dindorf 1855:1,307). We have seen this same reversal of marriage roles elsewhere in
the Centos in the repeated use of lines from the Odyssey which describe the disciples as
"suitors of Christ.”
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episode—requires that we understand the iconic and symbolic relationships
between signs and their various objects. From the Gospel of John the basic
information that Eudocia represents in this scene is (a) that the Samaritan
woman is improperly related to her husband, Jesus' knowledge of which
she takes as a sign of his prophetic skills (cf. Jn. 4:19), and relatedly, (b) her
recognition of Jesus as a god (cf. In. 4:25-26; 39-42). Both (a) and (b) are key
ingredients in the biblical scene, but they are realized quite differently in the
Centos.

As noted above, (a) is realized primarily with the words of
Telemachus to his mother Penelope regarding her reluctance to recognize
Odysseus, her husband. The recognition of Jesus' godhood, (b), is realized
within the conventions of the xenia scene with a farrago of lines (most of
them in the woman's speech), taken from both the Iliad and the Odyssey,
which compare mortals to immortals.5 Two of these passages stand out in
that they are themselves taken from Homeric recognition scenes. In the
first (1138-1140 = Od. 16.196-8), Telemachus is slow to recognize that it is
truly his father behind the beggar's disguise. As he explains:

0V Yhp max G BvTdg dviip Tdde pyavéETo

@ avtod ye v, bte ui Be0¢ adTdC EncABdV,
pnidlag £0&Awv Bein véov 8t yépovta

No mortal could devise these things [i.e. a change of
appearance]

by his own intelligence except a god himself come upon him,

who, when he wishes, easily makes him a young or old man.

51083 = II. 9.603; 1088-1089 = I1. 9.154-5; 1094 = Od. 6.187; 1106-1107 = Od. 6.160-1;
1120 = Od. 1.323; 1137 = Od. 6.201; 1138-1140 = Od. 16.196-8.
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These words are uttered by the woman to her Samaritan neighbors (though
the tade in the Centos refers not only to Jesus' appearance but to his
foreknowledge of her past activities as well; ¢f. 1131-1132). The second
instance (1120 = Od. 1.323), also spoken by the woman to her neighbors, is a
single line from a scene in the Odyssey which evokes its larger Homeric
context, namely Athena's visit to Telemachus in Ithaca disguised as

Mentes (Od. 1.319-23):

1 utv Gp’ A einovc” dméfn yAavkdme A6fivn
Spvig & dx dvomaia Siértato: 1§ & Evi Bup
Bfixe pévog xod 8dpoog, dmépuvnoév é & ratpdc
néAhov T 1i 10 ndporBev. 6 8 dpeciv for voricag
) oev katd Gupdv. dicato yap Bedv slvon.

Grey-eyed Athena spoke and departed.

Like a bird she soared high in the air. In Telemachus' heart
she planted courage and strength, and he remembered his
father—more now than before.
vierced to the heart by the res

An interpretation of this Cento episode inheres in both the iconic
qualities of the Homeric material itself, specifically in the Homeric
recognition scenes where marriage is at issue, and in the symbolic
relationship that obtains between Homeric sign and biblical theme in
Christian discourse. In no uncertain terms: the "husband’ Jesus asks the
woman not to draw back from, but recognize, is himself. Through a
semiotic chain of images, referents, signs, themes, symbolic and iconic

grounds, Eudocia's Woman at the Well episode, realized morphologically in
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the Homeric langue as a xenia scene, emerges in the end as a recognition
scene—symbolically between husband and wife. This interpretation can be
established in several ways, beginning with the Homeric material.

The referent of the Homeric sign in Telemachus' reproach (changed
by Eudocia from "father," ratpdc, to "husband,” avépdc) is Odysseus. As a
stranger in the Homeric scenes in question, he shares an iconic bond to
Jesus in the biblical scene. At 1063 the "husband who has suffered so
much” is also Odysseus. Suffering is an iconic quality both characters
share as well. Given that Odysseus is the referent of the avdpoc at 1057, 1063
can also be taken as a reference to Jesus, a man of sorrows in his own right;
in fact, in Homer, Telemachus' lines (= Od. 23.100-1) are repeated verbatim
by Odysseus himself (Od. 23.168-9). Two other details confirm this: the
metaphor at 1109, where the woman refers to the ransom (Sodypra) provided
her by Jesus, referring proleptically to his own death, and the grammatical
accomodation of the third-person pronoun ot to the second-person form tot in
1063.

The "ransom theory of redemption” (droAvtpacic, Adtpov) was a topos
among Christian teachers and theologians. Origen speaks of Jesus
making an exchange of his own life with the Devil for the souls of men and
women, a bargain which the Devil was unable to enforce (Kelly 1977:185-6).
In explaining why the Devil would agree to such a deal in the first place
Gregory of Nyssa puts his finger on the symbolism of recognition and
disguise in the Cento scene. AsJ. N. D. Kelly paraphrases Gregory's
argument (Kelly 1977:382):
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Since the Fall placed man in the power of the Devil...the Devil

had a right to adequate compensation if he were to surrender

him, and for God to have exercised force majeure would have

been unfair and tyrannical. So He offered him the man Jesus

as a ransom. When Satan saw Him, born as He was of a virgin

and renowned as a worker of miracles, he decided that the

exchange was to his advantage. What he failed to realize was

that the outward covering of human flesh concealed the

immortal Godhead.6

Like the appropriation of the line spoken by the suitor Amphimedon,
these assimilations of Jesus to Odysseus on these particular grounds cast
the woman momentarily in the part of Penelope. The biblical woman does
not have an iconic connection with Penelope (as the wedded wife of the
protagonist). Rather, the woman's relationship to Christ is grounded
symbolically, and depends upon the topos in Christian discourse that joins
Christian and Christ in a conjugal bond (though, as noted, Eudocia's
symbolic realization of the topos stretches the metaphor considerably by
reversing the roles). This symbolic link is in turn reinforced by Odysseus'
iconic attributes in Homer as husband (aviip) and stranger (Egivog).7

Homeric commentators have called attention to the peculiar use of
the word &givog to describe the beggar Odysseus in the later books of the

Odyssey, where it means "stranger” or "outsider" rather than possessing

"its more favorable meaning of an artisocratic 'guest’ whose rank would

6 The Greek of the last bit runs: GAAG& piv duriyovov Av yopvi rpooPfreyan Tf 00

80t pavraoiq, uf capkds Tva poipav év adtd Bswpricavia, {v 116N Sk T apuatiog
xexelpwrto. S1a 10910 repixexdAvnton T capkt 1 8edtng (Migne PG 45:60-4).

7 Note especially Eurycleia's appeal to Penelope to recognize her husband at Od.
23.28, where Odysseus is still (for Penelope) 6 Eeivog, "that stranger.”

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



147

entitle him to guest-gifts" (Russo 1992:4). In the Cento scene, as surely in
Homer also, there is ambiguity in the repeated use of this word: J esus, as a
Jew, is a stranger to the Samaritan woman, but paradoxically he is, as a
god, also a guest of status, supplicated as such by the woman and offered
gifts. Eudocia seems to have been aware of this paradox, for she exploits it
in this scene, especially in the morphological inversion of the roles of
supplication and gift-giving.

One can easily find in Christian discourse statements that attribute
to Jesus himself the iconicity of a beggar- £sivoc. "Foxes have holes, and
birds of the air have nests; but the Son of man has nowhere to lay his head,"”
is Jesus’ answer in the Gospels to a rich young ruler eager to enter the
religious life (Mt. 8:20 and pars.). With reference to this biblical passage, a
sermon attributed to Epiphanius of Salamis on the humility of J oseph of
Arimathea emphasizes these same qualities: "Give me the corpse of Jesus
of Nazareth," the preacher imagines Joseph to say to Pilate,

the man you condemned, Jesus the beggar (6 rtayéc), the

homeless (6 doixog)...the naked (6 youvéc)... the stranger (6 Eévoc)...

Yes, give me this stranger. For he came from a distant land to

save strangers like himself... Give me this man who had

nowhere to lay his head" (Migne PG 43:445).

The Christian doctrine of Christ's kévaoig or "emptying” of himself at
the Incarnation to take a lowly human form strengthened this topos, and
served as a paradigm for Christian behavior:

Have this mind among yourselves which is yours in Christ
Jesus, who, though he was in the form of God, did not count
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equality with God a thing to be grasped, but emptied himself,
taking the form of a servant (uop¢iv ovAov AaBdv), being born in
the likeness (époidpon) of men, and found in human form"

(oxrinamn edpedeig dc Gveporoc) (Phil. 2:5-7).

With such thoughts in mind, John Chrysostom explains our
Samaritan woman's willingness to entertain Christ, whom she (as a
Samaritan and a woman) had every reason not to greet, as attributable to
Jesus' "disguise”: "Christ took upon himself an appearance (oyfjpa) so
plain and ordinary," John notes in 2 sermon on this episode, "that even
Samaritan women, harlots and publicans had the confidence to approach
him with boldness and engage him in conversation."8 In Eudocia's
treatment of the scene, however, the oyfjua of Christ, like the disguise of
Odysseus, makes identification and full recognition difficult. In this she
follows the Odyssey more closely than the Bible. To the typical questions
about identity posed by a host to his or her guest—ric néev £lg GvBp@v, mét ToL
Mg N8 toxfieg Od. 1.170 = 1096; ein’ Svop’ &t oe keidr kdAeov pritnp 1€ ratip e Od.
8.550 = 1098; eint 5 pot yoidv te tedv Sijpov e néhv e Od. 8.555 = 1104—dJesus
gives no answer in the Centos, quite unlike in the Gospel of John where he
responds to the Samaritan woman's suggestion that he is the Messiah with
an emphatic &6 e (Jn. 4:26). Mysterious already in the Gospel, Christ is
more S0 in the Centos.

Who is this man? For the woman who receives him he is a healing

god who looks like a man or perhaps a man with god-like abilities (cf, 1143-

8 Obto yap edreMic nepréxerto oyfipo xod kowdv dracty 6 Xprotde, dg kot
Zopopeindog yovoixeg kol tépvog, Kol teAdvog petd toAAfic Tic adeiog Boppeiv avtd
npootévon xai Soréyeston (Migne PG 59:89).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



149

1144 = II. 23.469-70). Behind this ambivalence lurk larger theological
themes current in the Christological controversies of the fourth and fifth
centuries, the dominant discourse of Eudocia's age. Such debates over the
nature and status of Christ gave rise to the Christological paradoxes of the
Ecumenical Councils, for example Chalcedon's (451) where Christ is
professed as "truly god and truly man" (6ed¢ dAn6dc xoi avBparog 6Anédc, Schaff
1919:62). Homeric hospitality and recognition scenes, as realized within the
parameters of Cento intertextuality, stand to Eudocia as icons and symbols
for the intellectual and cultural property of her own time.

I noted at the outset of this analysis that the Woman at the Well
episode is paradigmatic of Cento intertextuality in general. All six of
D'Assigny’'s Rules work toward the generation and interpretation of this
scene. Homeric xenia scenes (and their symbolic transformations into
recognition scenes) play a role in the generation of many other Cento
episodes, for the arrival and reception of Christ in various places under
various circumstances with varying results is the narrative backbone of the
Gospel story, especially as Eudocia read it. It is tempting, in fact, to read the
entire poem as a theoxeny ("the hospitality shown to a god”). This theme,
present already in the Odyssey, is even more conspicuous in the Homeric
Hymns, for example, those to Demeter and Dionysus, where reception and
recognition of the god by mortals is a central theme. As the Gospel of John
puts it, Christ "came unto his own and his own knew him not. But to those
who received him...he gave power to become children of God" (Jn. 1:11-12).

In the Gospel according to Eudocia, steeped as she is in the Homeric
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langue, this theological and narrative theme takes on a distinctively
Homeric quality. One consequence of the Fall, for example, in Athena's
words of warning to Odysseus about the Phaeacians, is that "these people do
not much tolerate strangers" (115 = Od. 7.32: ot yép Eelvoug oide pdd’ dvepdiroug
avéxovton). This lack of philoxenia is part of God's rationale (BovAn 208; cf. 195,
199) for sending his son from heaven, to cure this social malaise. That
hospitality is the "will of God" in the Centos, and not just a template for
Cento intertextuality, is clear from Christ's teaching at lines 475-476 (= Od.
15.490 + Od. 14.284) about the nature of his Father: "He is gentle, and
provides you with food and with drink." Like Zeus, he is "a patron of
strangers, who is sure to avenge misdeeds" (fimoc, ¢ 51 ot napéyear Bpdotv te
rdow e / Eeiviog, 8¢ te pdota vepsaodton kaxd: Epya).

Christ's sermon at 1176-1204 is emphatic about the treatment of
strangers. This speech, which follows immediately upon the Woman at the
Well episode, is delivered to a gathering of people from diverse social
backgrounds—"wives, mothers, maidens, bachelors, old men, the lame, the

crippled, the blind" (1156-1158)—who have assembled for a feeding miracle:

VBV GvipL Exdotg Edrépevog Tdde eipo, 013.7
@¢ ai xal T peydAny xal kdoc Gpnoee, i16.84
Ty, i T dAAev nep Emyvduntel véov EGOAGY: 19.514
noAAoi 81 &eivol tohaneipiol Eveds ixovro, 019.379
1180  xod pddo tetpbpevol nep: dvaykain yop énsiyer . i6.85
" o v xph xopbery. mpdg Yép ‘Oe0d eiotv Gmorvteg 0 6.207 t
Eeivol te wudyol e 86015 & dAiym e ¢iAn e 06.208
00 piv ydp 1 mov E0Tiv Silupdrepov Gvdpdc, i17.446
rdvtav Soca e yolov ém mveie te kot Eprer. 018131
1185 0¥ pkv ydp moté ¢noi xoxdv neicecto dmicoaw, 018.132
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8¢p Gpetiiv nopéxnon Bedg, xod Yovvar dpdpn- 018133 %
GAX" &te &1 xod Avypd Bedg pdxap Eterigon, 0 18.134 %
Koi té ¢péper GexolOpevog teTAnén Bupd. 0 18.135
0106 YA&p véog Eotiv émyBoviav Gvepdrav, 0 18.136
1190 otov éx fpuap dynor Bed Rdvteootv dvdocwy. 0 18.137+cf. i 1.288
rdvTeg piv oTuyepol Odvator Sethoior Bpotoio, 012341
Aud § oixnotov Bavéety xoi réTHOV EmonEly. 012.342
ovdev dxidvdtepov yoia tpéder avpdnoto. 012.343
adya yap v xaxdmn Bpotol xateynpdoxovowy. 0 19.360
1195  oin mep ¢vA oV Yeven, Touf 8¢ xal Gvspdv. 16.146
xPN E€lvov ropéovta grAciv, E8EAovTa 5 méuney. 015.74
100 ydp e E€lvog mpvijoxetan fjpata tdvio 01554
Gvdpdg Eervodéxo, 8¢ kev prAdtnta nopdoyy. 015.55
{66v to xaxdv €06’ B¢ T ovK 288Aovta vésoBon 015.72
1200 ivov &notpiv), Kal Gg Esopevov katepixT. 015.73
GAN Gyed, dg Gv Eyod einw, na1@dyeda ndvTec, i2.139
oipag Sacodpuevol daivvod éprcvdéo Soita. 03.66
d1ipne xed xe 167" dvriccnato Sedpo poAbvrec: cf. 0 3.44
HELLGV ke xAéog €ln £udv xai kdAAiov obta.g 0 18.255

I give the following commands to each man among you

if you would gain great honor and glory,

an honor which influences the mind of other important men.

Many wretched strangers have come here

and they are very tired, for necessity compels them.

You must look after these, for in the presence of God all

are strangers and beggars. Even a small gift is precious.

There is nothing more pitiful than man—

of all the creatures that breathe and creep on the earth.

For he says he will never experience harm

So long as God gives him skill and his knees are strong.

And when blessed God brings dire fortune his way,

this too he endures, reluctantly, but with a patient heart.

Such is the mindset of men who inhabit the earth.

God, the ruler of all, drives them to a day such as this.

All deaths are despicable to sorry mortals.

To die aolf hunger and to meet one's fate is the sorriest thing of
1

The earth rears nothing more worthless than man.

For mortals grow old in wickedness.
As the race of leaves, such is the race of men.
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You should treat a stranger kindly when he's with you, but
send him on his way when he wants to go.

A stranger will remember all of his days

the host who offers him kindness.

Of course you know it is just as bad to dismiss
one who doesn't want to leave, as it is to detain one who is
eager to depart.

But come now, let us all believe what I say,

Divide up the portions and dine upon a lavish meal.

Then they would come here and meet in the country.

In this way my reputation may become greater and more

excellent still.

We find here in Christ's discourse on xenia the same iconic grounds
of comparison that we saw in the Woman at the Well scene. Lines 1196-
1200, bound together by the appropriate theme-word, are the words of the
swineherd Eumaeus to his &ivo, Odysseus. Likewise, the gnomic lines
1184-1190, from Odysseus' speech to the suitor Amphinomos in Book 18 (Od.
18.131-7), are spoken by the beggar-hero himself, after he has overcome the
rival beggar, Iros, in a beggars’ duel. Eudocia's intercontextual
thinking—her composition by "idea-parts"—can be seen at Cento line 1184
(= Od. 18.131), the first of seven consecutive lines from this Odyssey scene.
Od. 18.131 is identical to Il. 17.447, which in Homer follows IL. 17.446, Cento
line 1183. Od. 18.130, the line in the series from the Iros scene that the poet
suppresses (using the thematically similar line from II. 17.446) actually
surfaces at line 1193.

Pagans and Christians alike knew that the gods were hard to
recognize (cf. Od. 16.161: 0% ydp rax rdvteoot Beot deaivovran évapyeig; Hom. Hymn

Dem. 111: yodenot 8 8ot 6vntoiowy dpacdon), and that it was better to err on the
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side of caution than mistreat a stranger.9 The author of the New Testament
Epistle to the Hebrews, drawing on a rich Old Testament tradition of
angelic visitations, encourages his readers "not to forget about hospitality to
strangers (tiig ¢1Aogeviag), for thereby some have entertained (Eevicavteg) angels
unawares” (Heb. 13:1). Eudocia's realization of Jesus' encounter with the
Woman and the Well as a xenia scene—in all its facets—shows that Homer

never ceased to be a Bible for Greek-speaking Christians.

9 Robin Lane Fox fruitfully compares Ovid's story of Baucis and Philemon (Met.
8.625ff.), where Zeus and Hermes come down to earth as mortals, to that of Paul and
Barnabas at Acts 14:8ff., where the apostles are received and worshipped as Zeus and
Hermes come down from heaven (Lane Fox 1989:99-101; and on late antique theoxeny
and divine epiphany in general 102-67).
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CHAPTER VII
THEMES FROM THE ILIAD

Entawv 8t moAdg voudg Evea kot Evea (lliad 20.249)

There is a great range of epics from place to place (Nagy 1990:24)

It is well known that a fundamental difference between the narrative
strategies of the Iliad and the Odyssey is seen in each poem's use of similes.
In the Iliad the simile is the chief means of expanding and embellishing
the narrative (Edwards 1987:109). The "outstanding characteristic of the
similes in the Iliad is their concentration in battle contexts. Over three-
fourths of the developed comparisons occur in scenes of fighting" (Moulton
1977:50).

