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    In a world where appetite outruns decorum, Satyricon turns desire, language, and status into a carnival of masks, revealing how the scramble for pleasure and prestige exposes the comic fragility of Roman civilization.

Satyricon, traditionally attributed to Petronius and composed in the mid-first century CE under Nero, is among the earliest surviving works of extended prose fiction in Latin. What remains to us is fragmentary, yet it presents a vivid panorama of urban life, shifting voices, and relentless satire. Its narrator and companions wander through a landscape of feasts, scams, and reversals that test wit, luck, and identity. Rather than offer an edifying romance, the book delights in exposing pretension and appetite, turning social performance into spectacle. Its blend of humor, social observation, and stylistic daring has secured its enduring reputation.

This book is considered a classic because it expands what literature can do: it brings the street into art, fuses comedy with critique, and treats everyday speech as worthy of literary attention. Its audacity influenced the development of the European novel and the tradition of satiric narrative. Readers and writers found in its comic realism, unstable narrator, and shifting tones a prototype for later experiments. Alongside Apuleius’ Metamorphoses, it demonstrates how the ancient world anticipated modern narrative play. By exposing hypocrisy and celebrating verbal ingenuity, it forged a lineage that reaches from Renaissance humanists to modern satirists and experimental storytellers.

Petronius—often identified with the courtier described by Tacitus as a connoisseur under Nero—is associated with a moment when imperial culture mixed luxury, anxiety, and performance. In this milieu, Satyricon emerges as a sophisticated satire of manners, education, and literary fashion. The work aims to scrutinize social ambition, lampoon bad taste, and parody revered genres without moralizing. It stages clashes between eloquence and experience, erudition and hunger, showing how rhetoric can decorate emptiness or sharpen survival. Whether mocking the schools of declamation or magnifying the theater of dinner, it turns everyday scenes into critique of cultural pretense and power’s absurdities.

The surviving narrative follows Encolpius and his companions through a series of misadventures in the ports and towns of southern Italy. They drift from classroom quarrels to bustling streets and extravagant banquets, encountering freedmen, merchants, performers, and opportunists. This is not a heroic quest but a tour of Roman social crosscurrents, where wit replaces virtue as currency and quick talk can open doors or trap fools. The friendships, rivalries, and romances that drive them onward are presented with comic frankness, yet the tone remains fluid, capable of sudden shifts from farce to pathos. The plot’s pleasures lie in movement, surprise, and voice.

Formally, Satyricon is a prosimetric mosaic, mixing prose with bursts of verse and weaving learned allusion into colloquial conversation. Petronius modulates registers to match character and setting, capturing dialects, idioms, and jargon that anchor the satire in lived speech. The result is a textured soundscape: high culture brushes against street talk; rhetorical flourishes collide with slang and malapropism. This stylistic variety is not ornament alone; it is the engine of the book’s critique, exposing how language itself can flatter, disguise, or betray. The narrator’s partiality and quicksilver tone invite readers to question every claim, gesture, and performance on the page.

Satyricon thrives on parody and genre play. It mocks ideals of epic heroism, toys with romance conventions, and punctures moral uplift with comic derailments. Elements associated with Menippean satire—mixtures of verse and prose, philosophical provocation, and sudden tonal pivots—coexist with picaresque drift and episodic structure. By testing literary forms against social reality, the book reveals how borrowed grandeur collapses when confronted by hunger, debt, and desire. The result is both exhilarating and unsettling: a narrative that seems to improvise as it goes, using literary memory to generate fresh comedy while exposing the gap between prestige forms and ordinary life.

Its impact radiates across centuries. Renaissance readers valued its Latin and its unblinking social portrait, while later novelists learned from its shifting narrator and comic realism. The figure of the ostentatious host from its most famous banquet became a touchstone for portrayals of nouveau riche excess; even F. Scott Fitzgerald toyed with Trimalchio as a working title while shaping a modern parable of wealth. In the twentieth century, Federico Fellini’s film adaptation underscored its dreamlike, fragmentary energy. Scholars and writers continue to treat it as a seedbed for novelistic experimentation, where satire, storytelling, and social observation fertilize one another.

The text reaches us in fragments, with gaps that have long encouraged scholarly debate and readerly imagination. Far from diminishing its power, the lacunae add to its allure, emphasizing contingency, improvisation, and the instability of memory. The largest surviving stretches offer enough continuity to showcase character, voice, and social panorama, while the breaks remind us that ancient literature often survives by accident. In this sense, Satyricon is an archive of both survival and loss: it preserves a remarkable cross-section of Roman life and language even as it invites us to ponder what stories vanished and how absence shapes interpretation.

At its social core, the book exposes the rituals of wealth, the anxieties of status, and the theater of emancipation and patronage. Freedmen purchase symbols of aristocratic culture, guests perform erudition, and everyone negotiates the price of belonging. Education and eloquence, supposedly marks of distinction, become tools for bluffing, intimidating, or amusing crowds. Appetite—culinary, sexual, rhetorical—governs scenes that are at once comic and diagnostic. Beneath the laughter lies a study of power: who gets to speak, who controls spectacle, and how bodies and voices are disciplined or displayed. The satire cuts through pretension with precision and, often, with sympathy.

Contemporary readers find Satyricon strikingly modern in its skepticism about authenticity and its fascination with performance. Its characters curate themselves, fabricate backstories, and convert attention into opportunity, all within a marketplace of taste and envy. The book’s frankness about desire, its resourceful code-switching, and its refusal to segregate high and low culture resonate with today’s hybrid media and fluid identities. Its comic scrutinies of conspicuous consumption and borrowed refinement echo modern anxieties about branding and status. At the same time, its attention to marginal figures and precarious lives foregrounds voices that often slip beneath official histories, making the satire feel ethically as well as artistically alive.

Satyricon endures because it makes style a form of truth-telling and laughter a method of inquiry. It is a classic not through piety but through vitality: a fragment that feels complete in its energies, a satire that opens rather than closes questions. Petronius crafts a world where language is currency, appetite is compass, and prestige is always on trial. Readers encounter a chorus of voices, a laboratory of genre, and a mirror held up to society’s theater. For all its antiquity, its themes—ambition, performance, desire, cunning—remain current, ensuring that this unruly, inventive book continues to provoke, amuse, and illuminate.
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    The Satyricon, attributed to Petronius and surviving in fragments, is a Roman prose narrative blending satire, adventure, and inserted poems. It follows the first-person wanderings of Encolpius, a down-on-his-luck student, and his companions through a landscape of schools, taverns, and coastal towns. The work mixes high rhetoric with low comedy to portray social ambition, desire, and pretension. Because the text is incomplete, the story opens and closes mid-action, yet the episodes form a coherent sequence of misadventures. Across these episodes, Petronius presents a shifting view of language and class, inviting readers to observe characters navigating wealth, patronage, and moral display.

