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hat nicht nur Horazens Ode "O fons Bandusiae" iibersetzt, sondern zitiert in seinen Werken oft
auch horazische Phrasen. In seinem letzten Roman Finnegans Wake etwa finden sich manche
horazische Ausdriicke in abgewandelter Form. So lautet zum Beispiel der bekannte Ausdruck
"Exegi monumentum aere perennius" im Roman (FW 57,22) "an exegious monument, aerily
perennious". Ein interessanter Zufall ist der, dass Ezra Pound, ein Freund von James Joyces,
Horazens Ode 3,30 {ibersetzt hat (siche den Beitrag von Harrison). Es sei auch noch erwéhnt,
dass Pound in der Zeitschrift The Criterion (1930) einen kleinen Essay iiber Horaz und seinen
Ubersetzer geschrieben hat.

Am Anfang seines Artikels iiber die lyrische Dichtung fiihrt Alessandro Barchiesi ein-
ige interessante und iiberraschende Beispiele fiir die Rezeption des Horaz an: die Ode Auf ein
Geschiitz (1782) des bekannten Ubersetzers Karl Wilhelm Ramler ("The Prussian Horace")
und das Gedicht Dulce et decorum est von Wilfred Owen (1917), wo die horazische Phrase als
Liuige bezeichnet wird.

Ein Verdienst des Buches besteht darin, dass auch die Kritik an Horaz beriicksichtigt
worden ist. Als berithmtestes Beispiel eines Horaz-Parodisten hat Stephen Harrison Rudyard
Kipling aufgefiihrt, also den Autor, dessen Parodien schon Gilbert Highet in seinem grof3en
Buch The Classical Tradition erwéhnt hat.

The Cambridge Companion to Horace enthélt ferner eine 30-seitige Bibliographie und
Vorschlige fiir "further reading" nach jedem Kapitel. Die Bibliographie ist eine gute Auswahl
der Artikel, Kommentare und Gesamtdarstellungen tiber Horaz im 20. Jahrhundert und in den
ersten Jahren des neuen Jahrtausends. Dieses sorgfiltig herausgegebene Buch wird all denen
niitzlich sein, die Horazens Werke studieren oder Horaz als ihren Lieblingsdichter lesen.

H. K. Riikonen
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As the title says, the most integral part of this book is Stuart Lyons' full verse English transla-
tion of Horace's Odes. In addition, the book contains brief chapters on Horace's life and the
Augustan age, Horace as a songwriter and the hypothesis that Guido d'Arezzo exploited the
melody of Horace's Ode to Phyllis, when he invented the solmization system also known as
"Guido's hexachord".

This book begins with Horace's biography, which also throws some light on the back-
ground of the Odes. Lyons then turns his attention to the question of whether Horace was also
a composer of songs. He highlights the hypothesis that Horace's Odes were originally songs, as
is also suggested by the title "Carmina", and not just poems, as was the common belief in the
twentieth century. Lyons also wants to point out that Horace was not musically illiterate, bas-
ing his statements mainly on the references to music and musical instruments that occur in the
Odes. The author further gives a brief account about ancient Greek music theory, which unfor-
tunately oversimplifies, for example, the use of modes in different genera. Lyons also commits
a slight solecism when he erroneously describes barbiton as "a smaller instrument more like a
lute" (p. 21), thus confusing it with a pandoura (also known as a trichordon), the only lute-like
instrument known from ancient Greece. All in all, it seems that Horace had some kind of musi-
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cal education — as did the Greek lyric poets — although this book does not prove it indisputably.

The chapter entitled "Guido d'Arezzo and the Do-re-mi Mystery" deals with the origin
of the melody used in the hymn Ut queant laxis, which was the song where Guido d'Arezzo
took the syllables Ut-Re-Mi-Fa-Sol-La to signify the notes of the basic diatonic scale. Lyons'
premise is that Guido's source was Horace's the Ode fo Phyllis, but he does not claim that the
melody in question was composed by Horace himself. He bases his hypothesis on the manu-
script known to scholars as M425, which includes the Ode to Phyllis with neume notation. It
must be noted that Lyons is not the original discoverer of the fact that the ode in M425 and
Ut queant laxis are sung with the same melody (as he also admits on p. 222), this having been
noticed much earlier (Lyons refers to Gerard Abraham's The Concise Oxford History of Music
[1985], p. 84, but omits, for example, J. A. Westrup's "Medieval Song" in The New Oxford His-
tory of Music 11. Early Medieval Music Up to 1300 [1954], pp. 220—-1). The author is convinced
that the melody of the Ode to Phyllis is the source that Guido used, when he invented the sol-
mization system, because M425 is the only known early medieval manuscript containing the
same melody as that used in Ut queant laxis. He also suggests that the reason why Guido does
not mention that he employs the melody used in one of Horace's Odes is that, because of the
pressures of religious politics, it would not have been proper to use such a profane melody in
religious music. After this thought-provoking enigma, Lyons introduces his translation of the
Odes.

The English verse translation is aimed at students without a developed understanding of
Latin. Lyons mostly uses English metrical and rhyming schemes, but also "an anglicised ver-
sion of Horace's Sapphics" on some occasions and reflects the original lonic a minore metre in
the Ode to Neobule. In general, he puts weight on the requirements of English rhyme and does
not follow the original text slavishly. Lyons also consciously uses anachronisms, for example,
when translating cithara as 'guitar' and tibia as 'flute', because of their convenience for English
rhyming (p. 43). Similarly, he translates barbiton as 'lute', which might explain why he earlier
(p. 21) falsely describes this lyre-like instrument as lute-like. Generally, Lyons takes a lot of
liberties with Horace's original text, omitting also some proper names and place names as in-
significant. His translation probably will not please those who prefer literal translations, but it
makes Horace's Odes easier to approach for people without any previous knowledge of Roman
history and literature.

In summary, the book functions best as a tool for beginners in Classics to become ac-
quainted with Horace's Odes and his life. The chapter on the origin of the melody of Ut queant
laxis 1s well written and grippingly told, but does not provide any firm evidence to support
Lyons' claim that Guido d'Arezzo (or someone else who originally merged the verses written
by Paul the Deacon with the melody in question) took the melody precisely from the Ode o
Phyllis. Also his hypothesis that Guido kept the origin of the melody secret because of religious
politics is unconvincing. Perhaps it would be more reasonable to ask if Guido did not mention
the origin of the melody simply because in his time it was so commonly known and widely
used. It is unlikely that these two songs were the only ones with this melody. However, even
Lyons does not claim that Horace himself would have been the composer of the melody that
is found in M425, and it is evident that there is no connection between the actual music that
Horace could have written and Guido's invention of the solmization system.

Kimmo Kovanen