By my count, the Centos contain twelve Homeric similes of the "long,"
pre-positioned Wie-stiick-So-stiick type (Frinkel 1921:4; Edwards 1991:26-8).
Eleven of these come in the final scenes of the poem, which recount the
betrayal, death, burial and resurrection of Jesus. Nine of these eleven are
taken from the Iliad. It is not incidental that the distribution and
concentration of Homeric similes in the Centos correspond to the
increasingly violent themes toward the end of the poem. The Centos’

concentration of Homeric similes in the "Iliadic" second-half of the poem is

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



1655

an example of structural intertextuality vaguely reminiscent of Vergil's
treatment of Homeric themes in the Aeneid. This intertextual pattern in
the Centos is based on iconicity at the broadest level: as the theme becomes
violent, the poet scans the axis of selection for the appropriate signs, and
finds them most readily in the Iliad. Such intertextuality is also a factor on
a smaller scale in several other episodes. In the Slaughter of the Innocents
(301-339), for example, with its violent, even martial theme, thirty-two of
thirty-nine total lines come from the Iliad.

In this Chapter I use Cento similes as a platform for discussing
Eudocia's realization of Iliadic themes and the iconic and symbolic grounds
on which those realizations are based. The simile presents an interesting
case, for it is iconic by definition: it makes a comparison between two or
more objects or situations based on a perceived similarity. The use of
Homeric similes in the Centos adds as a third point of comparison the
Homeric context in which the simile occurs. That context contains the
object of comparison. The Homeric context with its object stand together (at
one remove) as an icon to Eudocia and can serve as an intertextual ground
for a symbol. Thus, the Homeric similes in the Centos contain within them
the grounds for their appropriation from Homer and, in absentia, their
points of reference in Homer. The semiotic process thickens. Consider
these examples:

(1) At 1519-1521 Judas enters the upper room for the Last Supper and

is indirectly compared to Sarpedon storming the Achaean wall:
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Pii & Tuev dg e Abav dpesitpopos, 8¢ 7 Emdeviic i 12.299
1520  Smpdv En xperdv, xéAeton 86 & Bupdg dyrfvap i 12.300
HiAwv terpricovta kol &g ruKkLvOV S6pov EABeTy. i12.301

He came on like a mountain lion when he's gone

without meat for a spell and his strong heart compells

him to make an attempt on the sheep and go for the sheepfold.
(2) Judas is indirectly compared to Hector standing his ground

against Achilles at Jesus' arrest in the Garden of Gesthemane (1643-1646):

g 8& Spdxav Emi yerfj dpéotepog Gvdpa pévior, 12293

BeBpaxdyg xaxd pdpuax’, E5v 5 1e juv x6Aog aivdg, i22.94
1645  opepdoaréov 8& 8édopkev EMooGevOg repL xe1: i22.95

@ ‘ap’ & y" GoPeotdv rep Exnv pévog oy dmexdper. 12296 1

You've seen a snake from the mountains wait for a man near
his hole,

glutted with poison, who, when fury comes dreadful upon him,

stares at you horribly, coiling himself around his lair:

Jjust so, with inexhaustable nerve, he held firm to his ground.

(3) At Jesus' arrest Judas is further compared to Ajax in his rush

against the Trojans to retrieve the body of Patroclus (1658-1660):

{0uoev 8 Sa mpopdy@v, out elkeAog GAxTv i17.281
xarpi@, 8 T &v Gpecor xbvag Badepotc T cdlnole i17.282
1660  pmidiag éxédacaoev, ‘GdAvEduevog Sid Bricooc. i17.283 t

He shot through the front lines, like a wild boar
in his strength, who scatters sleek, vigorous dogs
with no trouble at all, and escapes through the ravines.
In using these similes to describe the villain Judas, Eudocia disregards the

fact that in their original context the comparisons serve to enoble brave,

heroic actions. In her disregard, she is no respector of persons, but
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predicates the martial fury of both Achaeans and Trojans to the traitor
Judas without partiality.

Iconically, these similes are related to each other: each occurs in a
scene of violence, and makes a comparison between man and beast. The
wild animals with which the Homeric heroes are compared—lion, snake
and boar—carry largely negative symbolic connotations in Christian
discourse. The Devil "prowls about like a roaring lion" (1 Peter 5:8) and
deceives the first man and woman in the form of a serpent (Gen. 3:1). Pigs
are fit only for demonic possession (cf. Mark 5:11-13; Cento lines 960-972).
Thus, the identification of Judas with these animals implies that his
behavior is demonic. That this is Eudocia's interpretant here is suggested
by Cento line 36 (from the Fall of Adam and Eve episode) where the Devil
himself, the spdxav of Il. 2.308 (= line 34), is identified with a Cento
periphrasis used elsewhere only of Judas: ¢ xaxé =éAA’ Epdeoxev 66° oV
obumavtes ot GAou (11, 22.380). The biblical theme provided grounds of its own,
for the Gospel of Luke explicitly states that Satan "entered” Judas at the
Last Supper (Lk. 22.3). In these Cento similes we see the interpretant
processing Homeric icons (i.e. similes) as symbols for something larger
than the similes themselves. As Peirce was well aware "Symbols grow.
They come into being by development out of other signs, particularly from
icons, or from mixed signs partaking of the nature of icons and symbols”
(Peirce 1955:115).

Eudocia's symbolic use of animal similes extends once to Christ. At

the Crucifixion—predictably—Jesus is compared to a ram (épveréc) with a

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



158

two-line simile spoken by Priam of Odysseus in the Teichoscopia (for Christ
as an duvdg see e.g. Jn. 1:29 and 36, as dpviov see the Book of Revelation
passim). Those lines are followed, with considerable V-Effekt, by a line
from Odyssey Book 9 describing the Cyclops' favorite sheep (under which,
suggestively, Odysseus is hid). These three lines come straight on the heels

of a short simile comparing the Roman soldiers to wolves:

‘Spnotipeg’ § Etépwbev dubxAsov év peydporor. 022211%
{6voav & Adxoicv® Eoikdreg dpoddyotony. 117.725+5.782 t
apverd v &yd e Eloxo myeolpdAig i3.197

1865 O¢ T Gidv péya ndv Siépyeton dpyevvdov 13.198
dpverds Yap Env uirav 8 dpotog andviav. 09.432

On both sides of the palace, the perpetrators urged themselves
on.

They sprang forth like carnivorous wolves.

And so I would liken him to a fleecy ram,

who passes through a large flock of white sheep;

he was, after all, by far the finest ram in the flock.
In accordance with D'Assigny's Rule 3, the semantic accommodation of I7.
17.725 from "dogs" to "wolves" suggests its "Contrary” or "Opposite," the
lamb; that in turn stands to the interpretant as a symbol for Christ, the
paschal Lamb of God in Christian discourse.

In contrast to these examples of animal similes used as symbols,
other Cento similes, although transformed by their new context, retain
their original iconic qualities. For example,

(1) As they seize Jesus and whip him, Roman soldiers are compared
to the Myrmidons joining the fray (1820-1823):
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1820 avtixe 8 oprixecov Eorkbreg EEsyfovo i16.259
eivodiong, ol maideg éprduaivaoty E6ovrec. i 16.260
aiel xepropfoveg, 08¢ mt oixt’ Exovreg, 116.261
variogor. Euvov & xaxdv roAéeoor TiBeion. i16.262

Suddenly they poured out like hornets

At the wayside, which children enrage, as children do,
Constantly provoking them in their roadway nest,

The fools, causing a public nuisance for many.

(2) At 2154-2160 the soldiers guarding the tomb wake from sleep

before dawn with a simile describing the Achaean sentries in the Doloneia:

g 8¢ xdveg mept pijAa Sucapricavio v adAf i10.183
enpdg Gxovoavteg xpatepddpovog, 8c e xal' HAny i10.184
Epxntoa &' Gpeodr modlg & dpupayddc &X' adtd i10.185
avSpdv 118¢ xuvdv, Grd t ogoy Brvog SAmAev. i 10.186
2160 &g @V viidupog Brvog Grd BAspdpotiv SAMALL. i10.187

As dogs keep a hard watch over sheep in the yard

When they hear a dangerous beast clamber through the woods
And mountains, and there's a loud noise

Of both dogs and men over it, and their sleep is ruined—
That's how sweet sleep died in their eyes.

(3) In a piquant simile from the Odyssey, Peter is compared to
Odysseus camped out on the porch of his palace in Ithaca (1807-1811).

These lines describe Peter's remorse over his denial of Christ:

a & 6te yootép avip moAéog mupdg aiBoptvolo 020.25
gumeinv xviong te xal aipatoc Eveo kal Eva 020.26
1810  oidAAn, pdra § dxo MAadieton 6rTnBivon, 020.27
@ ap’ 6y EvBa ko Evea EAicaeto pepunpilav. 020.28

You know how a man rotates a haggis,
Stuffed with blood and with fat, over a blazing bonfire
Back and forth, anxious for it to be roasted quickly:
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That's how he tossed, turning things over in his mind.

In Homer the comparison of Myrmidon troops to hornets (exhibit 1
above) conveys the quality of their movement and demeanor as they
disembark from their ships. "This image of angry wasps makes an impact
on almost every level of the senses—audible, visual, tactile, and kinesthetic"
(Hofmeister 1995:311). Although here, as in Homer, the simile is predicated
of soldiers, the quality of the comparison has changed, acquiring its
significance from its new context: the hornets' "sting" is suggestive of the
pain of flogging that Jesus is enduring in this scene at the hands of the
swarming soldiers (1825 = II. 23.363; cf. Mk. 15:17-19; Lk. 22:63-65); the
chiidren who have provoked them suggests a reference by analogy to the
mob and their jeering condemnation of Jesus (cf. Lk. 23:23; Mt. 27:24).

In exhibit 2 the guards the Pharisees have had stationed at Christ's
tomb (Mt. 27:63-66) are positively compared to vigilant dogs. The point of this
simile appears to be to dispel rumors recorded in the Gospel of Matthew
that the "elders and chief priests,” upon learning that Christ's body was
missing, bribed the soldiers to say that his disciples had stolen the corpse
while they had fallen asleep on the watch (Mt. 28:11- 13; explicitly stated at
Cento lines 2088-2099 = I1. 24.71 + II. 24. 436). They were not in fact sleeping
(098E yap ebdoveg puAdxav fiyritopeg fsoav 2154 = II. 10.181), the simile informs us,
but were wide awake, when Jesus "easily escaped their notice" (psio. AaBdV
$Oraxdg T Gvdpog duddg te drovrag 2153 = I7. 9.477).

Underlying this apparently polemical intent, however, is a keen
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iconic awareness of context and detail. The simile is introduced in the
Centos by Il. 9.477 which describes Phoenix's pre-dawn escape from the
house of his father Amyntor, where he was kept under guard (¢5raxag Egov)
by his kinsmen for nine nights after a quarrel over his father's mistress 1.
9.470-1). Like Phoenix, Christ too is held captive by guards (¢vraxec) for a set
period of time ("two days and two nights" 2163-2164 = Od. 9.74 + I. 16.414).
The noise of wild beast, men and dogs in the simile suggests by analogy the
great earthquake attending the Resurrection (Mt. 28:2).

In using Od. 20.25-8 (exhibit 3) to describe Peter's remorse Eudocia
displays a deep Homeric awareness of human psychology. In Homer these
lines describe Odysseus' rage at the disloyalty of his serving women who go
out nightly to sleep with the suitors. In the simile he is both the haggis and
the man who roasts it as he wrestles with whether he should kill them on
the spot, or keep to his comprehensive plan for revenge (Od. 20.10-13).
"Disloyalty” is also the point of the biblical theme—of which the protagonist
himself is guilty; thus, instead of indignant rage we have remorse. The
simile is used in the Centos as an icon for the nausea associated with
remorse: the churning and burning of a stomach (yostépe) "filled with blood
and with fat."

As in (2), other iconic details link this biblical theme and the Homeric
context: the presence of serving women (a rmsioxn interrogates Peter at Lk.
22:56), the time (after dark), and the setting (both scenes take place on the
porch or forecourt of a palace: &v mposépd Od. 20.1; Jn. 18:16 npdg Tii 80pq EEw;

Lk. 22:55 &v ptog tiic addfic). Place, occasion, physiological symptom: not only
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is Peter's remorse "like" a sizzling haggis and the man who impatiently
waits to see it done with (i.e. "cooked"), his larger situation is "like" the one
Odysseus faces in Ithaca. In fact, the whole Cento scene is introduced by
the opening verses of Odyssey Book 20 (verses 6-7, 9, 10 and 13 at Cento lines
1768-1770 and 1789-1790). As recent empirical studies of the role of context
in memory-recall attest, "what is remembered is not a word, but an
experience” (Baddeley 1990:285). For Eudocia this is the experience of
reading; the fruit of her experience here is a brilliant transformation of an
already ingenious simile.

At Christ's death and burial the use of similes is more involved:

(1) The soldiers presiding over the Crucifixion are compared to a

mass of Achaeans who crowd over Sarpedon's body as the Trojans try to

recover it (1936-1938):
ol § odel mept vexpdv dpieov, dg dte pvion i16.641
otadpd ‘ent’ fpoptwot repryAayéog kot REAAOC, i16.642 1
@pn &v elopvij, e YAdyog Gyyea Sever. i16.643

They were gathered around the corpse like flies
In a barn, buzzing over the milk pails
In springtime, when the milk splashes in buckets.

(2) In bringing the body of Jesus to burial, the disciples are compared
to the Danaans carrying the body of Patroclus away from the battle line

(2077-2081):
ot & dc 6 fuiovor kpatepdv pévog dugiBarbvreg 117.742
EAkwo’ €€ Gpeog katd ranradeaco Gtaprov, 117.743
1 Soxdv 1t 86pu pbya viiov év 8 te Bupude i17.744
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2080 tefped’ Opod xopdre e xal 18p@ orevdSvIESOLY: i17.745
@ ol ¥ éppuepadte véxov ¢épov abtap Brepbev’ i17.746 t

As mules clothed in their full strength

Haul a beam or a huge plank for a ship

Down a rugged mountain path, and their hearts

Fail as they hasten with the toil and sweat of the work,

So did the two of them strain to carry the corpse.

Here, unlike the animal similes discussed above, the context is
respected. The first simile equates Jesus with Sarpedon—in spite of the fact
that Judas had just been compared to him at 1519-1521. The context and
perspective, however, have changed and with it the character's iconic
potential: Sarpedon is now noble in death where he once was (symbolically)
a demon in life. The dead Sarpedon has other iconic qualities to
recommend him as well: the beloved of Zeus, over whom he weeps tears of
blood (ZI. 16.459), Sarpedon is saved from the shame of death (though not
actual death) and whisked away to Lycia for an honorable burial (I. 16.667-
83). In fact, when Zeus sees that the warrior's fate is near in his duel with
Patroclus, he is tempted to save him, like Jesus, from death altogether,
though Hera dissuades him from this unprecedented course of action (L.
16.440-58).

The simile involving Patroclus (exhibit 2) brings the scene of Christ's
death and burial (2030-2086) to a close, yet like a hypertext link, opens up
other windows connected by images of death. This vignette of Homeric

Pieta deserves our closest attention.

The episode begins with three lines describing how two disciples haul
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Jesus' body from the cross like a fallen soldier from battle (2030 of Teucer;

2031 of Patroclus):

2030 ‘16vd Gp' Emar8 Hrodivte S¥w Epinpeg Etaipo, 18.332
xdtecav év Asyéeoor Ao § dudéotav Etaipot i18.233
pupduevor- Badepdv 8¢ xateiBeto Sdxpv raperdv. 124.794

And then, supporting him, two faithful companions

placed him on the bier, while his companions, his friends,
stood around

grieving; and a fresh tear fell from their cheeks.

Structurally this episode unfolds as a Homeric burial type-scene
(Edwards 1986:84). Eudocia's book- and episode-favoritism points
specifically to the deaths and burials of Patroclus and Hector, where the
intertextual connections between Homeric sign and biblical theme are
particularly strong. A series of fitting verses are taken from Iliad Books 18,
19 and 24 (2030-2039) which describe the preparation of the bodies of Hector

and Patroclus for burial and their magical preservation from the rot of

worms and flies:

Gl 8& v ¢dpog xaAdv Bdrov 18 ptdver 124.588

&v Agxéeaon 8t Bévteg Eave ATl xdAvyav i 18.352
2035 &g mdSog Ex KepaATiG: kaBVmepBe & Pdpei Asvkd. i18.353

&v & arethdg rAficav dAeidatog Evvedporo. 118.351

‘GAAG YEp' 008 T ot pdx orireTo, 0VSE v edAod 124414 % t

€oBovua’, o Pd T Pp@Tag Gpniddrove xatESovay. 124.415

oiel 1@d Eoton xpaxs Eumedov 1 xad Gpetov. i 19.33 %

And they tossed a fine cloak and tunic around him,

set him out on a bier, and covered him with soft linen

from head to foot, with a clean cloak underneath.

Then they stopped the wounds with an oil aged for nine years.
His flesh, however, saw no decay, nor did the worms
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consume it, who are otherwise wont to devour men slain in

This n:);atgeilesh will always be intact—even firmer than

before.

Like Sarpedon, Hector is a Judas in actual battle, but becomes a
powerful icon for Jesus in death: his feet are pierced (II. 22. 396-7) and his
corpse is stabbed with spears (Il. 22.371; cf. Jn. 19:34 and Cento lines 1951-
1955 =1l. 21.60-3). The connection between the two characters is explicit at
1930-1931 where Christ gives up the ghost in lines describing the death of
Hector, the breaker of horses (Il. 22.361-2). Both tragic heroes die naked
(1875 = II. 22.510) and taunted to the last (1956 = II. 22.375).