At the outset, Encolpius complains about the decline of eloquence and the artificiality of contemporary education. In conversation with a teacher named Agamemnon, he criticizes showy declamation that neglects truth and character. This discussion frames a central concern: how words are used to impress rather than persuade. Encolpius travels with the youth Giton and soon crosses paths with the opportunistic Ascyltos, whose rivalry and camaraderie complicate their movements. Petty thefts, jealous quarrels, and chance meetings keep the trio in motion through a bustling port city. The narrative establishes their precarious status as they seek meals, money, and protection from offended acquaintances.

An early turning point arrives when the companions are accused of profaning the rites of Priapus. A priestess named Quartilla confronts them, enforcing ritual punishments that are comic, unsettling, and theatrical. The episode parodies sacred ceremony while intensifying the conflict among the travelers, who must improvise to escape embarrassment and retaliation. It also introduces the pattern of entanglement with powerful figures who control access to food and safety. When they rejoin urban society, the young men accept an invitation that promises both spectacle and security, drawing them into the household of a wealthy freedman whose hospitality will expose new forms of excess.

The banquet of Trimalchio occupies the center of the surviving narrative. Guests recline amid extravagant courses presented with tricks, wordplay, and elaborate staging. Trimalchio, a former slave turned magnate, presides with pride, recounting his rise and sharing opinions on fate, medicine, and literature. His fellow freedmen add gossip and slang, providing a cross-section of aspirations and anxieties in a prosperous milieu. Entertainment alternates with boasting and moralizing, as servants, performers, and devices punctuate the feast. The set piece surveys wealth on display, generosity tied to self-advertisement, and the uneasy boundary between refinement and vulgarity, all while the visitors manage their precarious welcome.

After the dinner, the travelers attempt to slip away, only to become embroiled in new disturbances in the streets and lodging houses. The narrative pauses for inset stories told by guests and acquaintances, including a famous account of a night journey with uncanny transformations. These tales-within-the-tale broaden the work's range, mixing superstition, humor, and cautionary motifs. They also reflect the characters' uncertain fortunes, as rumor and storytelling shape reputation and opportunity. Misunderstandings follow, and the group reshuffles alliances, with each member seeking advantage. A chance meeting with an older poet introduces another companion whose presence will redirect their route and ambitions.

Eumolpus, the loquacious poet, joins the company, delivering verses on civil strife and art while sharing food and connections. To escape local troubles, the group boards a ship, only to discover that it belongs to acquaintances who recognize old grievances. Tensions rise among passengers, including a wealthy couple with prior links to the travelers. Disguises, negotiations, and recitations complicate the voyage as tempers flare. A sudden storm interrupts the standoff and scatters plans, pushing the narrative into a sequence of separations and reunions. In its aftermath, the survivors make landfall and look for a fresh start under assumed roles.

They arrive in a city famed for its legacy-hunters, where citizens court the childless and sick in hopes of inheritance. Eumolpus proposes a scheme: he will pose as a frail man of means, while the others act as his dependents, attracting gifts and favors from eager patrons. The plan secures lodging and provisions but requires constant performances and careful lies. Flattery, legal maneuvering, and staged ailments fill the days, and Eumolpus continues to produce poems that comment on ambition and appetite. The ruse strains loyalties within the group, while their hosts grow more attentive and demanding with every promise.

Within this setting, Eumolpus narrates illustrative stories, including a widely known tale about a widow's unexpected choice when confronted with hunger and duty. Such insertions reinforce themes of fidelity, opportunism, and the thin line between honor and expedience. As the masquerade deepens, letters, rumors, and minor scandals circulate, showing a society organized around expectation and performance. The text itself bears marks of loss, with gaps and sudden transitions that remind readers of its fragmentary survival. Even so, the sequence holds together through recurring concerns: the uses of eloquence, the pressure of need, and the spectacle of status in public and private.

Taken as a whole, the Satyricon presents a picaresque exploration of Roman life from the vantage of outsiders who rely on wit more than rank. Its episodes juxtapose rhetorical display with bodily need, highlighting how language, wealth, and desire structure relations. Without settling outcomes or delivering explicit judgments, the work observes the fluid identities of freedmen, clients, and adventurers navigating uncertain patronage. The blend of prose and verse, satire and anecdote, emulates the variety of the street and the banquet hall. The enduring impression is of a world where performance governs survival and where ambition meets mockery at every turn.
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    The Satyricon is set in the Roman Empire during the mid-first century CE, principally in southern Italy under the principate of Nero (54–68 CE). Its itinerant protagonists move through the Bay of Naples—Cumae, Puteoli (modern Pozzuoli), Baiae, and Naples—and later to Croton in Calabria. This landscape was a cosmopolitan hinge between Italy and the eastern Mediterranean, saturated with Greek culture from Magna Graecia and bustling with trade. Urban density, slave labor, and a vibrant freedman class shaped daily life. The road network (notably the Via Appia) and coastal shipping facilitated mobility, commerce, and the social theater that the narrative exploits.

Campania’s seaside resorts and villa culture created stages for ostentatious display. Baiae, famed for luxury and vice, and Puteoli, Rome’s busiest seaport before the completion of the imperial harbor at Portus, drew merchants, entertainers, and officials. Municipal elites competed for honors, while freedmen amassed fortunes in shipping, finance, and production (including the prized garum fisheries). Greek intellectual traditions coexisted with Roman civic ritual, producing a polyglot milieu of teachers, rhetors, astrologers, and priests. The region’s social volatility, where status could be flaunted and contested in banquets, markets, and baths, provides the immediate social texture mirrored in the work’s episodes and speakers.

Nero’s accession in 54 CE, succeeding Claudius, inaugurated a principate whose early phase was guided by Seneca and Burrus. This period saw administrative continuity and cultural patronage, with public entertainments, building projects, and tax adjustments designed to cultivate popularity. The senatorial order’s political power continued to ebb, while equestrians and imperial household staff became increasingly central to governance. Court life, performance, and taste—matters of style as well as authority—grew in prominence. The Satyricon’s world, attentive to staged identities and cultivated extravagance, reflects the social dynamics of the Neronian court, where art, spectacle, and status intermingled with political calculation.