In Homer the bodies of Hector and Patroclus are miraculously
preserved, by Hermes and Thetis respectively. In Eudocia's activation of
this theme, lines referring to both Homeric scenes come to mind, one after
the other (2037-2039). At one level, the lines are used here as an icon for the
"natural” consequence and intended purpose of the wraps, herbs, perfumes
and oils used by the women in the preparation of Jesus' body (Lk. 24:1; Jn.
19:39-40; Mk. 16:1). However, given the praeternatural quality of their
preservation in Homer and the interpretant’s grounding in Christian
discourse, there is surely also a symbolic reference to the belief that Jesus'
body did not decay, in fulfillment of several Old Testament prophecies, for
example, LXX Psalm 16:110, quoted as a Christian prooftext at Acts 2:27 and
13:35: "For thou wilt not abandon my soul to Hades, nor let thy Holy One see
corruption (5iag8opdv)." In the Centos this theme foreshadows the

Resurrection, as the retention of the future tense éota. at 2039 suggests.
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Mary’s lament over her dead son (2040ff.) continues the structural

intertextuality of the larger scene, and builds on the comparison of Christ

with Hector and Patroclus in accordance with D'Assigny’s Rule of

Contraries and Opposites: she embraces and addresses him as Briseis does

Patroclus (2041-2042; 2064), weeps for him as Thetis for Achilles (2044, 2048),

faints, recovers and pronounces a moving elegy like Andromache at

Hector's funeral (2046; 2058-2061; 2065-2067 ), and mourns her son's trip to
Hades as Anticleia does Odysseus' (2049-2051; 2062-2063). The passage runs

thus:

2040

2045

2050

2055

2060

uimp & 1 v Enxte xai Etpede TuTBOV Edvra,
apd’ avtd yopévn My dvexdive, xepot 8 duvooce
otifed T 18 droAnv Seipriv i8¢ xaAd rpdowna.
ExndryAog Yap nonddg 68vpeto olyopsvoro.
08V 8 xaxvoaca xdpn AdBe nonddg Eoio.
apppdoron & dpa yoiton Eneppdoavto Gvaxtoc.
v 8 xat 0BoAuDY EpeBevvi) VOE ExdAvyev.
GAL" Bt &1f p° Gyrvoto, Kol &g dpéva Bupde dryépén,
xodi § dAodupopév Emea nrepbevta rpoontda,
"téxvov eudv, i HA0eg tmd L6dov fepbevia
Ladg Edv; yahendv 8t 168e Lwoiowv dpacsa.
OTpoL TéKVOV EpdV, TEPL TAVTIOV KAUUOPE POTAV,
rdG Gv EnELT Gno Gelo, ilov téxog, adbt Auroipumv;
i Yap &y, ¢ide téxvov, 1w; ted Sduad’ Txopon;
rdg ETAng “Aidbode kateAépev, Eved te vexpot;”
Ot 8& mondt ¢iAg BdAe mrixee Sdxpu yéovoa™
xvooe & pv xepodrfv e Kol Gpo® ddeo xoAd,
X€lpag T duotépag Boepdv 8¢ ol Exneoe Sdxpu.
"*tékvov’, &uol ye pdAota Acketyeton GAyeo Avypd.
0V Ydp pot Bviiokwv Asxéwv éx xeipag Gpekac.
008 71 pot elneg TuKIvOV Erog, od Tt kev adel
Hepviiuny vikTdg e kol fipata Sdxpy yéovoa.

023.325
119.284
i19.285
0 15.355
i18.71
i1.529
122466
05.458
118.72

0 11.155
011.156
0 11.157
19.437

0 15.509
011475
01738 1
017.39
016.16
124.742 1
124.743
124.744
124.745
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GAAG pe 066G e mG00G Od T pridear, ‘PariSipe vid, 011.202
o T Gyavodpooivn peAindéa Buudv arnipa. 011203
1 0" Guotov KAaie tedwméta pefAryov adei. i19.300
2065  viv 8 ob pév ' " Aldoo S6poug tmd xevBeot yaing i22.482
Epxeon, crdTap Eut oTUYEPQ EV mEVEEL Asinerg.” i22.483

The mother who bore him and nursed him when he was
young,
pouring all over him, raised a sharp cry of lament, and with
her hands she tore
at her breast, her supple neck and lovely face,
for she was struck with grief over her departed son.
She wailed bitterly as she took hold of her son's head,
while the ambrosial locks of the Lord flowed down.
A night as dark as Erebos covered her eyes—
but once she regained consciousness, and her spirit returned
to her chest,
she uttered winged words, afflicted with grief:
"O my child, how can you have gone down to the nether
gloom
and still be alive? This is a difficult thing for the living to see.
Oh my child! more fated than all mortal men.
How can I possibly remain, separated from you?
Where will I go, my dear child? to whose home?
How have you dared go down to Hades, where the corpses are?"
She threw her arms around her dear son, weeping,
and kissed his head, the area around his handsome eyes,
and his two hands. A fresh tear fell:
"Child, for me grievous woe remains.
For in death you do not reach out to me from the bier.
You did not utter a pithy saying that I could always
remember, as I weep night and day.
But my longing for you, your counsels, shining son,
and your gentle manner has begun to steal my sweet life away.
I mourn you, motionless, dead and forever mild.
But now to Hades' home, in the recesses of earth,
you go and leave me here in awful pain."

The comparison of Mary with Briseis and Andromache follows from
the intitial comparisons of Christ with Patroclus and Hector. With Thetis
and Anticleia Mary shares the additional attribute "mother" and the iconic
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quality "grief." The former comparison implies "child" or "son,” and this
in turn generates several miscellaneous lines with that icon: 2043 = Od.
15.355 (of Laertes grief over his son Odysseus), 2052 = II. 9.437 (Phoenix
pleading with Achilles), 2057 = Od. 16.16 (Eumaeus embracing Telemachus
"as a father does a son"), 2071 = Od. 16.220 (describing the joy of Odysseus
and Telemachus as they are united as father and son). All these
appropriations depend upon the Rule of Contraries and Opposites, and, as
seen in an earlier chapter, are linked together by the key-words téxvov and
noic.1

Cento similes reveal Eudocia's intercontextual thinking as it
processes signs from the Iliad en bloc. However, her use of Iliad lines is by
no means limited to similes. Many scenes are realized with individual
lines or series of lines from the poem of force. Cento healing episodes
especially are populated with lines taken from Homeric battle type-scenes.
The sick are described as wounded heroes; Christ and his patients are
consistently compared to warriors locked in battle. In Jesus' encounter
with the the demoniac of Gerasa, to cite but one example, the possessed
man is portrayed with lines describing the furious fighting of Ajax (926;
935-937), Athena's entry into battle (927-928), Bellerophontes' mad
wandering (929-930), Hector foaming at the mouth (932), and Achilles
ignited to fury by the sight of his new armour (933). This depiction of

demonic posssession reflects biblical details (foaming at the mouth;

1 On Mary's lament over Jesus in late antique and early Byzantine literature
see Alexiou 1974:62-78.
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unusual gait) and clearly has been influenced by accounts of possession
from other sources as well (e.g. wild hair; fiery eyes; sweating; heavy

breathing) (cf. Makris 1995):

¢oita & poxpd Pipag, povi 8 ot aibép’ ixdvev. i 15.686
otag § Ste pkv mopd tdppov dpuktiy teiyeog éxtée, 120.49
Mot &' dxtdav Epdovrav poxpdv diter. 120.50
fiToL & xax nediov 0 dArfiov olog dAdio, i6.201
930 v Bupdv xatéSwv, ndtov dvepdrav dAestvav, 16.202
Snpdv txéuevos: oTuyepds 8é ot Expac Sodpwv. 0 5.396
aprororpds 8¢ mept o yiveto: 1o 8 ot dooe i15.607
detvov Omd BAeddpav o el oéhac Ecpdaveey. 119.17
xoito & Eppdovro petd mvoing avéuoto. 123.367
935  oiei & dpyodé Exer doBpan- xad 5 ot 15pdc i16.109
rdvtolev éx ueAémv moAdg Eppeev, 008 iy lyev i16.110
Gurvedoon® mavtn 8 xaxdv xoxd Eotipikro. i16.111

And he came on with huge strides; his voice reached to the sky.

Taking his stand near the pomerium, outside the wall,

He shmlJlts now and again a long distance along the roaring
shore.

He wanders alone over the wandering plain

eating his heart out, avoiding the beaten path of men,

and has been wasting away for a long time. The heinous
demon attacked him,

and started to foam at the mouth. His eyes blazed

wickedly under his brow, like lightning.

And his hair tossed about with a gust of wind.

He kept panting terribly, and sweated profusely

all over all of his body: he couldn't catch

his breath. Evil through and through.

Christ meets this opponent, cast as a raging Homeric warrior, with
vaunts typical of the Homeric hero. He boasts like Achilles over the doomed
Asteropaios (948-949), provokes his enemy as Ajax does Hector (950) and
threatens him as Menelaus does Euphorbus (954-956):

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



170

tig eV €ig AvSp@v O pev EtAng dvtiov EAGEiV; 121.150

dvotivav & 1 naidec Eud pévar avubaot. i21.151
950  Sonpdvie, oxeddv EABE- Tin derdicoem ‘otitax; i13.810@

Snpdwie, ¢Bicer ot 10 odv pbvos: 008 Edeadperg i6.407

avdpa yépovta §in dpriuevov, f v ixdver, 018.81

Ko pdla telpdpevov, kal Evi ¢pect révBog Exovra 07218

@ Bnv xai ooV Eyd Aom pévog, &l ké pev dvta i17.29
955 otming, GAAd ¢’ Eywy' dvaywpricavia keAsbo i17.30

&G TANBLV iévan- und dvtiogiotas’ &usio. i17.31

"Where are you from, you who dare to engage me?
I assure you, only the children of unfortunate men encounter

my strength.

Demon, come close; what are you afraid of?

Your own strength, demon, will destroy you; have you no pity

for an old man worn out with the misery that came his way,

completely tired, with grief in his heart?

Yes indeed, I will undo your strength, if you would stand before

me; but I command you to return to the crowd. Do not stand in

my presence.”

Appropriate to their context in Homer, the appropriated lines are
linked together by the key-word pévoc "strength.” The word doapdwie at 950-951,
a characteristic Homeric form of impolite or coarse address, is used
catachrestically by the poet here, as elsewhere in the Centos, for "demon;"
this verbal icon is the basis for the generation of two successive lines, and is
reinforced symbolically in that the identification of the Homeric gods and
heroes with biblical saigoveg (based on the lexical match) was a topos in
Christian apologetic.2

These are only a few of many Iliad appropriations. What is clear

2 E.g. Clement of Alexandria Protrep. 4.55.4-5 (citing Il. 1.22); Justin Apol. 1 5,9;
Apol. 2 5; Athenagoras Leg. 23-27 as cited in MacDonald 1994:20; 29.
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from these examples, however, is that Eudocia's assimilations are not
based on a simple evaluative formula: X is "good,"” Y is "bad.” As we see
from Christ's response to the demoniac, the referents in Cento
appropriations are not stable, nor the grounds for comparison consistent:
Judas, the demoniac, and Jesus are all compared to Ajax; both Christ and
the demoniac are compared to Achilles; in the earlier examples both Christ
and Judas were compared to Hector. The referent alone is no reliable guide
to interpretation, because in Cento intertextuality there is no one-to-one
correspondence between Homeric and biblical characters. The grounds for
comparison are variously tied to attribute and function. Sometimes the
context suggests or reinforces one or more grounds; other times the ground
itself overrides context, leading to V-Effekt.

Eudocia's activation of themes in her parole re-generation of
Homeric verse throws the intertextual and semiotic aspects of Cento
composition into high relief, and calls attention to itself as a powerfully
comparative reading of Homer and the Bible unique to late antiquity.
Eudocia's assimilations are not allegories, not even her realizations based
on symbolic grounds. They do not, in Northrop Frye's definition of allegory,
“smooth out the discrepancies in a metaphorical structure by making it
conform to a conceptual standard" (Frye 1982:10). It is not the case in the
Centos, as it was for pagan and Christian allegorical readers of Homer,
that "The 'secondary’ level of meaning is obtrusive and takes on a greater
importance than the action itself, which has lost all claim even to a
coherent 'surface’ meaning" (Lamberton 1986:146). In the Centos the
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surface meaning is not obliterated; discrepancies are allowed to stand;
indeed, they are fostered by the very act of appropriation, sometimes
multiplied, as we have seen, by accommodation.

Eudocia is essentially a comparatist—a careful reader with an
excellent memory who delights in the workings of plot and character. Her
Centos are an act of Homeric and biblical interpretation in which surface
and symbol possess equal validity. Her art "is at once Surface and Symbol,"
the product, we might say, of an "anagogical" reading of Homer, in the
sense defined by Dante (Convivio 2.1), whose validation of both surface and
symbolic meanings stands in a tradition of poetic theory stretching back at
least as far as the philosopher Proclus, Eudocia's younger contemporary
(Liebescheutz 1995:196-7; Sheppard 1980:162-202).

Like the Cantos Eudocia's Centos are at times "mannered, allusive,
enigmatic, esoteric;" yet like Dante, Eudocia "clearly invites the reader to
come at their ultimate meaning through a surface that is, within the limits
of a very conventionalized mode of representing reality, real” (Damon
1961:334). As Dante himself declares of his own work, the sense of poetry,
though "real,” "is not simple, but may rather be called polysemous, that is,
of many senses. For the sense that is gathered by the letter is one, and the
sense that is gathered by the things signified by the letter another" (Dante
in Wicksteed 1903:66). Roman Jakobson explains that this is so because
"The poetic function projects the principle of equivalence from the axis of
selection into the axis of combination." "Similarity superimposed on

contiguity imparts to poetry its thoroughgoing symbolic, multiplex,
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polysemantic essence.” In the generation of poetry, to quote Jakobson's
well-known slogan, "everything sequent is a simile" (Jakobson 1958:358;
370).

That, I suggest, is the poetry of the Homeric Centos, a rhapsodic,
parole re-generation of Homer within the larger context of late antique
aesthetics, where, in the words of Michael Roberts, "Fragments of earlier
poets, invested with brilliance and color by their original context, are
manipulated and juxtaposed in striking new combinations, often exploiting
the contrast with the previous text in sense, situation, or setting”" (Roberts
1989:56).

The Iliad and Odyssey are a Bible of human experience. Somehow
they contained all Eudocia needed to tell the Gospel story. Whenever and
wherever Eudocia needed to express greatness, pain, truthfulness, deceit,
beauty, suffering, mourning, recognition, understanding, fear, or
astonishment there was an apt Homeric line or passage ready in her
memory to be recalled. As Robert Wood concluded in his great Essay on the
Original Genius and Writing of Homer,

The more we consider the Poet's age, country, and travels, the more

we discover that he took his scenery and landscape from nature, his

manners and characters from life, his persons and facts (whether
fabulous or historical) from tradition, and his passions and
sentiments from experience of the operations of the human mind in

others, compared with, and corrected by his own feelings (Wood
1775:294).

That poet was also Eudocia.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



APPENDIX I
LIST OF HALF-LINES

a. Half-lines joined at the weak penthemimeral caesura:

33 AoicBog avip dprotog: | Eixto & Béoxerov adTh. i 23.536+107

121 mdvteg & edyetdmvto | xehoavedét Kpoviaw, i 11.761+1.397
384 xéxAvte pev ndvreg udodv T ed yvare Exootoc. i 19.101+84

1274 “Spvvln, und En xeioo.” | oéPag & Exev eicopdavtag i 18.178+03.123 %+
1392 ‘xad 8¢ érog nepixaAdic| 6 ol maddundnv dpriper, i11.632+3.338
1548 1ueig Sk dpalucd’ | Srac Eoton tdde Epyor, 023.117+17.274
1739 d dpa 7ig eineoxev, | 6 & odk Eundleto pidav, i 4.85+017.488
1796  xepoi xatanpnvéoot. | Séxpua 8¢ ExPale Oepuc, i 15.144 +0 19.362
1840 G dvayoacodusobo, | ‘800 & dAeducta piviv. i 7.26445.34 %
1597  ‘xod 167 Gp® Gyyehog MiAGev | G’ ovpavod dotepdeviog i 2.786+19.130
206  xoproAipng § Tfigev | éni x86va novAvBdtElpav i11.118+619

b. Half-lines joined at the strong penthemimeral caesura:

207 ovpavéBev katofds | S odbépog drpuyétoro, i11.184+17.425

214 avdpi ¢iAe Eropov™ | 6 8¢ v rpdpav tntdexto i 14.504+49.480 * t
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APPENDIX 11
LIST OF LINES WITH NO EXACT
EQUIVALENT IN HOMER

a. Cento lines with no exact equivalent in Homer:

258 tv8 dmopeBépevog npocédn xiipuE meioTivap, cf. 02.38
449  fuog & dp' 8 v Ehovoato v rotopd BaBudivy, of. 0 6.210
473 odTap &Y peydAov Beod eldyopen Eupevon vide cf. i 21.87
599 @ ¢dro. Tiv § draunpdéuevoc npocéancy Eregor, cf. 0 16.193
667(= 846) @ ¢dto" 100 & ExAve péyag Bedg evEopévoro. cf. i 1.453
970 xolpov T SAAvpEVaV dyeA@V TE OKISVOUEVAGY. cf. 0 10.123
1397  d8dvator § elev xai dyripaot Tipata rdvro cf. 0 23.336
1757 adtap 6y év mpoddpuoion kabfioo Yépav dhbéponc cf. 0 2.157
1898  EpZov 6 mep &1 ToL vdog drpdver kol Gvdyer. cf i15.148
1926  ioxeo, pnd Binv ticong drepnvopebvrav cf. 023.31
2082  yxepoi péyav Aifov Aeipavtéc te rpooétnxay, cf. 09.240
2136 dg Gpar uv mpocéeLney Gvak dvépav ' Aidavedc, cf. i 20.61
2320 i dpa dpovifoavTeg dréotacoy GAARAOLY. cf. i 13.708

b. Hemistichs with no exact equivalent in Homer:

771 Bii & Tpevon mpotépax. Etépnen 8 Adieto Métpov, cf.0 2.298+i 16.734

841 1 3n6a otpedyecbon Y dpnuévoc aivij. 0 12.351+ cf. 18,51

119  olovér fjuap dyyot Bedc rdvicoov avdoowy. 0 18.137+¢f. i 1.288

1918  ioxeo, undt neproBevéav nAticeo 0vode, cf. 022.367+368

2232 &nv § avég xai dvaudor Epéotacav GAAGAOLY. cf. § 9.30+i13.133 %
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PART II
GREEK TEXT
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Die Zentonen als spezielle Form der spitantiken
Homerrezeption erwiesen sich als der Interpretation ihrer oft
nicht anerkannten dichterischen Méglichkeiten durchaus
zugénglich—dann sind sie doch wohl auch eine Edition wert!
Denn die frithbyzantinische Bibeldichtung kann dem
Theologen, Komparatisten und sich auch dem Philologen ein
wenig bebautes Arbeitsfeld eréffnen—sofern dieser sich nicht
als Zensor im Namen einer klassizistischen Asthetik versteht.
(Smolak 1979:49)
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NOTE ON THE GREEK TEXT

The basis for this new edition of Eudocia's Homeric Centos is set out
in detail in Usher 1997, where the reader will find a history of the text and a
list of the principal manuscripts and editions. Essentially, I transcribed the
Greek text of the poem and Eudocia's Prologue from Mt. Athos manuscript
Iviron 4464, and collated it against a copy of Stephanus' 1578 edition of the
poem.

The sigla and apparatus used here are described and explained in

Part I, Chapter II of this dissertation.
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eipatd v EEnuotBa Aoetpd te Beppd kol edvad.
ndvteg § evyetémvto xehonvedél Kpoviaw,

101 @ Omotapropiolg, of Tirive kadéovion
‘oxéthon’, ovte Slxog ed eiddreg obte BémoTac,
avpag pkv xteivovet, néhv 8 e ndp Guadiver
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oi & fyov piv pijra, ¢épov & edrivopa olvov.

oL § én’ Ovelad Etoipa mpoxeipeva yeipag iaAdov.

0i& o pkv Gitov Exov xod olvov £puBpdv
dodvovt' - 008€ Tt Bupdg £8eveto dontdg Eong.
Santopdveg 8 Gva Sdpat’ dxovdlovton GorSod,
mivovTeg xal ESovTeg Ennetavdv yop Exeoxov
Saivove E{éuevor: émi § dvépeg EabAot Spovto
otvov olvoyoedvTeg i ypuokorc Sendeaay.

@¢ ot piv Saivovto ka8 dyepedes péyo Sdpa.
moAAOG § ipepdevta xopdv repictad SuAog
teprduevor petd 8¢ odv EuéAneto Belog Gordde
doppifav- dord 8 xvfiotriipe xat' avtode
HOAriiG EEdpyovTeg £Sivevov Katd péccouc.
EvBa. piv 1ii6eot kol mopBivor dAdesiBoron
opxedvt, dAAfAav ént xaprd xelpag Exovec.
T@v § od pkv Aentdg 086vag Exov, ol 8¢ yrtdvac

561 mivovteg 568 mpotiBev tor &

i23.32
123.33

0 8.470
18232
i 4.345

i 4.346

0 1.109
0 13.72
o1.110
0 1.111
olll2@
0 4.622
o 1.149
0 12.327
i 1.468 %
09.7

0 7.99
03471
03.472
04.15
118.603
0 4.17
04.18
04.19

i 18.593
i18.594
i 18.595
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585 ot Evvviitous, fixa otirBoviag Eaig. i 18.596

“fuog’ 8 &x xepdpov pédv mivov toio ‘Gvaxtog’, i9.469 1 %
olvov & ¢ervioxovres, drépPiov tEadriovteg, 014.95 %
Eved ot fiméSawpog &vavtiov fjAvee pwitmp, i6.251 %
&v v dpa ol ¢b xept Erog v Epat’ Ex T Gvépalev: i 14.232
590 "téxvov), énel Tol Sdke Bedg péyedic e Biny i7.288 1
otvov &v dpudrgopedot Suddexa naov dgiosoc, 0 9.204
Saivy Sedta yépovorv- Eouké tot, 0f oL derkéc, i9.70
& Gv poL v peYdAnv kod kBog Gpoto, i16.84 %
1} e xal éocopévoron puet GvBpdroot méAntan. i3.287
595 ®acd tol €06’ Urode&in, roAieoon § Gvdooelc. i9.73
&v 8& xpntiipés te xod Gudrdopieg Eaon, 0 13.105
év & $8at devdoviar Sto 8 vé Gdpon eioiv. 013.109
GAL’ Gye pou 08¢ einé, i 1ol dpeoiv eideton elvon;” i24.197
@ ¢dto. v & dmapaBéuevog tposéeainey Enecor, cf. 0 16.193
600 "téthob, pfitep Eun, kol dvdoyeo xndopévn mep. i 1.586
odvdg Ydp | adTév Ye pévog kol Bupde ikdver. i24.198
ToLydp ydd Tot, piijtep, GAnBeiny xotoAéEwm. 017.108
dpn piv roAbwv pilav, dpn & kol Epyov'.” 011.379 t
adtap 6 xnpixesor Ayudddyyolor kéAevoe, i2.50
605 "kaprodipeg pot, ‘¢ida Téxva, kprinvar EASmp. 03418 1
Epxecbe xprivnvSe, xod oicete BGoo0V idveg 0 20.154
“Vwp &x TNYGV, 58ev LSpevovtan moAiton." 07.131 %
@ E¢ad’, ot §' dpa 10D pdAa piv Khdov #8 EniBovio 0 15.220
dcddexa § EumAncav xai ndpacv fpcav dravrac. 02.353
610 abTap & Bupdv Exav Sv xaptepdv, dg 1O mdpocg rep, i5.806

586 moAAdv..¥épovtog 590 Alav 597t 601 dvaye 603 Gmvov 605 téxva diAa
607 rpog 3duov HymAdv

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



eUxeto, Xelp’ Opéyav eig odpavdv dotepdevia. 0 9.527

oK’ Erertd: ot olvov év dugngopedorv Ghuooev. 0 2.379
avtap énel B événxe xédevoé e oivoyoficam, 0 4.233
xodpot ptv xpntiipog éncotéyovto noToio, i 1.470
615  olvov § &x xpntijpog dguoadpevor Sendecory, i3.295
‘kipvav' veixea toALd Sikaloptvav aiindv, 012.440 1
vounodv ‘=¥ dpa rGow EnapEduevor Serndeooy. i1471 ¢
@ téte piv mpdrav fuap &¢ HéMov xatadivra, 09.161
€lato Soavipevol kpéa T doneta kot péBv 150. 010.184 %
620 ot & eig dpymotiv e kol ipepdecoav Gordty 0 1.421
Tpeydytevor téprovTo, pévov § énl Eomepov EAGELV. o0 1.422
ol & tepropévoror pérog eni Eonepog HAGe: 0 1.423
avTap énel ndoLog kal E5ntdog EE Epov Evro, o0 1.150
HoAstiig Te YAUKepTig kal dubpovog dpynéuoio, 0 23.145
625  ¢dpuryydg 0, i danti cuviiopdc Eom Basin, 0 8.99
dvoetd T fiEMog ox16wvTS e Taco dryvted, 0 2.388 %
xoitov 1e pviicavto kol $mvov Sdpov EAovro. 0 16.481
nepi 100 ropaAvtov
fiog 8 fiptyévera ¢dvn pododdxtuArog *Hex, 021
Bl p O pv éx Baddpoto Bed) Evariyxiog Gvenv. 025
630  fA8e & &m mrandg movsruog, 8¢ xotd doTv 018.1
KElT SAynreAfov, kdpatog 8 v aivoe ixavev 0 5.457
TPNT0iG év Agxéeoow, i aifovon épidoine, 0 3.399
ddxpuot kol otovayfior kod GAyEot Buudv Epéxnv, 05.83
1o terpdpevog,” yoderdg 8 € Seopdc Edduva. 5.391 f %

616 xpivav 617 8" 634 1ion om. Iv
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GAL" ob ydp ol & fiv ig Bumedog 0v8é T Kixu,
oin nep mdpog EoKeV EVL YVOTOioL péAecoy.
008 9pBdg ‘Sovaro atijvan® moctv 0vde véeoBo

oixad', 6ny ol véotog, énel $ida ‘yodva® AéAvvtan.

‘keito §'* dortog, Froostog Edntdog 1 motiitoc.
00 7 piv daoiy poryépev xod mépev atroc,
008 émi Epya i5€iv, dAAG otovayd 1€ 6@ te

"KELT0" O3VpduEvog PBLVI0aL & dud’ doteddn xpdc.

» ' o

GAA" Gte 81 yiyvooke 8eod yévov ‘aitv® Edvra,

epxSuevov npordporBev duiiov paxpd Pipdvra’,
oV ukv Eneld’ dmodive S epinpeg Etoipot,

‘avtob Kev® mpondpotfe noddv ‘BdAov’ v xovinot.
daxpud ‘T ExBake ‘MOAAG™ Erog § dAodudvdv Eetnev

[veréBev éx xpading: 008 &v péccoroly dvootdc.]
xod v ¢ovijoag Erea ntepdevia rpoonvda,

"ob8a & T gpovéerg teAboon 3 pe Bupdc Gvayev.”

EEadng ‘S Entecorv® duearBéuevog rpoctetney.
"KAD6L pot & xB150g 0edg TiAubeg. 0b Yap Eud ic
Eof' oin ndpog Eoxev eVl Yvauntoion péecorv.
0V YGp Ent odpxag T kol dotéa Tveg Exovan,
xod pévog ov téoov Jorv Vi amiBecory Epdion.
EtAnv & ol 0% b g EmyB6wiog Bpotdg GAkog.
ool Yap £yd xai Ererto Suopmepic fijpata ndvta
ebyopon dg e 8ed) xad oev Pila Yodvas ixdve,
mOAAG mOBGV* vV ad pe Tefig év xepotv E8mxo

011.393

0 11.394
018241 % @
018242 @
04.788 t

0 16.143
016.144
016.145 1
i6.191 1
i3.22@

i 8.332
113.205
019.362

i 10.10 +1.19.77
018.104

0 5.89
021.206
022621 +i 11.668
i 11.669

0 11.219

i 19.202

i 24.505

i 16.498 + 499
0 13.231
i21.82 %

637 otfivan SYvaton 638 yvio 639 kelt dGp 642 fioton 643 v 644 BiBdvra
646 “Extopt 8¢..néoev 647 §'..0epuct 648 om.Iv 651 ooe Enecouy aut Hv Enecory
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avtdg 8, af k' £6EAYG, ifjoean, 008 Tig GAAoG
Yiipog Gno&ivoag Bricar véov fodvra
@ ‘Gva, €18', dig Bupdg EVi oTriBecon ¢iAoay,
g vov 1iBdoyn, Bin 86 por Euneog ein.
youvoipal ‘oe Gvak), o 8 |’ aideo xad ' EAénoov.
avti ol eiy’ ixéroo, Sotpedes, aidoioro.
RGP YGp S0l TPdTR TaoEUNY Anptitepog dxTiv.”
@ ¢dTo* 100 & ExAve péyag Bedg edEapsvoro.
debrteptiq Ede xepdg Enog T Edat’ Ex T dvépalev
"& 8eil’, § pdda 51 oe Kydveton aimde SAeBpoc.
GAX Gocov piv Eyd Sdvopon yepoiv e rooiv te
xoi oBével, 00 o En gl pebnoéuev 008 APardv.
ottm 51 olkdvie ¢idny &c matpida yoiav
Gy GmovosTHoELG, el xat pdAa ToAAG RérOVEO.
Gpoeo, xvuAiombdiov, udv téxog. Gvia oéBev yip
0% g dvip rpondporle paxdptatog odT Gp’ dmiccw
G’ Geye 81 o€ xaxdv éxddoopm 18 codow,
Sépa YV kath Bupdv, dtdp einnobo kol GAA,
@ KoKoepYing edepyeoin péy dusivav.
GAX dva, und En xeico. oéBog 5 oe Bupdv ixéoba.
ToLYap Eyd tou todta petaoctice: Svvapo yap."
odya 8& xmpixeaot Aiyup8byyorov Eenev’,
"® ¢idot, odk &v 81 Tig Emi PnGévn Sixad
avupioigéntecorxadantdpevocyodenaivor.
uité T tov Efivov otuderilete prité v’ dAdov.”
@ eindv Eunvevoe pévog péya. v § GpbBuvev:

662 yépov 663 1= 664 " AAeD 681 kéAevoe
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09.520 %
19.446 %
i4.313
0 14.503 ¥
121.74
121.75
i21.76

cf. i 1.453
i7.108
i11.441

i 20.360
120.361
12174
013.6 x
121.331
011.483
0 10.286
022.373
022374
i18.178

0 4.612
0261

0 18.414
0 18.415
0 18.416
i15.262+572
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700

705

Ev 8 Binv duoior xal év yovvesorv Eomxe,
oin rep mdpog ESKeV EVL YvonToior péAecar,
HNpoig e xviipaic e kol dudm xepoiv Snepbev.
av1dg 8 dc T ipnE dxintepog dpro méteodon.
v § adre npocéeine BeoxAiyevog Beoetdic,

" ¢ide’ Dyarydpn, pévog doxete, prf i 01 GAAO
&v omiBecon xaxodv peéto Epyov e Erog "

g t6te piv rpérav fuap & HéAov xataddvio
XElpog dvicyovteg peydX edyetéwvro Exaotoc,

mepi 101 £v Tif oT0E Zodoudvrog Etépov rapaAvtov

1iéMog utv Enerta véov mpocéBoidev dpovpac.
avtap 6 1@v GAAeV ErenaAeito oTixag GvSp@v.
rdntvev 8 dp’ Ererta xatd otiyog, avtixa 8 Eyve
Tipodl tetpdpevov, puéya § Ev' dpect méveog Exovto.
0¥ yGp £7" Epneda yulo modAv 1v ‘GpunGivar’,
003 T xviijoon peAfav fv 008 dvasipo.
Eyve & adtika kelvov, énel 18ev d¢8oAusion.
xof pv Auocdpevog Erea ntepbevia tpoonsa,
daxpv avanpricag oixtog & EAe Aadv dravro.

"el pEv 3N B20g &0, Beaid e ExAveg oSG,
npde & pk TOv Svomnvov En dpovéovt EAéncov.
0V yap &7 Euneda yvia, ¢itog, ndSeg, 008 T xeipeg
AUV ‘dudotépav ye' Enaicsovion EAadpod.
EvBev &1 viv Sedpo 168 ‘fixe’ mhuota rRdoywV.
avtog & af K £6EANG irfjoem, 008é Tig GAAOC.

691 Tridepory’

i 17.569
0 11.394
0 8.135 %
i 13.62

0 15.271
023031
0 2.304

i 1.601

t 15.369

0 19.433

i 11.540
i17.84
024.233 t
i13.512@
0 8.298
011.615 %
0 22.366
0281

0 4.831
i22.59
i23.627
123.628 {
017444 @
09.520 %

698 om. Hom 699 6punGévti 707 duootépwlev 708 ixm
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720
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16" &g \Bcdoru, Bin 8 por Eunedec €in.”
@g dp’ Emart’ Mpdto xai avtdC ndvra teAsdta.
v § ad ye mpooéeine BeoxAvpevog Beoedic,
"tadtd o1, & Sdotnve, Aevtion e xoi Epfw.”
Avtix” Ene16’ Gpo pdbog Env, tetédesto 8¢ Epyov.
Tvio 8 Bnxev éAadpd, m6dag xod xeipag TrepBev.
év & Binv duorot xai &v yovveoorv Eomxe.
B & Tuev dig e Awv dpecitpodog dAKL reror8dic,
xoryxoAdov, Toxéeg 8¢ nddeg dpépov. addya & Ernarta
Oyéo” GvéoyeBe Aéxtpa’ xod etybpevoc & Erog ndda.
8dufnoav 8¢ kail GAAoL, & GAAAouG 8¢ 15ovto.
xai ¢ Tryov =pott dotv, deAntéovteg odov elvan.
@3¢ 8¢ nig elneoxev 15dv & rAnciov dAdov,
"® ¢idot, 0 pév md T rdpog TotodTov Eriyen,
6L’ o o ToLoBTov EYdv (Sov dPBaAusioLy.
Nom pev moAéav e8dnv BovArv e véov 1.
0V Ydp maxg Gv Bvntdg dvip tdde pnyavégro
éxteMéoag péya Epyov, & o note EAneto Bupd.”

mepi Tiig Buyatpdg 10D Exatovdpyov

AVTGp Enel xe ¢dvil xoAn poSoddxTuArog " Hax,
aKpov £mL Pryuivog GAdC moAoio Béeoxe.
T0dpa 8& xapradipag E5ixeto vijug Evepyiic
OREPYOUEVT. Toiwv Yap Ereiyeto xépc’ Epetdav.
&v & dvepog npiicev péoov totiov, dudt 5t xdua
oteipy nopdipeov peydX Taxe vnodg iovong.

719 xe1pi

i 7.157
03.62 %
0 15.271
0 11.80

i 19.242
i13.61

i 17.569
i12.299 + 17.61
i6.514

i 10.461 §
i24.484

i 7.310

0 21.396
0 18.36

0 4.269

0 4.267

0 16.196
0 3.275

19.707

i 20.229
0 12.166
0 13.115
i 1.481

i 1.482
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1 & 80eev xatd xipa Saxpricoovca kéicvbov. i1.483
735 N & pdd dogorfag Béev Eumedov. 008é kev ipnE 0 13.86
xipxog Spapticeiey, EAadpétatog RETENVEY. 0 13.87
@ 1) pipda Béovca Bardoong kipat Etauvev, 0 13.88
avdpa dépovoa Bed Evoriyxia pnde’ Exova. 013.89 %
vl éx mévtov Pig ioerdéog finmerpdvide, 0 5.56
740 Bii " &v' 68OV pepoddc. TV 8¢ dpdoarto mpoaidvta i 10.339
‘TANOVG', Good e ¢¥AAa xai Gvlea yiyveton dpn, i2.468 1
xwAot te pvoool T rapaBAdnéc T ‘GP8aAUGY, i9.503% @
vipdon T 1ii0eol te moAvTANTOL e Yépovrec. 011.38
noAAot ‘88" Efivol tadaneipiot £vBdsS ‘ixovro. 019.379 }
745 ‘EvE Guo® olpayn t€ Kok edywM) mEAev GvSpdv. i8.64@
avtap & neldg tdv ErenwAeito otiyog Gvipdv. i4.231
S¢p’ & e Tadta moveito 1dvinon nponiSesan, i 18.380
‘édpa’ 8 & v Etaipog Gvilp 18ev dpBaAuciowy. i17.466 1
B & Tuev dyyedbov St Sdpata rowévt Aadv, 04.24
750  Sdxpua Bepud éwv, ddto & dryyeMinv dAsyetviiv. i18.17
xod v dpovioag Erea ntepbevia tpooivsa, 01.122
"revoemn dryyeding, § um Soerle yevécOon. i18.19
‘rapBévog addoin’, Xapitav dro kdArog Exovoa, 06.18 %}
fiv nept kfipr ¢iAnoe ratip xod réTvia prienp, i 13.430 %
755 Anv yap mvuth e kol €0 ¢peot pridea olde. 011.445
W 1 €¢iAaL T éxdper e i tor 168e puBodoyed; 0 12.450 %
vovo@ X dpyaién ¢Biveton oig év ueydporov i 13.667 %
Aevyorée Bavare, dg un 8dvor 8¢ g éuol ye 0 15.359
EvBdde vanetdav ¢irog eln xod dpira Epdot. 0 15.360
760 to:dtd Tou Gvipevdg mep, dAnBeiny xatéAsto. 0 7.297
741 poplor 742 6¢BoAud 744 & 745 EvBo. & G’ 748 Syt 753 mép & Sv’
apdiroAor
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GAL" éye dedpo, Gvak, v’ Emog xal pdbov dxodemnc.”

Tév8 adte rpocéeine BeoxAduevog Beoardiic:
"idg' ovx Ec6’ 63 pibog Erritupog dg dyopevelc,
GAX’ Topev, pty 516G SrotpiPapev d8oio.

09 ot Ener8’ dAin 680¢ Eooeton 008 dréAeatoc.
8dpoer’ u tor Tadta petd dpeci oijor peAdvrmy.
od ydp urv Bavdroro Suonyéog dde Suvaipny
véodLv Groxpiyo, Gt v pdpog odvdg ixdvor.
G @y’ Eydv avtdg rmepricopm 18 ISwopm.”

@G eindv GAAOVG piv dméoxedac’ GAALSIC GAAY
it & Tuevon mpotépag. Etépnér & Adleto Métpov,
¢ ol x1idroog Erdpav fv kedvétarde e
aAAovg 6, oi ot kedvétator xai diAtator foav.
‘avtap énel ¥ Ixave S6povg ed vanetdovtog,
xoprodipag trkp 0080V EBficarto Sdpatog elow.
év 3& Bpdvor mepl Toiyov épnpédar Evea kot Eva

ELEoBnyv ‘yap Enerta kTl kAMopotg Te Bpévouc Te.

odya & Gp eloBaavov kot £ni KArfior xadilov:

x038pabény § oY TOAAOV Emi xpSvov, GAAG pivuveo.