From 59 CE, after the matricide of Agrippina, Nero’s rule hardened. Delatores (informers) thrived, treason trials multiplied, and the Praetorian Prefect Tigellinus rose to influence. Tacitus (Annals 16.18–19) sketches a Petronius, likely the author, as a former proconsul of Bithynia and consul, later the emperor’s arbiter elegantiae who set standards for refined pleasure. His ascendancy provoked envy among courtiers, especially Tigellinus. The social landscape thus featured precarious favor, theatrical luxury, and lethal rivalry. The Satyricon’s obsession with performance—banquets as stages, language as costume—echoes this climate, where aesthetic discernment could become a political weapon and survival depended on improvisation.

The Pisonian conspiracy of 65 CE, a senatorial and equestrian plot against Nero led by Gaius Calpurnius Piso, failed and triggered a bloody purge. Figures such as Seneca, Lucan, and Faenius Rufus perished. In 66 CE, accused of complicity, Petronius was compelled to open his veins; Tacitus notes he wrote a scathing testament denouncing Nero’s vulgarities. This episode crystallized the fusion of cultural and political life: taste, speech, and association were securitized. The Satyricon, with its oblique targets and slippery narrators, appears as a product of that surveillance society, transforming courtly precariousness into narrative strategies of disguise, irony, and the satiric exposure of power’s tastemakers and imitators.

The rise of freedmen as economic and administrative actors was a defining phenomenon of the Julio-Claudian age. Under Claudius (41–54 CE), powerful imperial freedmen—Narcissus, Pallas, and Callistus—managed correspondence, finance, and petitions. Under Nero, freedmen such as Epaphroditus and Helius held crucial roles. In municipalities, wealthy freedmen gained prominence as seviri Augustales, sponsoring games and public works. The Satyricon’s Trimalchio is a freedman who parlayed trade and speculation into colossal wealth, using ritualized banquets to claim cultural authority. His malapropisms, patronage, and conspicuous consumption mirror the real social ascent of ex-slaves and the resentments they provoked among traditional elites.

Legal frameworks structured the status of slaves and manumitted persons. The Lex Fufia Caninia (2 BCE) limited the number of slaves freed by will; the Lex Aelia Sentia (4 CE) set age thresholds and curtailed automatic citizenship for certain manumissions. These measures sought to manage a massive enslaved population and regulate pathways into citizenship. Freedmen’s obligations (operae), ties to patrons, and restrictions on holding magistracies persisted, even as economic success flourished. The Satyricon dramatizes anxieties around these transitions: the insistence on pedigrees, the obsessive display of freeborn markers, and the persistent stigma that shadows Trimalchio’s grandeur reveal how law and custom policed mobility.

The Bay of Naples was Rome’s commercial lung. Puteoli handled grain from Alexandria, wine exports (Falernian and Caecuban), Spanish metals, African oils, and Eastern luxuries. Pompeian and Herculaneum workshops produced amphorae and finewares; Campanian garum commanded premium prices. Maritime risks remained high, despite Pompey’s suppression of piracy in 67 BCE and Claudius’ harbor works. Shipwreck episodes in the Satyricon evoke the hazards faced by navicularii (shippers) and speculative traders. Baiae’s villas advertised success with baths, fishponds, and imported marbles, making the banquet a public ledger of wealth. The novel’s detailed menus, décor, and service hierarchies mirror the economic circuits that fed elite consumption.

Municipal institutions offered honors to non-senatorial elites. The seviri Augustales—collegial priests of the imperial cult, often freedmen—financed festivals, statues, and spectacles. Inscriptions from Pompeii and Cumae document Augustales’ building projects and funerary monuments along the roads. Funerary clubs (collegia funeraticia) provided burial rights and social insurance for lower orders and freedmen. Trimalchio’s elaborate tomb plan, with choreographed epitaph and sculptures, reflects this world of competitive death-display and the desire to inscribe status permanently. The Satyricon aligns with epigraphic realities: bid for memory, commodification of honors, and the blending of religious office, philanthropy, and self-advertisement in Italy’s civic life.

Augustan and Tiberian family policies reshaped inheritance. The Lex Iulia and the Lex Papia Poppaea (9 CE) rewarded marriage and childbearing and penalized celibacy, with direct effects on testamentary rights. Childless adults faced restrictions on receiving legacies; widows and widowers had time limits to remarry to retain inheritances. This environment fostered captatio, the courtship of heirs by legacy-hunters (captatores) who flattered and serviced the elderly and childless. The Satyricon’s Croton—infamous for its swarms of captatores—is an exaggeration rooted in legal fact. Eumolpus’s ruse as a wealthy testator weaponizes this system, revealing how demographic policy generated predatory social ecosystems.

Augustus’ moral legislation—the Lex Iulia de adulteriis coercendis (18 BCE) and de maritandis ordinibus (18 BCE), supplemented by the Lex Papia Poppaea—sought to regulate sexuality, marriage, and class endogamy. Penalties included property loss for adulterers and incentives for procreative unions, with restrictions on senatorial marriages to freedwomen. Yet urban practice often diverged from statute: prostitution was licensed, concubinage widespread, and same-sex relations negotiated by status rather than law. The Satyricon’s sexual farce—infidelity, impotence cures, and illicit couplings—exposes the gap between moral prescription and lived behavior, dramatizing how legislation could not tame pleasure economies in Italy’s cities.

Debates over luxury had deep roots—Lex Orchia (181 BCE), Lex Fannia (161 BCE), and Lex Didia (143 BCE) had tried to cap banqueting expenses. Julius Caesar and Augustus issued further sumptuary controls, and Tiberius occasionally revived restrictions. Nonetheless, by the Neronian age, elites flaunted imported pepper, peacock, dormice, oysters from Lake Lucrinus, and costly glassware. Petronian menus mock culinary spectacle: edible stagecraft, zodiac-themed courses, and deceptive dishes announce wealth and cultural pretension. Such practices depended on imperial trade routes and specialized labor. The novel’s culinary theater registers a broader contest over Roman identity: whether virtue resided in frugal mos maiorum or in cosmopolitan opulence.