QumEev § Edesva nathp ¢idoc, Guet 8¢ Aaot
KQOKVUT) T €(XOVTo X0l olpayf xotd doTv.
Buyatépeg & Gva Sduorta 8 vvol dGdpovto
uiitnp & a6’ Etépwlev 650peto Saxpd yéovoa
Buyatép’ ‘igBiuNV', Tv dmhotdnv Téke roiSwv.
M 8& péya idyovoa dnédpayie koi AdBe yodvov
oixtp’ Ghodupopévn. mept 8 Sppal pviptov

763 AN 774 odyo § Ener® 7778 dp 784 198t

0 11.561
0 15.271
023621
0 2.404
02273
0 16.436
i18.464
i 18.465
0 6.126

i 19.309 + 0 11.385
cf.02.298 +1 16.734

0 10.225
cf. 19.586
i6.370 t

0 7.135
07.95
015.134
0 15.221
0 15.494
i22.408
i22.409

i 24.166
i22.79
015.364 @
0 10.323
04.719
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800
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ndoal, 6o xatd ddpat Ecav vém 18 madood.
OV pkv Gp &v peydp@ Sugot kel rétvia pritnp
xepoiv 7 duoaddovia xai dpeaiucioty dpdvto
G vOpevon. petc 8 ode ratip xie Sdxpua Asifov.

v § dxog dudexton Bupoddspov, 008 dp’ &t Ethn.

Tov § avre mpooéeine BeoxAdpevog Beoetdilc,

"G 86N, N 51 moAAG xdxX® Givoxeo odv Kot Bupdv.
‘unxén’ toL Bdvartog HeAET® ¢peot undé m ‘Gupd’
tdpPer: Bapoarfog yap Gviip év naowv dusivav
Epyotowv eA£6et, el xod moBev dAAOBEY EABOL.

ebde 1 GvaxMBeiocn, A¥0ev 8 ol dyea mdvra,

180 pdAa xvdooovs’ év dverpeinot médgowy.”

Ot 3 xai dyviuevoi nep & adtd 150 YéAasoay.
o0Tap O Tdv piv Ererta GAsvarto rovADY SuAov,
GAAG toxTie o mpotépw Gye: EyydoL & otig
XEP EAe Selrtepniv xod piv npdc pibov Eeiney,

*Gpoeo, uid En xeico oéog 8 oe Bupdv iktclw."

oG ap’ éddvnoev, i & Grtepog Erieto puiboc.
£Ceto & OpBwbeic 6 & ExéxAeto poxpdv dicac:
"radecBov kAavBpoio Y6016 e Saxpudevoc.

‘xod e 86t ’, audinodor, ‘kodpn® Bpdoiv e téorv te."”
éx § éyéaooe matrip e ¢idog kol réTVia primp.

d) eindv Tovg pkv Airev adrod, B 8¢ pet’ dAdouc.

‘"ANBLV &Y ovk Gv EYd pubricopuo 0v8 dvoprivo.

xAoiov 8& Ayémg, Badepdv xatd Sdxpu xéovteg

Aoodpevor: xpetd Yap ikdveto. ‘avtip 6 tdviav®

794 puny 8¢ m...tépBog 797 &

812 ovkén dvéxtog

231

0 4.720

0 15.461

0 15.462

i 13.658 »
04.716 *

0 15.271

i 24.518
i24.181 t

0 751

0 7.52

04.794 1

0 4.809

i2.270

0 17.67
08.312 + 4.36 + 1.120
0 1.121 + 0 4.803
i18.178 t

0 22.398
123.235 + 6.66
0 4.801 %
06.209 T
i6.471

i4.292

04.240 t

0 10.201
i10.118% }

803 dAL" dvo 807 dAAL..Eeive 810 mdvto ptv
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X€lpa ENv drepéoye: teboporikaot 8 Anot.

avdpeg & ‘aly” Eyévovto vedtepor 7 rdpog foav,
xai oAb kaAA{oveg xoi pet{oveg sicopdacton.
tédpa & ol xopdn ve Bep dg Epnedog fev.

mEpt 100 ywAob 107 xai Enpav Eyovrog yeipar

Oyt 8 &1 v Etodpog dvip 18ev dpBarpoio
X@Ab0V 1o ¢ xvijum pedvto dporad.

xAode ‘3¢ xev* Myéag, Bokepdv xatd Sdxpuov £ Bav.
avtdg & &v xovinor péyog peyodwot TavUoOELg

Kel 10, piAnan 8& xerpot xdunv foxuve Seilwv.
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el 8 ol 1007 éotiv, Epot péAder ¢idov elvon,
ddoopm eig’ Aldao xai &v vexveoo posivo.
avtap EYd T0UT0LoL $dOG RAVTESOL ROPEE®.

odya & &Aedoopm adng, Emiv “oic ed Enapive,
el o0 e o Bupd £6EAorIS xéAopon Yo Eywre.
xeiooy' énel xe 8dvo: viv 8& xAfog EaBAIV Gpoipmy.

1570 pov 1578 pntpt 1580 Zed 1582 viiumdeg 1587 Efjog

020314
i19.66

0 22.262

i 10.307
i1.349

0 24.318
024.319

i 23.507
i1.351 7 %

i5.872 ¢

i 13.633
019.498 % @
024.458 »
05.18

i 24.365

0 18.168
il393@
0 9.529

i 1.564

0 12.383

o 18.317
i12.369
i23.894
i18.121

1592 &3 toic
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1595

1600

1605
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1615

viv § én kol pdArov voéw dpect muricaca.
GAAG ‘riTep® TANGL, HBwo 3 por xAfog EGOASY."
xai w6t dp Gyyehog HABev &n’ ovpavod dotepdevtoc,

GAxciic xad 08évog mAtioag dpévag Gyt perodvag,
avtixa 8& pvnotiipag Engyeto io60eog dpdc-
oL & ebdewv ‘Gpvuvto’ Katd ‘8ouov', 008 dp’ Em Siv
fjat, Enel ogiorv nvog ént BAeddporow Emtev.
oG § éndeaorv duelBbpevoc mpocéeine,

"Mnxén viv elidovteg dartelte yAvkov Brvov.
0 xp1 rervvixtov ebdetv BovAndbpov Gvpa
GAX’ Topev pdda Yép VOE dvetan, Eyyion § Hdc.
Topev. GAX &1 Smolev Guétpnrog mévog ‘Eott,
ROAAOG Ko xoAends, tOv Eut xpY ndvra teAéooon.”
"Qg ¢d10, 10l § donactov eicato xotundiven
Kai t0te ‘kev* BAeddpav EEfocuto vitdupog Hrvoc.

nepi tiig mpodooiog

ob ne nav ipnto &rog 61’ Gp Tfjlveov avdrol,

E00X’ dryopevovreg, kaxd 8¢ ¢peot Buocodbpsvov.
avtdg § Ev mpdtoon péya dpovénv EBeBrixer,

8¢ xoxd AL’ Epdeckev' 86" 0 ovpmavTeC of GAAoL.
ag & €18, dg v pdriov Edv xéroc, &v 8¢ of dooe
aipatdevie médov, detvdg & eig dra iéc0a.

abtép & ¥ EEonicw dvexdleto, ade & Etaipovc.
AABov Enerd Soa dvAAa ko Gvea yiyveton dpy

OmX’ &v xepolv Exovres ydAxea, nelparta v,

1596 avoos’
1613 Eppekev

pot

1600 Spvuvro..ntdhv 1602 Gde Ercooty

i 22,235
03.380 }
12.786 + 19.130
i 17.499 »

0 1.324
02397@ }
0 2.398

0 21.206

0 10.548
12.24

i 10.251
023.249 1 @
0 23.250

0 8.295
012.366

i 10.540

0 17.66

i 11.296
122380 @
i19.16

0 22.405 %
i11.461

0 9.51

0 3.433 *

1606 fiABopev... Eston 1609
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viimo deypordron, é¢nuépra dpovéovre, 0 21.85

1620 yedotod T dpynotai e, yoporturiyow dpioror, i 24.261
‘oxéthor, obte Sixag e ei86teg, ovte Béumotac. 09.215 x +
ovte Bedv deigavro, &g ovpavdv edpdv Exmoy, 022.39 *
ovté 1V avepdnwv vépeotv katémobev Eoeobon. 0 22.40
T@v BPpig e Bin te ordipeov ovpovdv xer, 0 15.329
1625  épyopévav Guudic pdha xev Bpacuxdpsiog ein i13.343
¢ 1éte YnOroetev 18dv névov 008 dxdyorto. i13.344
0vd €l oi xpadin ye ordnpén EvSodev Rev. 0 4.293
qugi € pv ‘Spnotiipec dyfvopeg TiyepéBovro. 017.65
ot § Bper ei€avreg, Emonduevor pével oo, 0 14.262
1630  Aaciocw xa8dneple neno8dtec 1158 Bindny, i12.153
vixta 8 Spdvainy, 61e 6 ebdovor Bpotot dAAal, i 10.83
gotacav aibopévag Saldag petda xepotv Exovrec: 0 7.101 =
oTav § dud’ avtdv ibveeg doAréeg ‘GEAAoBev GAAC, i16.601 ¥
Epdetv Epya Biona kaxoppadinot véoro. 0 2.236
1635 M5V ‘yehdovreg' xai Serxavéavt énéeoon, 018.111 @
dervov deprbpevor, 8dpBog § Exev eicopdwvtac, i3.342
tépevot xteivon: 81 y&p kexoAddoto Ainv. 0 14.282
TpdKTNG, 8¢ 81 MOAAG KXK' dvepdnotatv Edpyer. 0 14.289
T0UT0V Ydp Kol Exelvol dtasBalinoty SAovro. 0 10.437
1640  GAX 008 i TV’ Euedd’ drodeErioelv xoxdTnToC, 017.364
0b ydp nw 186pnv, 008" ExAvov addicavrog i10.47
avdp’ Eva tocodde pipucp’ Ex’ fipom pnticason. i10.48
axg 8 dpdxav ém xai dpéotepog avdpa pévar, i22.93
BePpaxag xaxd pdppax’, E5v 8 ¢ wv xérog advdc, i22.94
1645  ouepdoréov 5t 8dopxev EMooduevog repi xer iy i22.95

1621 Gypiov 1628 uvnotiipeg 1633 008 Gp "Axool 1635 YEADWVTEG
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1650

1655

1660

1665

1670

&g ‘Gp" 8 ¥* dioBeatdv Exav pbvog oby Dmexdper.
GAXN & pkv G drbroLto, Bedg 8 & orpAdoere.
toion 8¢ xod petéene BeoxAvpevog Bsoerdiig
"7 pépatov; Tl cddiv EVi ¢peot padveton frop;
elnad’ Srog dptog kpadin Gupde te xeAever.
€l & fdn W adtdv kteivan peveaivete xoAx,
xod xe 10 BovAoiumy, xai xev moAd xépdrov €in
TeBvduey ff tdde Y' aitv deixéa Bpy’ dpdaocoon.”
‘xod 167 Gp® Gyoppov mpockdm Soriorg Enbeoan,
86 xaxd t6AX EpSeoxev' 60" 00 cduravTec ol GAAor,
EABav obv mAebvesor: 16 ot xal pinov Eoton.
xad & E6op’ Eg péocov- 8dpuBog & Exev eicopbavac.
1Bvuoev 8 Sua rpopdyev oul eixedog GAKTV
xanpi@, 6 T &v Specor kivag Baepoic T ailnole
pnidiag éxédaooev, ‘dAvEduevoe fd Briocog.
xod ot pving 8dpoog Evi otiBecor Evijkev,
i e xai Epyopévn pdda mep xpods GvSoptoto
ioyovaq Saxéey, Aapdv 1 ot ody’ dvepdmov.
8¢pd. i v wponeinol Guepépevoc Entesor,
xvooE 8€ pLv mepLdds Emdpuevog 8¢ tpoonvsa
Harlyiowg énteaor, véog 8€ ot GAAa pevoiva,

"® g1, Enel o8 MpGTa Kxdve 1G5 EWVL xdpe,
X0ipé e xad pnj poi T xaxd vée dvaBoArconc.
xod & oot avtd Bupdg Evi dpeciv TAaog Eotw.

oida § 6m ob piv 200AdG, Eyd & o£6ev TOAD Yelpav.”

AvTap 6 Eyve fotv W dpect ddvnoév e

1646 "Extwp 1654 GAAG v 1655 EppeBev 1660 EMEdpievoc
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i22.96 1
i 14.142

0 20.350
i8.413
021.198
020.316
0 20.316
0 20.317
09.282 %
122380 @
i 1.325
14.79
i17.281
117.282
117.283 t
i17.570
117.571
i17.572
i22.329

0 24.320
018.283
013.228
013.229
i19.178

i 20.434
i1.333
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"® pou Gvondeio Emepéve, xepSaieddpov, i1.149 %

®0tyyeo, und dxéav én’ B’ Epyeo- tinte 56 o€ yped; i10.85
1l Tvé mov 86Aov GAov diean, 008 i o xpi. 0 10.380
1675 oxéthe, tint En peilov &vi ¢peot uricem Epyov; 011.474
EpEov Gmax E8€AerG Kad ot ¢idov Ereto Bupd. 013.145
donpéw’, ovte i o Ppilw xaxdv 0T dyopedo. 018.15
odel ot 6 kdx' Eon ¢iAa Ppeot pvbedecdon’. i1.107 +
£00A0V & otte i nw elrag Erog 00T EtéAcooac. il.108
1680 viimbm’, dg Gvoov xpadiny elye pevecivov:. i21.441 %%
tadta pév obte rdvra rereipavion- ob 8¢ odya’ 01237 %
‘PEEOV' G T dpovéerg Ao 5€ o Bupde Gvdyer. 05.89 1 %
rdvta pe Bapoodéag, kbov GSSetc, 08 T pe AriBeic 019.91
"EpSav kev* péya Epyov, § 61 xedorhi] dvapdEeic: 019.92
1685  prite i pot yevdeoor yopileo unté n BéAye. 0 14.387
0¥ yap tolvek’ &yd 6’ ‘aidricopm’, 008t MAcw. 014.388 @
adiel o kpadin méAexuvg d Eonv drepric. i3.60
@ oL &vi oTiBesotv dtdpPnrog véog Eori. i3.63 %
1 6’ &0 nvdoxav mpondoocopam: ‘o yép® Euerdov i 22.356 @
1690  reicewv: 1 Yap ool ye oudripeog év peat Bupdc. i 22.357
eb vu 10 olda et abtdg & pot pdpoc Eveds GAécbon. i 19.421
% yap Bécdatév Eon- obbev § Eyd ovk dheyilo i8.477
‘Honvouévon', 0vd &l xe 1 velata nelpad’ ixmo. i8.478 1
Tdv 0¥ Tig U déxovta Puiceto, of ¥ E0EAoy’, 021.348 @
1695  ‘mdvra mep® olov Eudv ye pévog koi yeipeg Gortor. i 8.450 %

1678 povtevecBon 1680 008k vO 1@v mep 1681 & dixovoov 1682 avda 1684
EpSovcn 1686 aidéooopon 1689 008’ Gp 1693 Ewopévng 1694 E6éAay 1695
navtag
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@ Ydp rdvtav téoo0v, oot xatd ‘odpat’ Eao 021372t
‘Spnotipav’, ‘geipecor’ Bingt e ¢éprepog einv. 021373+ @
oloba piv olov &udv pévog Euredov 008 Emelxtdy. 019.493
GAX 008 d oe EoAna Gvéooechm kaxdTnToC. 0 5.379
1700  oyéthe, mouadopiita, S6Awv dr’, ovk Gp’ EueAdec 0 13.293
dnpdv &7 SyecBon Aapmpdv ddog fieAioto. i5.120
xal oV, Kaxoiol S6Aoiot kexaouéve, kepSadeddpov, 14.339
‘0OkéT 01 Ppéveg eiiv évadorpot ovte vémpo i24.40
Sonpovt’, 00 pkv xaAd x6Aov T6v8 Eveeo Bupd. i6.326
1705  pnf nva ¥’ odv obtég Ye AdPor xéhog, Bv o puAdooerc. i16.30
‘ool Yap* & 0BT Gp viv dpéveg Eunedor ot dp dmicow 16.352 1
Escovrtar’ 1 xév v énavpricesto Gla. i6.353
a0td oo petémot’ Gyos Esoetm, 0v8é T piixog 19.249 %
pexBévtog xaxod E6T Gxog ebpely. ‘Ac arbAoL0". 19.250 +
1710  dAX oY pav En dnpdv aneipntog névog Eotan. i17.41
T® 0VK Qv Bdvardv ve Suonieyéa rpodiyoroba, 0 22.325
Gy dpevog Bpdyov aimdv af “Dyopéeolo® perddpov. 011.278 % 1
‘008€ e’ ¢evEEoBm Slopon admbv GAeOpov. 02267t
oot 8& koG pEv Bupds, GroddLviBovot 8¢ Aaoi. i5.643
1715 ool ¥ odoyog AdBn e uet dvepdnoior méAorto. 0 18.225
16 6" ad viv 6ie dronoéuev Sood U Fopyac. 21399 @
oV Yap EYd oéo ¢npi xeperdtepov Bpotdv GArov. i2.248
odel Ydp ot Epig te $iAn mbAepol e pdyon te. i1.177
viirtoT, 0088 v ndd nep Enedpdon Socov dpeimv i21.410
1720 edyop’ Eydv Euevan, dn por pévog ‘avadepileacy i21411@
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1703 @ obt’ &p 1705 mva 1706
1713 dAAd TV’ 00 1716 & om. OCT

1696 ai..0cdpuata 1697 pvnotipov..xepoiv e
00TQ 1709 GAAGL moAd mpiv 1712 dyfAoto

1720ico¢opilerg
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1725

1730

1735

1740

T@v oV tig w déxovta Puicete of k' 66Aowut.
aitv dvondeinv, Emelpéve, 008 Gv Eporye
teTAaing xbveds nep ddv eig dra 156000,

& 36X | pdAa 51 oe xuydveton aindc Shebpoc.”

@ Epal'’, ol &' dpa rdvreg O8GE Ev yeideor ¢vro.
avtdp O map Aaurtiipol dacivav odbopévoioty
totixav &g ndvrog dpdpevos dAAa & ol xiip
‘dpuonve’ ¢peciv Jorv, & P’ ovx dréAeota yévovro.

nepl i Kpatfocns xad tod éuraayuod

0L & dp’ ‘Ercifavteg AoV, Epuody % v flow
EAoav § év uéocolot petd odion rijpo TévreC.
mheloot ' &v Seopoion Séov, paAASY e mélevv,
‘GAAriAoiot YEMwTa kad eddposHvY ‘MBEoVTEC.
&v 8§ adtdg xiev fjou npoBupinot nemorBix
xapraAipeg xatd Goty iAol § dua ndvteg Erovto
AN dAogupducvor i el 8dvatbévde xiovto
ot § émeAddBevov kal éxeptépeov Emfeoory,

"tig m6Bev eig Gvdpdv; OOt Tor mOAIG 115k ToKTiEG
tig 8 ob éoal, ¢éplote, xatabVNTGV Gvepdrwv;”

¢ dpo. g eineoxev: 6 § ovk Eundleto Py,
BoArduevog xai Eviooduevog TeTAndm Boud.
‘x 8 xev' eipata Eoooav Emipata, Badpa 156000,
BSe 8 ng einecxe véav Orepnvopedvay,

"xApe vOv rerdAaoBe Suapnepée, 8¢ ke Adymowv

1728 Sppoave 1731 nileov 1732 @ GAM{AYGL YEA® TE... ROPEYODOOR

0 21.348
19.372 %
19.373 %
i11.441

o 1.381
0 18.343
018.344
018345@

022.187 *
i11.413
012.196 x @
0208@t
i2.588
i24.327
i24.328
02.323

0 24.298
16.123

14.85 +017.488
024.163
08.366 t

0 2.324
17.171

1741 Suet 8
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1745

1750

1755

1760

1765

moideg mépBupor.” xai émt xAripoug EBdAovro,
0AAog uev xAodvay Epdmv, GAAog 8 pdve.

duéi § dpa xraivav repoviicato dorvikéesoay.
gom § év péoooior tddog & Edev GvSpa Exastov.
@ O pkv eioTriet, tol § dxpria "ML’ GySpevov.
¢iCov 8 oig' rdporot xanciiv BdAov, 008é tig EtAn
atijvon Evavrifiov: ept yap xoxd ndvtodev Eon
oxétha Epy’ dpbworv: dumyavin & Exe Bupdv.
névBel § drrAritg BeBoArfiato rdvteg Gprotar,
rdrvev & Exagtog Sam ¢yor edmbv SAeBpov.

oL & du’ dictddmoav doAréeg, 008 Tic odTdV
EEepdvn- Snpdv 5¢ xadfpevor égxonialov,

néAAov ddectades. 6 8 & pfog GAYE Eracye.

nept tig dpviioens 100 Métpov

avtdp 8y &v rpoddpoion xaBfioTo Yépwv dMBEponc
8¢ ot xfdiotog tdpav fiv kedvétatée T,

Epmilav ropd wopxainyv, ddve otevayifov.
Puakev 8 6 vépav, kepadiv § 8 e kéyaro XEPOLV,
Vyéo’ avaoydpevog, pby dvoludEac® Eyeydver.

ob mép piv npddpav kpadin kol Bupdc dytivop

&v ndvteaot névorot, direr 3é & ‘EEoya ndvTav'.
apiven & ot frop kod’ 0¥ Sdvarto rpocadvon.
oti § Extdg kMoing, tdyo § elordev Epyov derxéc.
docov § odkét Emerta Suvicato olo dvaxtog
EABEuEV" abTdp 6 véodLy 18dv GmopdpEarto Sdxpu.

1761 péyo § oipdEag 1763 MdArag "AbMvn 1764 6 1

0 14.209
122.493 %
i 10.133
024.441 %
0 8.505
017.438 %
017.439

0 9.295
i9.3
022.43

0 10.259

0 10.260
i17.375 %

cf. 0 2.157
0 10.225
23.225
i22.33
12234
i10.244
110.245 ¥
i16.509
i14.13

0 17.303
017.304
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v 8" Eypnyopdav. tod & éx peydporo Yuvaixeg 020.6
fiioav, ol ‘pnotiipowv’ gnoréokovio ndpog rep. 020.7
1770 03 & dpivero Bupds Evi otifecor ¢iroion. 0209
ay ‘8 dp” &n’ 008V idv xat' d&p Eleto. 1ot 8icav elow 018.110 @
130 YeAdavveg kol Setxavéovt iréeoot. 018.111
xod t6te &1f g Eewre yuvank@v, § odda ion 02.108
Epderv Epya Blona kaxoppagino véoro 0 2.236
1775 obAopévn, §) T aidv diovia Epya péuniev, i5.876 x
dervdv amonveiovea rupde pévog aibopévoro, i6.182
8dpoog dntov &ovoa, péyag 8 & Bupdc Gvijkev. i 21.395
"Mimg En nmpddpav dyavds kel fimog Eota. 0 2.230
&yrdg avilp 3¢ épdv ye pdot Eoepdooato Bupdv, i20.425
1780 &g por Etadpov ‘Exoye' tenpévov, ‘odag arovpog.” i20.426 +
dewva & dpoxMicos’ Enea ntepdevia mpoomida, i20.448 %
"® vépov, oty Exdg odtog aviip, udda’ § eicem abroc, 0240@
“N* 1€ ol & dpyii matpdiiog Roda étaipoc.” 02.254 + %
Qg Epart’, adtdp Todde’ KarexAdoen ¢irov Hrop. 04481t
1785 Badpalev § 6 yepondg, Smag 1dev d8arucion. 03373
008 T ExpdoBon Sdvato Emog, iéuevég nep, 0 10.246
KTip Gxel peydAq ‘BeBAnuévoc. tv 8 ol dooe 010.247 @
SaxpuéeLy ripmrovto, Yéov 8 dieto Bupdc. 0 10.248
moAAG 8E peppriptle xord dpéva kel xatd Bupdv 0 20.10
1790  {otota koi mopate, kpadin 8 ol Evsov VAdKTEL. 020.13
avtdp 6 ¥ fipveito otepeds, énil § Spxov Spocoev. i23.42
adtap émel &) 1edEe S6Aov Kexohmuévn Ffipwi®, 08276 * 1
1768 kelt” 1769 pvnotiipowv 1771 & G ye 1780 Enepve...008 Gv Bt v 1782
tdxo 1783 of 1784 éuot ye 1787 PefoAnuévoc 1792 "Apet
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1795

1800

1805

1810

1815

Bl ' Tuev &g BdAagiov, 66 ot ¢ira Suvia xeito.
GAA Bte 81 P’ Extdg Bupdaw fiv 8¢ xai adAfic,
&1 pa 16t Guottv = xal @ rerhriyeto unpd
XepOl xatampnvécor. Sdxpua 8¢ ExBole Oeppid,
dtn pd ol ndpmpara Bedv v Hpvicato rdviay.
xAdiev § &v ‘xovinot' kadripevog, 008 vu ot xiip
NBeX’ En Lddev xod dpav ¢dog ieriono.
audotépyon 8t xepoiv EAdv xéwiv aibardecoay,
X€0at0 xax Keodiic, xdpiev § foyuve npdoamnov.
&1 tdte v npocéare yépav &hog vipeptiic:

Qg obx odvétepov kal xiviepov GAAo Yuvorkdc,
fing &1 toladta petd xepoiv Epya BdAnton.”

1l P 6 Yépav, mohdg & &' dva tpixac EAketo xepot,
aOATiG €xtdg Edv: ot & EvBob piity Hdoavov
VoAeptag: drap aldtdg EAicoeto Evla xai Evla
o & &t yaotép' dvip roAéog mupdg aiBopévoro
gumAsinv xviong e xai aiporog, Evla xoi Evea
aibéAAT, péra § dxa AMrodeton dmnbiivon,

@ ap’ 6 v EvBa xai Evla EAicoeto peppnpilav.
Gy & Etdpav eig EBvog ExdLeto, ydoato § aivic.
dontopdvegd dvae Sdhpata ioav Betov BacAdioc,
&py ot pvnotipav, dpeti § Eoav EEoy’ dprotor.

mept g 7P 10T oTarVpoD pacnydoene

"Had pkv xpoxénreniog exidvato ndoav &x' odav
oiktp’ dAodupopévn, Badepdv katd Sdxpy ybovoo.

1796 ipicato 1798 yopaloior 1813 § &
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o 8.277
021.191
i12.162

cf. 0 19.467 + 362

i17.568 §
04.539 * ¥
0 4.540
024.316
i18.24
04.542 %
011.427
011.428
122.77

0 4.678

0 20.24

0 20.25

0 20.26

0 20.27

0 20.28

i 13.165
04.621@
0 4.629

i8.1
0 10.409 =
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1840

fiépror § dpa tol ye xaxtyv Emda npodépovto:
Ev medio & Totavto Soppaico pepadres
AEPOL & Exov Ppémaro mocyydAxea, aitv doyd.
avtixa & o¢rixesorv Eoixéreg EEexéovio
eivodioig, olig noideg &p1dpai vaaiv Edovte,

odet Keptopfoveeg, 8@ émi oixi’ ‘Exovrec),
vnrioor Euvdv & xoxdv noréecor nBsiot.
GEmxng & pupcydog Emiev Epyoptvoloy.
rénAnySv € ipdowv, OudkAnody © énéeooy.
ot § Gp oav, dg el e Tupt x8dv rdoa véuorro.
elg Exetov BaciAfia, Bpotdv SnAtipova rdvtav.
0g & 1 ot 1 rpiv pkv Gvatveto Epyov derkéc:

Kteivon pév " dréetve, oefdooato yap 16 ye Piow’.

avtixa x1ipukeg piv Vowp &m xeipag Exevay
npdrov, Erata & Evty’ $8atog xaAfor pofior.
xod ageag pavicog Erea ntepbevia mpoonvde:

"Q ¢idot, odx Gv Eye ve xataxteively 68AouuL.
apyaréog Ydp T EoTi Bedg Bpotd dvpt Sapfivon,
GG mep BvnTog €1 xat 0V 160 uridea olde.

GAAG Tin Vv obtog dvad nog dkyea rdoyer,

Moy Evex’ aAdotpiov dyéwv, kexapiopéva § aiel
ddpa ‘Bedg ye* Sidwotv, 6g odpavdv edpdv Exnoy;
i dyaB@ mep EGvn ‘VepeoonOduAY® ot Hsic,
A Gvayacodyuesta, 9e0d’ & dAedyeda piwvv.
0b Ydp nag Tdvtesot Bedg dpaivorto Evapriic.”

Qg dpa paviicag GrePricato, oV & Air’ avtod,
dfipov Vroddeicag: 81 yap xexoAdaro Ainv.

i3.7%
i2.473
011.575 %
i 16.259

i 16.260
i16.261 @
i16.262
117.741

i 23.363
i2.780
018116
03.265 %
£6.167 T
i9.174

i 16.229
i4.284

0 16.400

0 4.397

i 18.363
i20.297

i 20.298

i 20.299 %
i24.53@
17.264% +5.34%
0 16.161 x
i2.35

0 16.425

1822 Exovtag 1829 Buud 1835t dom 1838 Beoior 1839 vepeconBéouév 1840

Arég
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ijoe & dntoow xelpag Evmuitoio pdon. i 21.30

1845  menhriyer 8 dyopiiBev deicéoo mAnyiouv. i2.264 %
ouUBHE & aipatéecoa petadpévov EEvravéom. i 2.267
&g & fiABov Spnotnpeg dyrivopec: ot piv Enerta 0 20.160
xexAdpevol kaf' Spidov éx vt rdveg EBnoay, i 11.460
xdptet 1€ 0Bével e neno186teg fivopén e i 17.329 %

1850  mAtiBel e odetépe, kol Vnepdéa Sipov Exovrec. i 17.330 =
008 Smda Tpoptovot Be0d: pepdact yap 15N, 0 20.215
oL § énel &x m6Ai0g katéfav, 1dya & dypdv ixovto 0 24.205
Telxe0g ‘Ext000ev’, péya 8 oo daiveto Epyov. i12.416 t

nEpL TIiG CTAVPACEWG

Eomxe §¥Aov adov Seov T dpyul’ Umtp aing, i23.327

1855  1j 8pudg fi mevkng 1O piv 0% xotamBeton SpBpe. i23.328
Gvdpdg pEV 168 ofipa ndAm katatedvndtoc. i7.89
6000V Env piixog, 16600V ndyog sicopdasar. 09.324
capiv 8 misxtiv &€ adtod reprivavreg 022.175 %
elpuoav, Tivopén ricuvor kel Kaptel xerpdv, i119

1860 oo, of xat Gydvag ¢ npricceoxov Exaota 0 8.259
viimot, oi & Gpa & tdde uidear® pnyavéwvro. i8.177 %
Bpnotiipes’ § Etépwbev dubxAsov év peydporot. 022.211%
18voav 8¢ "Avxorov' Eorkbreg dyLoddyotorv. i17.725 +5.782 1
apverd v Eywye Hoxe tnyeoiudiia, i 3.197

1865 O¢ T dudv péya ndb Siépyeton dpyevvdov i3.198
apverdg yap Env pidav &y dprotoc drdvtav. 09.432

1853 EvtooBev 1861 teixec 1862 pvnotiipec 1863 xdvesowy
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1870

1875

1880

1885

1890

&v & avtdg xiev fior mpoBupinot nerorBaic.
Seopd ‘8" dpyoréy 3deto, xpatép’ dAyea rdoywv.
ovv 8 nédag xelpds te Sov kexomén Bupd.
&g pécoov § dvayov: td § dudo xeipag dvéoymv
xapraAipog, Grd & yAoivav 8610 powvikbesoay.

"Huog & 1iéAiog pégov odpavodv dugnPeprixer,
deEduevor & dpa 10l ve Stactdvieg Taviovot
‘oTovpoioty rukivoiot® Stapnepic EvBo. kod Evo
YOHVOV, GTdp tot eipat’ VL peydpotot xéovro,
0pBOV &v totontdy: éx & avrod relpar’ ‘Gvijyov®
Yy pdAa peydhac & § Toe Aadg Smobe.
dig 6 pkv adeL MAeirto, taBelg GAoG “Ond’ Seopd
HESONYVG Yaing Te Kod ovpavod dotepbevtoc,
dpn év elapwvij, 6t T Tfipota paxpd réAovear
¢ Kev 5n6G Lwdg Edv yorén' dAyea rdoyn.
008 T xvijoon peréav fiv 008 Gvasipon,
oUte otnpi&m rooiv EuneSov ob7 EmPivan.
Wvden & onicwr 6 8 dmd yBovdg dydo' depBeic.
xod téte 81 yiyvaoxov 8 T ovkén guktd méAovio.
ot § éneAdPevov xai éxeprépcov Emteooy.
avTap O Bupdv Exav dv kaptepdv, dg 1 rdpog mep,
TPIG pEV EnarT Tiioev Sdoov xepa ydde parde.
otebto & Siydav, méev § odk f6ed” EAfoBon-
xeideo pev e Sinv’, drepgmy & ovk Edinvev.
@3 8 g elneoxe véav drepnvopedviav,

"viimdg eig, @ Egive, Ainv t6o0v ‘B8 yoAigpv,

1868 év
no%e
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1874 otavpoig & Extog Edacce 1876 avijrtov

1878 &wvi

i2.588
015.232@
022,189 + 477
0 18.89 %
o 14.500
18.68
117.391
01411t
122.510 %
012179 @
i17.723

0 22.200

i 5.769

0 18.367
022.177

0 8.298
012.434
08.375 %
0 8.299

0 2.323
i5.806
i11.462
011.584 ¢
i22.495

0 2.324
04371 @

1899 elyev

1892
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1895

1900

1905

1910

1915

i éxdv petreic, xot tépreca Ghyea ndoyov;

el piv 81 Bedg oo, Be0id e Exhveg addiic,

xai 70v TG Soxéeig péyag Eppevon 18 xpatonde,
obvexa ndp ravpolot kol ovk GyaBoiowy SpuAsic.
GAAG o mép pot einé, Bedg 8 ‘16 ndvra ionow.
EpEov O nep &1 to1 véog dtpiver ko avddyer.

xai oV, ¢iAog, pdAa Yap 6° dpdw xaAdv Te péyov e,
dAxog Eoc’, iva tig o xod Syrydvav &6 einm.
‘1€ov ¥* 6y oe xpadin Bupde te xeAeder.

00TV pév oe mpdta 6da, kot dpdleo Bupd

el Etedv 81 ndvta tedevticag 66’ vmbotng.

GAX Geye vOv xaTdPnt xai Gy Epxev péyapbvie:
‘0136 100 ExteEAbTOVGLY Unboyeay Tiv mep SmécTay.
xat xE ot Mgl Todtd v dmooyduevor teAéooapey.
TiTow pkv yap v moréag dudocopey Gpxoug.

EEV' ol Yap xév tou EvxAein T dpet e

€in én’ GvBpdmoug Gpa T adtixe koi peténerto.

@ réroL A} ' crya86g mep Edv Gréponov Eeumec.”

nEpt 100 éxarovrapyov

®3e 8¢ nig elneoxev 18dv eig ovpavdv edpov,
"ketvou pév tot 68" vidg Emitupog, dg dyopeder.

T0i0v Yap Kol rotpée, & kol memvupéva Bdler.

0AAG caddpav Eoti, vepeoodton & évi Bupd.

1Q 3 pdA’ év neion xpadin péve tetAnvio.”
Alya & &0v matépo mpoceddvesy Eyyic &6vra,

1897 1¢
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1901 mépyer 8 1905 00dé

0 4.372

0 4.831

o 18.382

0 18.383
04.468 % t
cf. i15.148
03.199

0 3.200
015.339 1
0 17.595
i13.375

0 23.20
i2.286 1
i13.377

i 20.313

0 14.402 %
0 14.403
i15.185 %

i 7.201
04.157 *
04.206 =
0 4.158

0 20.23

0 22.355
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1920

1925

1930

1935

1940

"® ndtep, § péya Badua 168" S8aiuciow dpduo.
toyeo, undk reprofevéav Sniviceo t0vcde,

tdav, ol 81 &uij xepoAf xat Sveldeo yedov:

ol ' anpdfovot xai ol ‘WMMTEQ eiot.

ol T &uk HPpiLovres drdoBoda pnyavéavro:
viv & ' anpdlovol kaxd ypot eipat’ Exovro
viv od ®od8 dryarmrdv droxteivon pepdacty.
GAAG ‘rdtep’, 163 mép pot Emxprinvov E£ASwp,
avtolg &1 nep Eacov drexduybery xai dAGEM.
toyeo, und Binv ticong drepnvopedviav

avpdv Spnotipav kexohouévoe, of ‘ue Encav,
GAANG pEv AdPng e xal aicyeog ovk EmSeveic.
1i8n Yop tetéAecto & pot ¢iog f0ehe Bupbe.”
Qg dpo v eindvta tiAog BovdTolo xdAvye.
ot 8 éx PeBéav rtopévn "Aidog & PeBriker,
ke pdd’, T BdBrotov &md xBovée o Bapabdpov,
Tdv GAAGV Yudg i8éav xatatedvndtov.

&vla audripeat te molon xat xdAyeog 0vdSC,
xaptepde: Eppnev 8k mbrog ke poxpdv dxfio.
oL & odet mepl vexpov duiAcov, dg Gte pvion
6to8ud Em’ Bpopéwot repryAoryéog xotd mEALOG
dpn &v elapivi, St yAdeyog Gyyea Seder.