The Great Fire of Rome in July 64 CE destroyed vast districts and precipitated monumental rebuilding, including new urban regulations mandating firebreaks and controlled materials. Nero’s Domus Aurea, with its gold-leafed halls and artificial lake, epitomized princely luxury and fed rumors of arson. Christians were scapegoated and subjected to brutal punishments, as reported by Tacitus (Annals 15.44). Although the Satyricon does not narrate the fire, its atmosphere of rumor, theatrical self-display, and the fragility of fortunes resonates with the period’s insecurity. The performative politics of rebuilding and blame intensified the satiric targets of extravagance, credulity, and opportunism.

Rhetorical education shaped elite identity in the first century CE. Schools of declamation, criticized by Seneca the Elder in his Controversiae and by later Quintilian (Institutio oratoria, c. 95 CE), favored sensational hypotheticals and stylistic excess. The Satyricon opens with Encolpius attacking a teacher, Agamemnon, for corrupting taste with empty eloquence. This debate reflects anxieties that public speech—once tied to Republican politics—had become performative and detached from civic deliberation under the Principate. The work’s hybrid idioms and mock oratory mirror a culture in which language served careerism and spectacle, blurring the lines between persuasion, entertainment, and social climbing.

Astrology, magic, and Eastern cults permeated Julio-Claudian Rome. Repeated expulsions of astrologers (e.g., 33 BCE under Augustus; 52 CE under Claudius) coexisted with elite consultations. Under Tiberius and Nero, prosecutions for illicit divination alternated with private reliance on horoscopes. Campania, with its temples and mystery rites, was a fertile ground for such practices. The Satyricon stages priestesses of Priapus, impotence cures through ritual, and hosts who boast of their natal charts, reflecting a society interpreting fate through stars and spells. This religious marketplace reveals the vulnerabilities of status seekers, who sought cosmic guarantees amid social volatility and legal uncertainties.

As social and political critique, the Satyricon exposes the performativity of status in a Neronian world that prized display over substance. Its freedmen banquets, mock orations, and legal ruses dissect the mechanisms by which wealth sought legitimacy—through cult offices, funerary monuments, and ostentatious generosity. By embedding precise details of municipal life and imperial law, the work unmasks how institutions could be leveraged to mask origins and purchase honor. The narrative’s fragmented voices mirror a polity where public speech had become suspect, and where aesthetic judgments were entangled with survival in the shadow of courtly favor and denunciation.

The book further indicts the failures of moral and demographic policy, demonstrating how inheritance legislation incubated predation, how sumptuary limits collapsed before global commerce, and how education descended into theatrical bravura. It satirizes a legal order that constrained the liberties of the weak (slaves, freedwomen) while tolerating the impunity of the well-connected. By choosing Campania’s commercial crucible and Croton’s legacy-farmers, the narrative locates injustice in everyday economies, not only at court. The Satyricon thus reads as a sociological autopsy of Julio-Claudian Rome, anatomizing class divides, cultural anxieties, and the commodification of honor that underwrote imperial stability.
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    Petronius is conventionally credited as the author of the Satyricon, a fragmentary Latin work commonly dated to the Neronian era of the first century CE. His reputation rests on this innovative mixture of prose and verse that offers a panoramic satire of Roman society. Many modern readers equate him with the Petronius portrayed by Tacitus, a courtier famed for taste and closeness to Nero, though the identification cannot be demonstrated beyond doubt. Within Roman literature, Petronius stands out as a pioneer of extended prose fiction, whose artistry with dialogue, social portraiture, and comic realism helped shape later ideas about what a novel could accomplish.

Biographical facts are sparse. Tacitus’ Annals describes a Petronius who held high office—first governing Bithynia and later serving as consul—before becoming an arbiter of elegance in Nero’s circle. Falling prey to court rivalries, he orchestrated a staged, unhurried death during the emperor’s final years. Whether that courtier wrote the Satyricon remains debated; nevertheless, the long-standing attribution has framed how the book is read, encouraging a Neronian context. The text itself shows an insider’s ear for the manners of the elite and the ambitions of freedmen, characteristics consistent with a writer acquainted with imperial society, without requiring any specific family or domestic details.

The Satyricon reveals a practiced command of rhetoric, declamation, and the comic traditions of mime and satire. Critics have traced debts to Greek prose fiction and to Menippean satire, a mixed genre that blends prose and verse and lampoons philosophical posturing. It also converses with Roman satirists, especially in its attention to style and moralizing commonplaces. Petronius deploys deliberately heterogeneous Latin, from elevated hexameters to colloquial banter, to mock pretension and to chart social mobility through speech. These stylistic choices matter more than unverifiable schooling: the work itself displays training and taste, and it became a touchstone for discussions of register and genre.

The Satyricon survives only in fragments transmitted by medieval and Renaissance manuscripts, with its best-known episode being the Cena Trimalchionis, a lavish dinner hosted by a wealthy freedman. Structured as picaresque episodes narrated in the first person, the book alternates prose narrative with embedded poems and declamatory set pieces. Its shifting scenes—from seaport quarters to elite dining rooms—offer a comic yet penetrating view of commerce, education, and performance in imperial Rome. Because the original length is unknown and large portions are missing, interpretation proceeds from what remains, avoiding definitive claims about the whole plot or any intended ending.

In antiquity, the book is only sparsely attested, and no continuous ancient commentary survives. The extant text depends on a complicated transmission marked by lacunae, and early modern editors sometimes proposed or printed spurious supplements that scholarship now excludes from the authentic fragments. From the Renaissance onward, humanists, antiquarians, and philologists renewed interest in its language and social portraits. By the nineteenth and twentieth centuries, the Satyricon had become a touchstone for debates about the Roman novel, realism, and satire, often paired with Apuleius as evidence that Latin prose fiction developed diverse forms alongside the better-known Greek romances.

Thematically, the Satyricon satirizes educational excess, legal chicanery, social climbing, and performative luxury. It targets bombast in rhetoric and poetry, exposes the anxieties of freedmen seeking respectability, and toys with moralizing commonplaces without advancing a doctrinal program. The book’s prosimetrum yields abrupt tonal shifts, while multilingual jokes and specialized jargon highlight Rome’s cosmopolitanism. Scholars mine it for evidence about dining ritual, slang, and daily practice, while noting that caricature serves comic ends. This balance of observation and theatricality underlies Petronius’s appeal and sustains ongoing debates about “realism” in antiquity, narrative voice, and the porous boundary between performance and life.

Petronius’s later reputation rests on artistic innovation rather than a secure biography. Read today, the Satyricon serves as a major witness to Neronian cultural life and a foundational experiment in long-form narrative fiction. It continues to inspire adaptations and reinterpretations, from classroom translations to Federico Fellini’s Satyricon (1969), and the name “Trimalchio” has become shorthand for ostentatious display in modern culture. Historians value the work for its vivid case studies of status, language, and identity. Alongside Apuleius, it anchors the Latin novel’s canon and remains central to discussions of satire, style, and social imagination without requiring spoilers to appreciate its craft.
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INTRODUCTION.

Of the many masterpieces which classical antiquity has bequeathed to
modern times, few have attained, at intervals, to such popularity; few
have so gripped the interest of scholars and men of letters, as has this
scintillating miscellany known as the Satyricon[2], ascribed by tradition to
that Petronius[1] who, at the court of Nero, acted as arbiter of elegance
and dictator of fashion.  The flashing, wit, the masterly touches which
bring out the characters with all the detail of a fine old copper
etching; the marvelous use of realism by this, its first prophet; the
sure knowledge of the perspective and background best adapted to each
episode; the racy style, so smooth, so elegant, so simple when the
educated are speaking, beguile the reader and blind him, at first, to the
many discrepancies and incoherences with which the text, as we have it,
is marred.  The more one concentrates upon this author, the more apparent
these faults become and the more one regrets the lacunae in the text.
Notwithstanding numerous articles which deal with this work, some from
the pens of the most profound scholars, its author is still shrouded in
the mists of uncertainty and conjecture.  He is as impersonal as
Shakespeare, as aloof as Flaubert, in the opinion of Charles Whibley,
and, it may be added, as genial as Rabelais; an enigmatic genius whose
secret will never be laid bare with the resources at our present command.
As I am not writing for scholars, I do not intend going very deeply into
the labyrinth of critical controversy which surrounds the author and the
work, but I shall deal with a few of the questions which, if properly
understood, will enhance the value of the Satyricon, and contribute, in
some degree, to a better understanding of the author.  For the sake of
convenience the questions discussed in this introduction will be arranged
in the following order:

1.  The Satyricon.

2.  The Author.


    a  His Character.
    b  His Purpose in Writing.
    c  Time in which the Action is placed.
    d  Localization of the Principal Episode.


3.  Realism.


    a  Influence of the Satyricon upon the Literature of the World.


4.  The Forgeries.

I

THE SATYRICON.  Heinsius and Scaliger derive the word from the Greek,
whence comes our English word satyr, but Casaubon, Dacier and Spanheim
derive it from the Latin 'satura,' a plate filled with different kinds
of food, and they refer to Porphyrion's 'multis et variis rebus hoc
carmen refertum est.'

The text, as we possess it, may be divided into three divisions: the
first and last relate the adventures of Encolpius and his companions, the
second, which is a digression, describes the Dinner of Trimalchio[6].  That
the work was originally divided into books, we had long known from
ancient glossaries, and we learn, from the title of the Traguriensian
manuscript, that the fragments therein contained are excerpts from the
fifteenth and sixteenth books.  An interpolation of Fulgentius (Paris
7975) attributes to Book Fourteen the scene related in Chapter 20 of the
work as we have it, and the glossary of St. Benedict Floriacensis cites
the passage 'sed video te totum in illa haerere, quae Troiae halosin
ostendit (Chapter 89), as from Book Fifteen.  As there is no reason to
suppose that the chapters intervening between the end of the Cena
(Chapter 79) and Chapter 89 are out of place, it follows that this
passage may have belonged to Book Sixteen, or even Seventeen, but that it
could not have belonged to Book Fifteen.  From the interpolation of
Fulgentius we may hazard the opinion that the beginning of the fragments,
as we possess them (Chapters 1 to 26), form part of Book Fourteen.  The
Dinner of Trimalchio probably formed a complete book, fifteen, and the
continuation of the adventures of Encolpius down to his meeting with
Eumolpus (end of Chapter 140) Book Sixteen.  The discomfiture of Eumolpus
should have closed this book but not the entire work, as the exit of the
two principal characters is not fixed at the time our fragments come to
an end.  The original work, then, would probably have exceeded Tom Jones
in length.

II

THE AUTHOR.

a--"Not often," says Studer (Rheinisches Museum, 1843), "has there been
so much dispute about the author, the times, the character and the
purpose of a writing of antiquity as about the fragments of the Satyricon
of Petronius."  The discovery and publication of the Trau manuscript
brought about a literary controversy which has had few parallels, and
which has not entirely died out to this day, although the best
authorities ascribe the work to Caius Petronius, the Arbiter Elegantiarum
at the court of Nero.  "The question as to the date of the narrative of
the adventures of Encolpius and his boon companions must be regarded as
settled," says Theodor Mommsen (Hermes, 1878); "this narrative is
unsurpassed in originality and mastery of treatment among the writings of
Roman literature.  Nor does anyone doubt the identity of its author and
the Arbiter Elegantiarum of Nero, whose end Tacitus relates."

In any case, the author of this work, if it be the work of one brain,
must have been a profound psychologist, a master of realism, a
natural-born story teller, and a gentleman.



b--His principal object in writing the work was to amuse but, in amusing,
he also intended to pillory the aristocracy and his wit is as keen as the
point of a rapier; but, when we bear in mind the fact that he was an
ancient, we will find that his cynicism is not cruel, in him there is
none of the malignity of Aristophanes; there is rather the attitude of
the refined patrician who is always under the necessity of facing those
things which he holds most in contempt, the supreme artist who suffers
from the multitude of bill-boards, so to speak, who lashes the posters
but holds in pitying contempt those who know so little of true art that
they mistake those posters for the genuine article.  Niebuhr's estimate
of his character is so just and free from prejudice, and proceeds from
a mind which, in itself, was so pure and wholesome, that I will quote it:

"All great dramatic poets are endowed with the power of creating beings
who seem to act and speak with perfect independence, so that the poet is
nothing more than the relator of what takes place.  When Goethe had
conceived Faust and Margarete, Mephistopheles and Wagner, they moved and
had their being without any exercise of his will.  But in the peculiar
power which Petronius exercises, in its application to every scene, to
every individual character, in everything, noble or mean, which he
undertakes, I know of but one who is fully equal to the Roman, and that
is Diderot.  Trimalchio and Agamemnon might have spoken for Petronius,
and the nephew Rameau and the parson Papin for Diderot, in every
condition and on every occasion inexhaustibly, out of their own nature;
just so the purest and noblest souls, whose kind was, after all, not
entirely extinct in their day.