0AAog & adt eineoxe véwv brepnvopedviav,

"@ pot, &eive, tin to &t dpect 10%T0 vénua
Emdeto; 1§ o0 ve ndyyv MAaieon o168 SAéobon,
einé pou 1t Exdv Ynodduvaco | of ye Aaot
€xBoipovd’ ava Siipov, Emonduevor ‘Pbvel 60¢,

0 19.36

f. 022.367 + 368

0 22.463 *
022418 %@
0 3.207 %
0 14.506
05,18
i8.242
i8.243

of. 023.31
022.369 t
i13.622

0 13.40
i 22.361
122.362
i8.14
011.567
i8.15
i13.124

i 16.641
116.642 f
i16.643

0 21.401

0 15.326

0 15.327
03.214
03.215 %

1920 viimdeg 1924 Zeb 1927 pvnompav...ot Exepov 1932 BépeBpov 1937 Enn
1943 B8eo® Oudi
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tig & old el xé noté ot Plog ‘Groticeon’ EABGV. 03216 @

1945  eink pot eipopéve vmpueptéa uns émxedonc: 0 15.263
el pEv &M Bedg Eooi, Becid e Exhueg addiic, 0 4.831
el 81 oL 0o raTpdg évéstaxton pévog 1, 0 2.271
olog éxeivog Env weAbooa Epyov e Erog . 02272
GAL' Gye viv kotdBno kat Gy Epxev péyapdvie. 0 23.20
1950 ‘cdoov' viv, iva rndvteg myvdwoot xai oide, 018.30 t
60" kev Eu@ Drd Sovpt TumElg Gd Bupdv SAdoonc. i11.433 1
GAX érye 81 ko Sovpdg Gxaxiig fiuetéporo i21.60
Yevoeo Sdpa ISapan i dpeot 18t Sasiw, i 21.61 %
i v’ @p dudg xat xeiBev eAevoean f of kK &piEa i21.62 %
1955 1 ¢voiloog, 1i e xatd xpatepév nep Epdxer.” i21.63
"Qg dpa mg eireoxe kai ovticacke rapaoTdc: 122.375
ndvia § and mAevpdg xpdo Epyodev, ovd &t Eaoe. i11.437 %
i Pé v odta Tuxdv, St 8E xpbor xoAdV Edanyev. i5.858
‘l80p' & Guppotov alpa xatéppeev £ dreahiic, i5.870
1960  vnreveég T GYoAdv T, xakdv T EriAnGov drdviav. 0 4.221
10016 v kol Yépag olov 6i{vpoiot Bpotoiot. 0 4.197
0¥ oTé o1 Bdvartov mpoTdoceto Bupdg dyrivap, 0 14.219 =
8¢ 10 xatofpdEerev, v xpntipt pryein, 0 4.222
‘obx av' egmpuéprds ye Bddor xatd Sdxpu roperdy, 04.223 1
1965  0¥d €l ol xototedvain pitnp te totip e, 0 4.224
1t xaotyvnrog dpoydstplog it kol vide. 24.47 %
toiolv & avtix’ Erevta Bed¢ “tépato ipouvdarive, 012.394 %t
opepdoréa xrunéev: Todg & yAwpdv déog Tiper. 17.479
avtixa § éBpévinoev an’ ovpavod dotepoévroc. 020.103 + 113
1970  Bpovticag & dpa Sevov adiix’ dpyfita kepavvdy. i8.133

1944 dmoticeton 1950 {@oan 1951 ff 1959 Seifev 1964 off xev 1967 poo.
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1975

1980

1985

1990

1995

Gotpdyog 8¢ pdda peyd)d’ Extone, Ty 8¢ tivake
yaiav areeosinv dpéav ¢ aireve xdpnve

audi 8 cdAmyEev péyag odpavdg, Gie St OV
obv & Edpdg te Nétog T Erecov Zépupde te Svoamc
xai Bopéng ci8pnyevétne, péya xdpa kuAivsov
Aairam Geoneoin, odv 8¢ vegéesor kdAvye

Yolav ouod ko névtov: dpdpear § ovpavéBev vOE
Beoneoin. ént § ad Sewvdg tpduog EAaBe ndvac.
Aaol § pricavto Bed 188 xeipog dvéoyov.
rdvteg § Ecoeiovto rédeg moAvumidokog Isng,
olped te ox16eva 8dAacad te fiyfeocoa,

Kod motayiol Kol yoia xai ot dmévepBe Kopdveg
ndv1oBev Ex xevOU@V, 008 fyvoincav dvancta
BaAAduevov xai Evicadpevov tetAndm Bupd.
Ederoev § OmévepBev GvoL Evépav ' Aldavevc,
Seloag &' Ex Bpdvov dAto xal Taye ‘udAo Myeioc™

"® pov™" ddap & dike ‘9%pag kol drdoev dyfioc.

fAfov Enerd’ oo ¢vAAa xod Gveea yiyvetan dpy
oyl vnEg  EpéBovug vexvav kotatebvndrtmv,
axvipevon: mept & avtdv dymyépad’ Sooom ‘Gproton’.
fiboev 8k Sampiorov ‘vexvesor yeyavi,
"Kapraiipog Epxecde: £Yd § 680v fyepoveiow-
EvBo & notpdg Enod téuevog eoAvid T dAQH.”
Qg apa povicag fyicaror ol § Gy’ Erovro.
®Se 8 ng eineoxev iddv & mAnciov dAdov,

1973 Zebg 1979 Beoior 1986 prf ot Vméple 1987 mAorv...00p0C

1990 ap’ avtd 1991 Aavaoict
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i 17.595
i20.58
i21.388
0 5.295

0 5.296
012314

0 5.294

cf. 0 24.49 %
i7.177 %
120.59
i1.157
3.278 %

i 13.28 %
024.163 »
120.61
i20.62 f
124.446 1
09.51
01137@
011388 %@
i8.227

0 6.261

0 6.293
i13.833
013.167

1989 ' EpéBevc
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2000

2005

2010

2015

“d ¢idor, | péya Epyov Omepdrddax Eterto.
1 ueydX” EBpbvinoev 6’ olpavoed Gotepdevioc
8¢ ndol Bvtoiot kol GBavartoio Avdsoet,
8¢p’ Gvdpdv ticmto ‘Biag brepnvopesdviay,
APy nuvipevog Bupoiyéa xai xoxd Epya
givexa ‘1 Eeivolo 148’ aidoiolo tétuxtan.”

&v § Eneo’ "Qxeavd Aapmpdv ddog fierioro,
EAxov vixta pédonvay &t Leldwpov Gpovpav,
1éAog 6 &G ndvt Epopd xod rdvt Eraxover,
0% 1€ Kol 6Evtatov néAsTon o eioopdochan,
ovpavod eEandrwde, kaxn § émdédpopev dyAic
Evld. xe Aoryds Env xai Guuriyave Epya yévovro.

mept 100 Aviyuod tod ‘lovéa

GAX 1) ToL xeivog pEv Emopvyep@c drénicey,

¢ uéyo. Epyov Epekev dracBoAinowy Eijov',
Gydyevog Bpdyov aindv ¢ dymAoio perddpov
viimog, 008€ i ot 6 e Emipxece Avypdv GAeBpov
‘8¢ amdAorto xai GArog g Toradtd ye pélot.
toinv vap xedodijv évex” adtod yaia xotéoyev.
‘rdvtag® 8 tpdpog aivog vriAvee yvia éxdotov.
Vexpov 8& npoAndvreg énétpeco ‘GAALSLG GALOC.
pdg & néArv tpardvro Aikandpevor Bérono.
rdoom § diyvuvo médon, &¢' & Esouto Aadg,
nelol 6 inmiiég e moAdg & Spuporyddg dpddper.
ot & é¢éBovro xotd péyapa, ‘d Bode' dryelodon.

0 4.663
020.103 + 113
i12.242
02331 @
0 24.326
08544}
i8.485
18.486
13.277 %
i14.345

0 20.357
i 8.130

0 3.195
024.458 %@
011.278 %
i2.873
0147%

0 11.549 %
i20.44 1
117275 %
0 24.536
i2.809 ¥
i2.810

0 22.299 {

1996 & némor 1999 Binv 2001 y&p 2009 xaxfior 2012 a¢ 2014 Tpdag 2015
008 nv' abtdv 2017 &x 2019 Bdeg dc
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2020

2025

2030

2035

2040

t6¢p GAAOL ‘mdvteg® repoByévol HABov Spird
dondoiol wpoti dotv, néMg § Euminto dAéviav.
xai téte &1 P Eoxovro Bing Adoad e ‘kéAevov”,
viimot Gypordtan, égnuépradpovéovree,

ot péya Epyov EpeEav didpeinot véoro.

ki YGp 81 viv ¢dto xatéxtavov, 6 uéy’ GpLoToc.
@G 81 odtv xai racLv 6A£6pov nelpat Ediinto.

ol ukv dp’ EoxidvavTo &d rpdg Sdbpad’ Exastoc.

oL 8 udA’ étpbucov xoi Edeidroav, 008 Tic ETAn.
‘Spnotiipec’ & dvexdpnoav ueydporo puybvde.

mepi Tol émragiov prfvov

‘76v8 Gp® Ener@’ dmodvvee §vw Epinpeg Etaipor,
kdrBecav év Asyéeoor: ¢idot § dudéorav Etaipot
Hupdpevor, Bakepdv St xateiBeto Sdxpy taperdv.
ot 8& v ¢apog kaAdv Bdrov 18E prtdva.

&v Aexéeoon 8 Bévteg Eave ATl xdAvyov

&G n08ag &x Kepahiic, kaBVmepBe St GApel AcuKQ.
év & wtelldg mAfjcav dAeldatog Evvedporo.

‘GALG YGp® 008€ T ol YpdX crireTo, 08 v edAaL
€0Bova’, ol Pd e Ppdrag dpniddrovg xatéSovoty.
odel 138 Eoton xpax Eunedov, i kod Gpelov.
witnp &', 1i puv Enxte xod Etpede TVTOOV EdvraL
aud’ o0t xopévn My Exdrue, xepol 8 duvooe
omfed T 48 araAfv Seprv i8¢ xakd rpdowna.

280

i21.606 T
i21.607
04.422 %}
0 21.85
011.272 %
022.29 %
022.33
02.258

i 7.151
022.270

18332+

i 18.233
124.794
i24.588

i 18.352

i 18.353

i 18.351
i24.414 % +
i 24.415

i 19.33 %
023.325 %
i19.284
i19.285

2020 Tpdeg 2022 oxéobon te...yépovia 2029 uvnotiipeg 2030 tOv piv 2037
KELUEVQ
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xcrdyAwg Yap non8dg 68vpeto oixopévoro. 0 15.355 *

0&b 3¢ xaxboaca xdpn AdBe monddc Eoio. i18.71
2045 dpBpdoron § Gpo. oiton Emeppdioavo Gvaxtoc. i1.529
™v 8 xat 6¢Baudv peBevviy VOE ExdAvyev. i 22.466
GAL" e &1 " ‘Gumvoto’ Kol &g ppéva Bupdg dyépln, 05.458 @
xod ¢ SAogupopévn Enea ntepdeva mpoon v i18.72
"Téxvov &ubv, ndc fiA8eg dmd Lédov fiepdevta 0 11.155
2050  Lwog éddv; xohendv 8 t68e {moiowv Gpacoa. 0 11.156 *
ot pot, txvov &udv, mepl mAvVTOV Kaupope dTdv, 0 11.216
=AG &v EmeLT Gno oio, gihov téxog, ader Aumotuny; 19.437
il Yap Eyd, ¢ide téxvov, 1o; 16D Sduad’ ixopom; 0 15.509
nag ETANG "Aid60de xoteABépev, Evd e vexpol;” 011.475
2055 audi 8¢ mondi ¢ide PdAe miyee ‘Sdxpy yéovoa™ 017.38 1
xbooe 8 v kepodriv e kKol Gpdo ddea KoAd, 0 17.39
XEWpag T Gubotépag: Bakepdv 8¢ ot Exneoe Sdxpu. 0 16.16
"Téxvov", &uol Ye pdiota Acketyetan GAyea Avypd. 24.742 1
0V Ydp pot Bvijoxwv Asxéav éx xeipag SpeEag. 124.743
2060  0%& ti pot elmeg murLvdv Emoc, ob T Kev adel i24.744
Hepviunv vixtdg e kol fipata Sdxpuv yéovoo. i24.745
GAAG pe adg e n6Bog 6d Te punidea, ‘GoiSipe vid), 011.202 }
o1 T dyavodposivn pelndéa Bupdv drmipa. 011.203
10 6" Gpotov kAxio tevndta, peidiyov odei. i 19.300
2065  viv 8t oV pév P* "AlSao 8bpovg vmd kedBeor Yaing i22.482@
Epxeon, odTp &k GTUYEP EVL mEVOETL Asinerc.” i 22.483
"Qg Eparo xAaiovs’, &ni § Eoteve Sijpog dnetpav. i24.776
‘0088 Yap®, 008 TG adTd’ EVi mTOAEL Aimet Gvilp, 124.707 +
008 Yuvii* rdvtag Yo ddoyetov ixeto méveoc. i24.708

2047 Eunvuto 2055 Soxpdoaca 2058 “Extwp..5 2062 doddiu’’ Odvooed 2068 d
goat’ 2085 p° om. OCT
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2070

2075

2080

2085

2090

‘olya’ toior & ndowv o4 ipepov dpoe ydoto.

xad vi X' pSupopévotory Edu ddog figdiono.

1 & énel odv 1dpeen modvdaxpitoto yéoto,

Bfi p Tuevon péyapdvde petd pvnotiipag dyovoic.

nept i Togric

topvaoavto 8¢ oo Bepcird te npofdiovro.
ayxag § dAMidav AaBétnv xepot onfapiiow.
oi § dg 6’ fpiovor xpatepdv pévog dudtBardveg
Ehxad €€ Gpeog xatd noanaAdesoav Groprdv
1i Soxdv ik 88pv péya vifiiov év & 1 Bupdc
elped’ Opod xopdte e kat 18p@ orcvddviesorv
dig ol ¥ éupepadre véxov ¢épov. abtap Brepbev®
Xepot péyav Aibov deipavtéc te tposéonxav,
SuPprpov. ok Gv tév Ye S xod eixos’ duoFm
€000l TETpdKUKAOL Gt 008e0g dyAicoeiay.
&x 8 pvAaxtiipeg cVV TEVXESLY E0GEVOVTO,
UM Abxog eicérBnon réAv Aadv dredvtav.
@3¢ 8 mg eineoxe véwv drepnvopedvioy,

" 8 m xhéyon pkv Edoete, 008¢ ry Eon
ovAeder, M ‘rag’ T kakdv petémobe yévorto.”

Ent’ Ecov fiyepdveg dvrdxav, Exatdv 8¢ Exdote
xoUpor Gipe oTelyov SoAiy Eryea xepoiv Exovreg
T@v & drav énAiodn redlov xod Adyumeto oAk
Suopevéeg T Gvdpeg oxeddv fato ‘Ev dvddxesorv:.
ot 8¢ tpinkéorol T kai EEfixovta méAovTo.

2070 & Epot’ 2081 SmoGev 2088 GAA' § tor 2089 pot
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123.108 ¥
0 16.220
0 21.57

0 21.58

123.255
123.711
117.742
117.743
i17.744
i17.745
i17.746 +
cf. 0 9.240
09.241
09.242
19.80
i8.522
02.324
i24.71 1 %
124436 % T
i9.85
i9.86
120.156
110.100 x t
0 14.20

2093 ovdé T 1duev
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2095

2100

2105

2110

2115

2120

avtod & npordporbe Bupdav Edpréavro.

@ ot pév §" éxdrepbe xadfato unnéavree,

0b vdp xev thain Ppotdg EABEev, 00k udA’ 1Bdv,

& oTpatév- o0& Y&p Gv ‘p¥roxag’ Adbot, 0v8é X dyfia

pela petoxAicoeie Bupdav fpetepdav.

Sontopbvesd dvd ddyar’ ioav Belov Pasirfiog

apyot pvnotipav, dpeti 8 Eoav EEoy’ dprotot.

ECbuevor & xat bl Yéov tiAlovtd Te yoitoc

older évioxipyavte xapriata: Sdxpua 5 o

Beppd xaTd PAEGEPWV YopUdBIC Pée PLupopsvoLoLy.

deroev & UmévepBev Gvok Evépov ' AlSavelc.

Gy & dvexdpnoev dypds v eie rapardc.

5Mv 8¢ v dpdacin énfav AdPe, o 5 ot Sooe

Saxpuddrv mAfcBev, Baspt 3 ot Eoyeto dmvH.

tapBricag & Etépwoe P’ Supora, puh Bedc ein.

‘GAL’ Ote 81 P ‘Gumvurto’, xod &G gpéva Bupdg dyéplm,

‘xod Téte 51 piBoroy duetPépevoc npocéetne:
"Tovvobuod o, ‘Gvak 0ed¢ 8é xev' 1| Bpotde Eooti;

VNUEPTEG HEV 31} pot UndoYED Kol KATAVEVOOV

il anderr, Enel oY toL Em Séog, Spp’ &Y £15.

el pév ‘101 Bedg Eoat, 8g ovpavdv edpiv Exmot,

TPIopdxopeg ptv ool ve mathp xod nétvia pritnp:

el 8 tig ool Bpotdv, ol dpovpng xaprdv ESovory,

Mooop’ OmEp yuyiig xal Yotvaev od@v & Toxrav,

i i aroyvidong péveog, dAxii te AdSwpon.

xpelooav elg EuéBev ko ¢péptepog ok dAiyov nep.

viv & &k pkv péya xidog deideo, todg & odwooag

2098 gvhdxovg 2100 &g 2110 avtap énel..Eunvoto 2111 dEodmic

avacoo..v ng 2115 ng

0 16.344
i20.153

i 24.565

i 24.566 @
124.567
04.621@
0 4.629

0 10.567
117.437
i17.438
120.61
13.35
117.695
i17.696
016.179
0243497 @
024.350 t
06.149 % t
il.514

i 1.515
06.150 %
0 6.154
i6.142
i22.338
i6.265
119.217
i22.18

2112
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pnidlag, énel 0¥ T tiow ¥ Edercag Oricow, i22.19
1 6’ &v woaipny, & pou Sovapic e ropein. i22.20
0V Yap &t dvoyetd Epya tetevyoton, 008 Em xaAdc 0263
2125  olxog &udg SidAwAs: VepeaawO e Kol avtot, 02.64
GAdoug T aidéobnre repictiovag avBpdmoug. 0 2.65
@ oL pkv 0vd avav Svop’ dAecag, GAAS Tou odet 024.93
ndvtag En Gvepdnovg ‘udia 51 xAéog Eooeton EGOASV. 02494 t
‘Cdyper™ Eydd Se xé tor 186w xdpv fipata rdvra. i14.235
2130 Bovhoiuny K Endpoupog Edv BnTevépuev GAAQ, 011.489
d¢ ‘xe* BvnTdg £ xad 0¥ téoa pridea olde, 118363 1
1| RACLV VEKUESOL KOTadBIIEVOLOY GvdoaeLy. 011.491
BovAotiumv 1 ool e, Sotpedic, Tfipata ndvre, i 23.594
00 nep ko peifav dpet Ty te Pin e, i9.498
2135  &x Bupod recéarv kol Saipootv elvan dhtpde.” i 23.595
"Qg Gpa. v mpocteinev Gvak Evépav ' Aidmvelc cf. i 20.61
Moodpevog enteaory, dueiixtov § 67 dxovoe. i21.98
"Xpt pkv &) 10V polov drnAsyéag droetnely, i9.309
1 mep 51 dpovéw te xod dg teTEReopévov EoTan, 9.310
2140  Gvdpa BvnTdv EdvTa, RdAm neRpwpévoy aio), i22.179
M8 yovaixag E6Cdvoug xod viima txvo, i 23.261 + 22.63
ay £6EAm BavdTolo ‘SucaiyéoctEavordoo. i22.180 %
BdAAeon. dAAG o Eyay dvoympricavta keAstm i20.196
&g mAnBYLV lévan, und dvtiog iotas’ tucio. i20.197
2145 mpiiEon & Eunmg oG m Suviicear, GAX Gmd Bupod i 1.562
udAdov épot Eoean” t0 8 tor xai Prylov Eoton.” i 1.563
Qg eindv Airev a8, énel Sienbdpade ndvia i 20.340
derdidrar xpatepdg Yap Exe Tpbpog avipdc SpoxATj. i6.137