"Diderot and a contemporary, related to him in spirit, Count Gaspar
Gozzi, are marked with the same cynicism which disfigures the Roman;
their age, like his, had become shameless.  But as the two former were in
their heart noble, upright, and benevolent men, and as in the writings of
Diderot genuine virtue and a tenderness unknown to his contemporaries
breathe, so the peculiarity of such a genius can, as it seems, be given
to a noble and elevated being only.  The deep contempt for prevailing
immorality which naturally leads to cynicism, and a heart which beats for
everything great and glorious,--virtues which then had no existence,
--speak from the pages of the Roman in a language intelligible to every
susceptible heart."



e--Beck, in his paper, "The Age of Petronius Arbiter," concluded that the
author lived and wrote between the years 6 A.D.  and 34 A.D., but he
overlooked the possibility that the author might have lived a few years
later, written of conditions as they were in his own times, and yet laid
the action of his novel a few years before.  Mommsen and Haley place the
time under Augustus, Buecheler, about 36-7 A.D., and Friedlaender under
Nero.



d--La Porte du Theil places the scene at Naples because of the fact the
city in which our heroes met Agamemnon must have been of some
considerable size because neither Encolpius nor Asclytos could find their
way back to their inn, when once they had left it, because both were
tired out from tramping around in search of it and because Giton had been
so impressed with this danger that he took the precaution to mark the
pillars with chalk in order that they might not be lost a second time.
The Gulf of Naples is the only bit of coastline which fits the needs of
the novel, hence the city must be Naples.  The fact that neither of the
characters knew the city proves that they had been recent arrivals, and
this furnishes a clue, vague though it is, to what may have gone before.

Haley, "Harvard Studies in Classical Philology," vol. II, makes out a
very strong case for Puteoli, and his theory of the old town and the new
town is as ingenious as it is able.  Haley also has Trimalchio in his
favor, as has also La Porte du Theil.  "I saw the Sibyl at Cumae," says
Trimalchio.  Now if the scene of the dinner is actually at Cumae this
sounds very peculiar; it might even be a gloss added by some copyist
whose knowledge was not equal to his industry.  On the other hand,
suppose Trimalchio is speaking of something so commonplace in his
locality that the second term has become a generic, then the difficulty
disappears.  We today, even though standing upon the very spot in Melos
where the Venus was unearthed, would still refer to her as the Venus de
Melos.  Friedlaender, in bracketing Cumis, has not taken this
sufficiently into consideration.  Mommsen, in an excellent paper (Hermes,
1878), has laid the scene at Cumae.  His logic is almost unanswerable,
and the consensus of opinion is in favor of the latter town.

III

REALISM.  Realism, as we are concerned with it, may be defined as the
literary effect produced by the marshaling of details in their exactitude
for the purpose of bringing out character.  The fact that they may be
ugly and vulgar the reverse, makes not the slightest difference.  The
modern realist contemplates the inanimate things which surround us with
peculiar complaisance, and it is right that he should as these things
exert upon us a constant and secret influence.  The workings of the human
mind, in complex civilizations, are by no means simple; they are involved
and varied: our thoughts, our feelings, our wills, associate themselves
with an infinite number of sensations and images which play one upon the
other, and which individualize, in some measure, every action we commit,
and stamp it.  The merit of our modern realists lies in the fact that
they have studied the things which surround us and our relations to them,
and thus have they been able to make their creations conform to human
experience.  The ancients gave little attention to this; the man, with
them, was the important thing; the environment the unimportant.  There
are, of course, exceptions; the interview between Ulysses and Nausiskaa
is probably the most striking.  From the standpoint of environment,
Petronius, in the greater portion of his work, is an ancient; but one
exception there is, and it is as brilliant as it is important.  The
entire episode, in which Trimalchio figures, offers an incredible
abundance of details.  The descriptions are exhaustive and minute, but
the author's prime purpose was not description, it was to bring out the
characters, it was to pillory the Roman aristocracy, it was to amuse!
Cicero, in his prosecution of Verres, had shown up this aristocracy in
all its brutality and greed, it remained for the author of the Cena to
hold its absurdity up to the light of day, to lash an extravagance which,
though utterly unbridled, was yet unable to exhaust the looted
accumulations of years of political double dealing and malfeasance in
office.  Trimalchio's introduction is a masterstroke, the porter at the
door is another, the effect of the wine upon the women, their jealousy
lest either's husband should seem more liberal, their appraisal of each
other's jewelry, Scintilla's remark anent the finesse of Habinnas'
servant in the mere matter of pandering, the blear-eyed and black-toothed
slave, teasing a little bitch disgustingly fat, offering her pieces of
bread and when, from sheer inability, she refuses to eat, cramming it
down her throat, the effect of the alcohol upon Trimalchio, the little
old lady girded round with a filthy apron, wearing clogs which were not
mates, dragging in a huge dog on a chain, the incomparable humor in the
passage in which Hesus, desperately seasick, sees that which makes him
believe that even worse misfortunes are in store for him: these details
are masterpieces of realism.  The description of the night-prowling
shyster lawyer, whose forehead is covered with sebaceous wens, is the
very acme of propriety; our first meeting; with the poet Eumolpus is a
beautiful study in background and perspective.  Nineteen centuries have
gone their way since this novel was written, but if we look about us we
will be able to recognize, under the veneer of civilization, the
originals of the Satyricon and we will find that here, in a little corner
of the Roman world, all humanity was held in miniature.  Petronius must
be credited with the great merit of having introduced realism into the
novel.  By an inspiration of genius, he saw that the framework of
frivolous and licentious novels could be enlarged until it took in
contemporary custom and environment.  It is that which assures for him
an eminent place, not in Roman literature alone, but in the literature
of the world.

a--INFLUENCE OF THE SATYRICON UPON LITERATURE.  The vagrant heroes of
Petronius are the originals from whom directly, or indirectly, later
authors drew that inspiration which resulted in the great mass of
picaresque fiction; but, great as this is, it is not to this that the
Satyricon owes its powerful influence upon the literature of the world.
It is to the author's recognition of the importance of environment,
of the vital role of inanimate surroundings as a means for bringing out
character and imbuing his episodes and the actions of his characters with
an air of reality and with those impulses and actions which are common to
human experience, that his influence is due.  By this, the Roman created
a new style of writing and inaugurated a class of literature which was
without parallel until the time of Apuleius and, in a lesser degree, of
Lucian.  This class of literature, though modified essentially from age
to age, in keeping with the dictates of moral purity or bigotry, innocent
or otherwise, has come to be the very stuff of which literary success in
fiction is made.  One may write a successful book without a thread of
romance; one cannot write a successful romance without some knowledge of
realism; the more intimate the knowledge the better the book, and it is
frequently to this that the failure of a novel is due, although the
critic might be at a loss to explain it.  Petronius lies behind Tristram
Shandy, his influence can be detected in Smollett, and even Fielding paid
tribute to him.

IV

FORGERIES OF PETRONIUS.

From the very nature of the writings of such an author as Petronius, it
is evident that the gaps in the text would have a marked tendency to
stimulate the curiosity of literary forgers and to tempt their sagacity,
literary or otherwise.  The recovery of the Trimalchionian episode, and
the subsequent pamphleteering would by no means eradicate this "cacoethes
emendandi."

When, circa 1650, the library of the unfortunate Nicolas Cippico yielded
up the Trau fragment, the news of this discovery spread far and wide and
about twelve years later, Statileo, in response to the repeated requests
of the Venetian ambassador, Pietro Basadonna, made with his own hand a
copy of the MS., which he sent to Basadonna.  The ambassador, in turn,
permitted this MS. to be printed by one Frambotti, a printer endowed with
more industry than critical acumen, and the resultant textual conflation
had much to do with the pamphlet war which followed.  Had this Paduan
printer followed the explicit directions which he received, and printed
exactly what was given him much good paper might have been saved and a
very interesting chapter in the history of literary forgery would
probably never have been written.  The pamphlet war did not die out until
Bleau, in 1670-71, printed his exact reproduction of the Trau manuscript
and the corrections introduced by that licentiousness of emendation of
which we have spoken.

In October, 1690, Francois Nodot, a French soldier of fortune, a
commissary officer who combined belles lettres and philosophy with his
official duties, wrote to Charpentier, President of the Academy of
France, calling, his attention to a copy of a manuscript which he (Nodot)
possessed, and which came into his hands in the following manner: one
Du Pin, a French officer detailed to service with Austria, had been
present at the sack of Belgrade in 1688.  That this Du Pin had, while
there, made the acquaintance of a certain Greek renegade, having, as a
matter of fact, stayed in the house of this renegade.  The Greek's
father, a man of some learning, had by some means come into possession of
the MS., and Du Pin, in going through some of the books in the house, had
come across it.  He had experienced the utmost difficulty in deciphering
the letters, and finally, driven by curiosity, had retained a copyist and
had it copied out.  That this Du Pin had this copy in his house at
Frankfort, and that he had given Nodot to understand that if he (Nodot)
came to Frankfort, he would be permitted to see this copy.  Owing to the
exigencies of military service, Nodot had been unable to go in person to
Frankfort, and that he had therefore availed himself of the friendly
interest and services of a certain merchant of Frankfort, who had
volunteered to find an amanuensis, have a copy made, and send it to
Nodot.  This was done, and Nodot concludes his letter to Charpentier by
requesting the latter to lay the result before the Academy and ask for
their blessing and approval.  These Nodotian Supplements were accepted as
authentic by the Academics of Arles and Nimes, as well as by Charpentier.
In a short time, however, the voices of scholarly skeptics began to be
heard in the land, and accurate and unbiased criticism laid bare the
fraud.  The Latinity was attacked and exception taken to Silver Age
prose in which was found a French police regulation which required newly
arrived travellers to register their names in the book of a police
officer of an Italian village of the first century.  Although they are
still retained in the text by some editors, this is done to give some
measure of continuity to an otherwise interrupted narrative, but they can
only serve to distort the author and obscure whatever view of him the
reader might otherwise have reached.  They are generally printed between
brackets or in different type.

In 1768 another and far abler forger saw the light of day.  Jose
Marchena, a Spaniard of Jewish extraction, was destined for an
ecclesiastical career.  He received an excellent education which served
to fortify a natural bent toward languages and historical criticism.  In
his early youth he showed a marked preference for uncanonical pursuits
and heretical doctrines and before he had reached his thirtieth year
prudence counseled him to prevent the consequences of his heresy and
avoid the too pressing Inquisition by a timely flight into France.
He arrived there in time to throw himself into the fight for liberty,
and in 1800 we find him at Basle attached to the staff of General Moreau.
While there he is said to have amused himself and some of his cronies by
writing notes on what Davenport would have called "Forbidden Subjects,"
and, as a means of publishing his erotic lucubrations, he constructed
this fragment, which brings in those topics on which he had enlarged.
He translated the fragment into French, attached his notes, and issued
the book.  There is another story to the effect that he had been
reprimanded by Moreau for having written a loose song and that he
exculpated himself by assuring the general that it was but a new fragment
of Petronius which he had translated.  Two days later he had the fragment
ready to prove his contention.

This is the account given by his Spanish biographer.  In his preface,
dedicated to the Army of the Rhine, he states that he found the fragment
in a manuscript of the work of St. Gennadius on the Duties of Priests,
probably of the XI Century.  A close examination revealed the fact that
it was a palimpsest which, after treatment, permitted the restoration of
this fragment.  It is supposed to supply the gap in Chapter 26 after the
word "verberabant."

Its obscenity outrivals that of the preceding text, and the grammar,
style, and curiosa felicitas Petroniana make it an almost perfect
imitation.  There is no internal evidence of forgery.  If the text is
closely scrutinized it will be seen that it is composed of words and
expressions taken from various parts of the Satyricon, "and that in every
line it has exactly the Petronian turn of phrase."

"Not only is the original edition unprocurable," to quote again from
Mr. Gaselee's invaluable bibliography, "but the reprint at Soleure
(Brussels), 1865, consisted of only 120 copies, and is hard to find.
The most accessible place for English readers is in Bohn's translation,
in which, however, only the Latin text is given; and the notes were a
most important part of the original work."

These notes, humorously and perhaps sarcastically ascribed to Lallemand,
Sanctae Theologiae Doctor, "are six in number (all on various forms of
vice); and show great knowledge, classical and sociological, of unsavory
subjects.  Now that the book is too rare to do us any harm, we may admit
that the pastiche was not only highly amusing, but showed a perverse
cleverness amounting almost to genius."