2128 pdAo 81 deest OCT : E06AOV] "AxtAded 2129 meiev 2131 mep...T Eom 2142
duomyéog
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nEpl TiG AvaoTdoens

GAL' Ste & tpitov Apop EimAdxapog téhes’ Hc, 05.390
2150  fuog & olt’ dp no fide, En 8 GyATKT VRE, i 7.433
ayoppdv ot Bupdg EVi oTiBeco dyépl. i4.152
Efpeto & &§ mvov, Bein 8 v Gudéyvt duén, i241
pela AaBdv ¢iraxds T Gvdpog Suddg te ‘Graviacg). i9.477 1
0V ‘yap® eboveg guAdxav yyitopec Eocav’, i10.181 § %
2155  GAX Eyprmyopti obv Tevyec fiato mdvte. i 10.182
g 8& xdveg nept pijda Svowpricwvta év adAi i 10.183
8npdg dxovoavteg Kpatepddpovoc, b 1€ kal SAnv i10.184
Epxnton 8 Speodn- moddg 8 Spupeyddg &X' abtd i10.185
Gvp@v 18¢ xuvdv, dnd té ooty rvog GhmAey. i 10.186
2160 v viidupog Brvog dnd BAeddporv GAGALL. i10.187
od 8¢ yovaikeg ‘td¢pa’ doAréeg fABov dracon. 022,446 t
oiv 6Aogupbpevan, BoAepdv katd Sdxpv yéovoom: 0 22.447
&vBo. &vo vixtag 80 T fuata ‘cuvvexic aisl 09.74@
Kdnnecev. dudi § ol 8dvartog x¥to Gupopaictic. i16.414 %
2165 xAdiov & Miyéag, ddivditepov 1i T olavol 0 16.216
¢fivon i aiyomot youyvuyeg, olol e tékva 016.217
&ypdron e&eiovto ndpog netenva yevésOon: 0 16.218
dic Gpa ol ¥ EAeetvov On Sgpdar Scxpuov elBov. 0 16.219
HiAtp 0 1 v Enxte kol Etpede TLTOOV Ebvra, 0 23.325
2170 «Adie pépov 0% nonddg dudpovoc, 6 ot Buedie i 24.85
adng dvasticesto Hnd Légov fiepbevioc. i 21.56 %
noaddg ydp ot dAactov EVi ¢pect méveog Exerto. 0 24.423

2153 yovoikag 2154 pkv..ebpov 2161 w6¢pa deest Hom : ¢ 2000’ [of 2163
CUVEXEG
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2175

2180

2185

2190

2195

‘kelt0 § avavdog® Grastog 5nTog 8 rotiitog,
Opuaivova’ 1 ot 8dvarov ¢iyor vidg dudpav.
g & EAearvotdr dyei ¢pOvIBeoKov napetad.
xod p aropdpEato yepot moperdc ddvnotv e,

"® pot, Téxvov éudv, 1 v6 ¢” Etpedov aivé texodo

‘@ pou’, EYd movdroTyog, Enel téxov v GpLoTov.”
@G 8 LoV xatatiket En” dxpordiooy Specory,

fiv T Edpog xatétnEev, Emiv Zégupoc Katayevn

mxopévig & dpa tiig motopol mAriBovat péovrec,

dig Tiig Tixeto kaAd rapriia Sdxpu yeovonc.

opepdorfov 3& uéy gumsev, mept 8 Toye métpn.

‘dpuricag & dpo ol rap’ Eraipav Gyyehog dixde

XEPOL yMAoPSwY, Gmd piv Aibov eiAe Gupdav.

0V pa meprotéyag fike snBapiic dnd xepdc.

adng Ererto médovse KkvAiveto Adog dvondric.

BéuBnoev 8¢ AiBog: xatd § ExmEev mott yain.

a0t & eivi BYprot kaBéLeto eipe netdocog

KAAAEL xad xdprot otidBov: Bneito 8¢ xovpn.

d e yap ieAlov ‘mékev aiyAn 118 ceAfivg,

1i tupdg cdBopévoro ‘kod* fieiov dvivroc.

dovi te Bpotén xatepritue ddvnodv e,

"Eint § & T xAaderg xai 65Vpecn Evotr Bupd,
méveog GAasTov Exovaa petd ¢peaiv; oide kot adtde
6tn pdhot E86AaG xad Tou didov Emdeto Bupd.
radoeo 51 kAawBpoio y6ots te Saxpudevtoc,

&g Gv ui xAadovoo kot xpdo koAdv idntiic.

04788 @
0 4.789

0 8.530 %
0 18.200
il.414
124493 % 1
019.205 ¥
0 19.206
0 19.207
0 19.208
0 9.395
016,468
09.416

o 8.189

0 11.598
0 8.190
09.417

0 6.237
07.84%
i22.135
0 19.545
0 8.577

i 24.105
018.113
0 4.801
04.749

2173 kit Gp’ dotog 2178 adtdp 2179 v 2184 dyripnoe 8 pot map’ 2191 &yAn
méhev 2192} 2197 maboete
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2205

2210

2215

2220

2225

1 01 EmTArito xpadin plotow Eucicuy.

unxén viv xpba xaddv évaipeo undé n Bupdv.
Bdpoet, undé n mdyyv et dpect Seidior Ainv:
T010¢ Ydp oot motudg G Epyeton, v e xod GAAOL
Gvépeg fipricavto rapestduevar, Stvartan Ydp.
goiclv § G¢fauoiot ‘Eodyem’, of X £66AG00.
0Ako € ot Epéw, oV & Wi ¢peot BdAdeo ofiorv:
@ O pev olteg Eoml gbog kad EAevoeton 1idn
‘006" rdilg, 0l6v mov Tig EEASeton Eppeven via

oy ndX', 0v8 En tijAe didav xol ratpidoc oinc.
1| pév o1 tdde ndvta tedeieton d dryopeda.
Gyean’ oY ydp oe npdobev nadoecon dlo
KAawpod e oTuYEpOLd Y6016 e Saxpubevtog,

mplv ¥ adtdv K’ Eoidnon’. adtdp ool ¥ &S EmréAde.

GAAG oU piv viv Epxev Gy 1ol dparvopbvngiy

oixade, koi pvnotiporv UnepgrdAoioty dpilet.

090 pév ot kelvdg Ye ROADV xpdvov dusic Eoorto.”
"Qg ¢dto, tiig 8 edvnoe ybov, oyt §' dooe yéoo.

xod Téte v pilororv duertBopévn tpocéeine,

"Eooetan ‘ot ‘pide™ EBev &' Bvex' VOGS ixdvo,

G¢pd & T d¢Badpucioy 18w kot pdbov Gxovco.

GMAG pot B8 Gvé Bupdv Steton, dg Eoetad rep.

Eyvo Yap ¢Gpdg te utdvd e dpat’ 1Sodoa.”

"H piv Bopupricasa ndwv olkévde BePrixer

uvnotripav ped' Suiov, énel Siemédpade rdvra

évtporoLopévn, Bakepdv xatd Sdxpu yéovoa.

rondog Yap pibov rervupévoy EVETo Bupd.

2204 émdyeon 2207 xod 2212 pe idnton 2218 drror 2223 £¢
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i 19.220

0 19.263

0 4.825

0 4.826 %
0 4.827
020.233 @
0 19.236

0 19.300
020.35

0 19.301

0 19.305
017.7 %
0178
0l179@

0 16.270

0 16.271

0 16.267 %
0 4.758

0 19.252
01631@ 7t %
0 16.32 %
0 19.312

0 7.234

0 21.354
017590
1 6.496

0 21.355
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2230

2235

2240

2245

2250

xod pa Exdote datl rapiotopuévn ¢dto pitov.

Soca & Gp’ dyyehog dra xatd ntéMv Gyeto mdv).

ot 8¢ Bofig dfovreg édoitwv GAAOBEV GAAOG,

ot pév ywdpevor, ol § ad péya xudtéwovre

oL & apa apBricavteg i0d¢ xiov, i & &oidovro.

aépdor 1iyepéBovro npd doteog evpuydpoto.

Mv & Gve xal Gvavdor épéctasav GAAGAOLY.
*QBe 8¢ Tg elneoxev 180 & mAnciov GAdov,

"d ¢irot, 00 pév mo T Rdpog TolodToV ETixeN.

@ ndémor, N péya Badpa 165 GPBaAuoiow dpduon

dewvov, § ol mot’ Eyaye tehevtiioesbon Epacxov.”
‘03¢ &' adt Eadmg ‘nep® avéotn xiipag GABEQC,

Kelvog ‘8" dG dryGpeve: T 1) VOV rdvTa teAgitan.

avtép O Bupdv Exav v kaprepdv, dg 10 rdpog nEp,

0¢ o1 BVNToLoL X0 dBavdTooY dvdooet,

filev. odnmd & Gpog npocéfn katasiuévov VAT,

év eproonvopéve. Sowovg & G’ dmiAve Bdpvoug

€€ Op6Bev megudrtag: O piv guring, 6 & EAaing.

vl dvafag, 66 te Spvog v morvaveéog BAne,

‘Eotn’. moAAG 8¢ oi xpadin népupe K1évTL.

GAAG kol B Gvépupve, odo § Epinpag Etadpov.

oi § EAeAixOnoav kol évavtio Eotav ‘Gravee.

‘aOTap Enel P¥ TipyepBev Sunyvpéeg T Eyévovto

Ménoav, kol wdowv &vi dpect Bupdg idven,

@ eldov Lwdv e kol dptepda mpociovto.

avtap Emel Taprmoav & dAAfAoug dpbavteg,

derxavéwvt énéecor xai &v yeipesot ¢pdovro.

288

02.384
024.413

0 9.401
i21.519
024.101 =
0 24.468
cf. £9.30 +i13.133 %
0 21.396

0 18.36
i13.99
i13.100
i15.287 t
018271 @
i5.806
i12.242

0 19.431 %
05.476

0 5.477
014353 @
04427 t

i 16.363
i5.497
i1.57+%

0 15.165
i5.515

i 24.633

0 24.410

2229 od om. OCT 2237 olov &' : mep deest Hom 2238 T 2244 Spioc 2245 fita
2247 'Axyondv 2248 ol § érel ovv
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2255

2260

2265

2270

2275

xod kveov Gyanaldpevor xedarv e xod duovg.
70l 8& Kol petéeine BeoxkAvpevog Beoeric,

" “téxov, fito dyd Bedg GuBpotog eidiAove
010G £dv 0L (610G &v Duetépoior Sépoion
gocopm, dg T npdtov tméoTnv xal kotévevoa.
viv 1181 168e paxpov &éASap éxtetéAcoton.

GAN' 68 EYd T01608€, mABMV Kaxd, TOAAL S GvVaTALS',
Gpvipevog natpds te péya xhfog 1 Eudv adtod,
1iAvBov, Gdpa 18m véxvag Kol drepréa y@pov.

GAX OuElG Epyecle ko GryyeAiny dnddoode
HetAgiogénéeoon ropactaddv avipt Exdorg.

KelBev §' avtdg Eyd ¢pdoopom Epyov e Emog te.”

Avtixa § &€ Speog xatePiioeto nowardevioc.
x1ipuxeg & Alyoavov &yt ol doavoptvngn
&o0Mol, tettiyecowv dowkdteg, of te ka® HAnv
Bevdpégédelduevor Sradapréecoavision.

mept Tiig 100 Beyud ymAarioewne

v e

Oi § &t &1 §’ Evtoose ‘8yov Eoav® dymAdio
Tepripevol AGTMTL Rap GAAAOLOL ‘KdBNVTO".
KNANBUP § Eoxovto xatd péyapa oxidevio
xMicav & 8%pag peydpav &0 voretodviav.
xAniotai § Erecav oavideg mukvac dpapuia.

"Huog § tipryévera ¢dvn PpodoSdxruiog " He,
avtixa 81 pvnotiipag éngyeto icéeeog oax.
1006 & ardte mpockeime BeoxAbievog Beoetdic,

2255 yépov 2259 & dAnBelg 2269 Eoav Sdpov 2270 HEVOVTEG

017.35 %
0 20.350
i24.460 t
0 24.379
i1 4.267

0 23.54
016.205 @
i 6.446
011.94 %
19.649

0 12.207 %
115.234
113.17

i 11.685
i3.151
13.152

01.126 §
05227 % t
0 13.2
019.30 %
02344

0 5.228

0 1.324
015271 %
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"Evdov piv 81 68 abtdg éyd, xoxd moAAd poyicac,
nyvdoxo § g cediv sASopévoroty ixdve."
‘Kad 1612’ 81 puv Eraipog dvitp 18ev d¢Badpoio.
2280 pepuriipEe & Enmrta kot gpéva Kol kot Bupdv
elopdwv Gyiv T dyadiv xoi pdbov dxovwv,
1} npdt’ &Eepéorto Exaotd e pubicomto’.
oti & nap’ ‘adtov idv, kot v npdg pitov Eevre:
7Q $id, Erardn tadtd 1 dvépvnoog xod Eeumec
2285  meiBerg &1 pev Bupdv, amnvéa nep pdd’ Edvra.
&v poipn y&p mdvta Siixeo kot xotéAetac.
viv § £0éAw Erog GAAO petaddfico kot EpécBon.
‘D ¢ide’, ‘el xof pot vepeotioeo 1 kev et
ofiud i por viv ‘Séikov' aprgpadéc, Sdpa renoifn.”
2290  Tov & avre mpookeine Beoxhbevog Beoetdc,
") udda tig o1 Bupdg eVt oTiBedorv dmotoc.
GAAG 60 ur pot Tobta véer dpeot, undé oe Soipwv
Evtadfo tpéyere, ¢irog xdxiov 8 kev ein.
TOLYGp EYS 101, TéKVOV, GANGéR RAVT Gryopevon.
2295 1) 1ot piv t63e xodtdg dlen, dic Kev Erdyem.
GAL" dye dedpo, nérov, rap’ &' iotaco® kod e Epyov,
Gop' Eb" eidiig olog &v GvSpdor Suopevéeoor.
oddiv &', i Eoetal nep, dAnBeinv xatartEw:
el § dye &1 xol ofipa dprepadis GAro T Seitw,
2300 S¢pd w' &b yvdtov motwliitév T EV Bupd.
ofiua 8¢ to Epém pdA’ dprdpades: 0v8é oe Aricer.”
"Qg eindv pdxeo peYAANG droépyalev 0VARC.

2279 Syt 8 2282 meipriconto 2283 "Avtivoov 2288 Ecive ¢iA’..R
2297 &b deest OCT : ologl ot 2296 igtoo

0 21.207

o 21.209
i17.466
04117

i 24.632
04.119@
017414 ¥
0 3.211
023.230
i 19.186
03.243
01.158t @
024329 1
0 15.271

0 14.391
i9.600
i9.601
03.254

0 3.255
022233 @
022234 1
021.212
021.217
021.218
011.126

0 21.221

2289 eine
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2305

2310

2315

2320

2325

defreptic & Ee xeplg Enog T Egar’ Ex T Gvépalev-
"OVARY piv mpdtov Tiivie dpdoom dpBaAuoiot,

Sépa Yvdic xatd Bupdv, drdp elrnoda kai GAAG.

@ émt ool pdAa AL Erabov kol m6AX Fuoynoa

Odpd. p' & Yv@dtov motwlitov T W Bupd.”

Qg ¢dto, Tdv & dpa Bupdv EVi omiBecoty Gpuve.
oVMiv § dudpdoconto xod dudads Epya yévorto,
XEWadv & daydodnv- 6 8¢ daxpicag Erog ndda:

"Nov 4", énel 1i8n otjpat’ dprdpadéa por EsaEac
neiBerg 81 pev Bupdv, drnvéa nep pdd’ Edvra,
0106 &ddv ToL XBLLOG Ev Mpetéporor Sbpotan,
008E Ainv &yopon, pdia & ed ol olog Encle
avtdp ph viv pot 188 ydeo undé veptooa,
obvexd ¢’ oV 10 mpdrov 8oV Eyd &8 Emibnoa.

npiv § Eyvav, mpiv ndvo Gvoxt éudv dudaddacton.

aiel ydp pot Bupde EVi oniBecot idoioty
épplyer pn g Bpotdv Grddorto Encoov.”
"Qg dpa povicavteg anéotacav GAAAOLLY.

mepi Tiig avodrfyeng

AN 161e piv mpérav fuap & féMov katasdvia
X€ipag avioyoveg peydX edyetéwvio Exaotoc.
Aog § Ewodbdpog elor ¢ Epéav ént yaiay,

v e péta xpoxérerAog dmetp dAa xidvarton o,
€0t ‘ve' oxom\v &g ronnaAdecSav GveABGY,
EvBa ukv olte Bodv 0Vt Gvdpdv daiveto Epya.

2311 &'..xatéheBag 2316 énel iov, @ dydmnoa 2321 G¢ 2325 &
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i7.108

0 24.331
022.373
19.492
021.218

0 17.150 %
0 19.391

i 10.377
023.225 ¥
0 23.230

0 24.379
023.175

0 23.213
023.214 7
0 19.475
0 23.215
023.216
cf. i13.708

i1.601
18.347
i23.226
i23.227
01097 t
010.98
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2330

2335

2340

0t § EAchiyBnoav xoi évavtiol Eotay Gravteg,
uitnp 6 1 v Enixte xot Etpede TuTBOVY E6veon
adtdp Enel P TryepOev Sunyepéeg T Eyévovro,
1006 § adte npocéene BeoxAvpevog Beoetdiic
"kAbte ¢iAor’, kol puf T ‘Buud* Gydomole Exaotoc,
Odpo Enog ‘Eimorpn’ 16 pot xoTadGudy oy,
“Non viv pev’ Bupdg énfcovtm Gote véesbm
0vpavov &g moAvyadkov, iV GBavdroton peteinv.”
Hvnotipeg 8 dxdyovto xatidnodv T Ei Bupd.
@ einadv Airev ab1é8, Enel Sienédpade ndvio
av1dg 8 npdg ratpds EpLoevéog Tuxivov 8@
¢aived ouob ‘vedéAnov' idv eig ovpavov edpiv,
add oV dotepdevta, petanpenf GOaVATOLOLY.
abtépaton 8 midon pokov odpavod, &g Exov T Qpat
ii¢ émtétpanton péyag 0dpavdg ‘dotepdel’ e,
MHEV GvaxAivar mukivdv védog 8 EmOeivan.
Bii 8& ‘Béwv’, pdAa & dxa ¢irov natép’ sicadixavev.
by & odng xat' &p ELet ém 6pdvov, EvBev Gvéom).

i5.497
023.325 %
i1.57

0 15.271
i14.111%
022392 @
i9.42 %
032%

0 16.342
120.340

i 19.355 %
i5.867 1
118.370
£5.749
i5.750 t
15.751
02299 @
0 21.139

2330 = 0 15.508, 20.363 2331 neioecBon..x6tg 2332 stropt 2333 €1 8 ot T
2333 vepéeoowv 2334 poeivor  2340-42 = i8.393-95 2341 OvAvunde 2343 Béerv
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