Marchena died at Madrid in great poverty in 1821.  A contemporary has
described him as being rather short and heavy set in figure, of great
frontal development, and vain beyond belief.  He considered himself
invincible where women were concerned.  He had a peculiar predilection
in the choice of animal pets and was an object of fear and curiosity
to the towns people.  His forgery might have been completely successful
had he not acknowledged it himself within two or three years after the
publication of his brochure.  The fragment will remain a permanent
tribute to the excellence of his scholarship, but it is his Ode to Christ
Crucified which has made him more generally known, and it is one of the
ironies of fate that caused this deformed giant of sarcasm to compose a
poem of such tender and touching piety.

Very little is known about Don Joe Antonio Gonzalez de Salas, whose
connecting passages, with the exception of one which is irrelevant, are
here included.

The learned editors of the Spanish encyclopedia naively preface their
brief sketch with the following assertion: "no tenemos noticias de su
vida."  De Salas was born in 1588 and died in 1654.  His edition of
Petronius was first issued in 1629 and re-issued in 1643 with a copper
plate of the Editor.  The Paris edition, from which he says he supplied
certain deficiencies in the text, is unknown to bibliographers and is
supposed to be fictitious.

To distinguish the spurious passages, as a point of interest, in the
present edition, the forgeries of Nodot are printed within round
brackets, the forgery of Marchena within square brackets, and the
additions of De Salas in italics {In this PG etext in curly brackets}.

The work is also accompanied by a translation of the six notes, the
composition of which led Marchena to forge the fragment which first
appeared in the year 1800.  These have never before been translated.

Thanks are due Ralph Straus, Esq., and Professor Stephen Gaselee.
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(It has been so long; since I promised you the story of my adventures,
that I have decided to make good my word today; and, seeing that we have
thus fortunately met, not to discuss scientific matters alone, but also
to enliven our jolly conversation with witty stories.  Fabricius Veiento
has already spoken very cleverly on the errors committed in the name of
religion, and shown how priests, animated by an hypocritical mania for
prophecy, boldly expound mysteries which are too often such to
themselves.  But) are our rhetoricians tormented by another species of
Furies when they cry, "I received these wounds while fighting for the
public liberty; I lost this eye in your defense: give me a guide who will
lead me to my children, my limbs are hamstrung and will not hold me up!"
Even these heroics could be endured if they made easier the road to
eloquence; but as it is, their sole gain from this ferment of matter and
empty discord of words is, that when they step into the Forum, they think
they have been carried into another world.  And it is my conviction that
the schools are responsible for the gross foolishness of our young men,
because, in them, they see or hear nothing at all of the affairs of
every-day life, but only pirates standing in chains upon the shore,
tyrants scribbling edicts in which sons are ordered to behead their own
fathers; responses from oracles, delivered in time of pestilence,
ordering the immolation of three or more virgins; every word a honied
drop, every period sprinkled with poppy-seed and sesame.



CHAPTER THE SECOND.

Those who are brought up on such a diet can no more attain to wisdom than
a kitchen scullion can attain to a keen sense of smell or avoid stinking
of the grease.  With your indulgence, I will speak out: you--teachers
--are chiefly responsible for the decay of oratory.  With your well
modulated and empty tones you have so labored for rhetorical effect that
the body of your speech has lost its vigor and died.  Young men did not
learn set speeches in the days when Sophocles and Euripides were
searching for words in which to express themselves.  In the days when
Pindar and the nine lyric poets feared to attempt Homeric verse there was
no private tutor to stifle budding genius.  I need not cite the poets for
evidence, for I do not find that either Plato or Demosthenes was given
to this kind of exercise.  A dignified and, if I may say it, a chaste,
style, is neither elaborate nor loaded with ornament; it rises supreme by
its own natural purity.  This windy and high-sounding bombast, a recent
immigrant to Athens, from Asia, touched with its breath the aspiring
minds of youth, with the effect of some pestilential planet, and as soon
as the tradition of the past was broken, eloquence halted and was
stricken dumb.  Since that, who has attained to the sublimity of
Thucydides, who rivalled the fame of Hyperides?  Not a single poem
has glowed with a healthy color, but all of them, as though nourished
on the same diet, lacked the strength to live to old age.  Painting
also suffered the same fate when the presumption of the Egyptians
"commercialized" that incomparable art.  (I was holding forth along these
lines one day, when Agamemnon came up to us and scanned with a curious
eye a person to whom the audience was listening so closely.)



CHAPTER THE THIRD.

He would not permit me to declaim longer in the portico than he himself
had sweat in the school, but exclaimed, "Your sentiments do not reflect
the public taste, young man, and you are a lover of common sense, which
is still more unusual.  For that reason, I will not deceive you as to the
secrets of my profession.  The teachers, who must gibber with lunatics,
are by no means to blame for these exercises.  Unless they spoke in
accordance with the dictates of their young pupils, they would, as Cicero
remarks, be left alone in the schools!  And, as designing parasites, when
they seek invitations to the tables of the rich, have in mind nothing
except what will, in their opinion, be most acceptable to their audience
--for in no other way can they secure their ends, save by setting snares
for the ears--so it is with the teachers of rhetoric, they might be
compared with the fisherman, who, unless he baits his hook with what he
knows is most appetizing to the little fish, may wait all day upon some
rock, without the hope of a catch."


CHAPTER THE FOURTH.
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What, then, is there to do?  The parents who are unwilling to permit
their children to undergo a course of training under strict discipline,
are the ones who deserve the reproof.  In the first place, everything
they possess, including the children, is devoted to ambition.  Then, that
their wishes may the more quickly be realized, they drive these unripe
scholars into the forum, and the profession of eloquence, than which none
is considered nobler, devolves upon boys who are still in the act of
being born!  If, however, they would permit a graded course of study to
be prescribed, in order that studious boys might ripen their minds by
diligent reading; balance their judgment by precepts of wisdom, correct
their compositions with an unsparing pen, hear at length what they ought
to imitate, and be convinced that nothing can be sublime when it is
designed to catch the fancy of boys, then the grand style of oratory
would immediately recover the weight and splendor of its majesty.  Now
the boys play in the schools, the young men are laughed at in the forum,
and, a worse symptom than either, no one, in his old age, will confess
the errors he was taught in his school days.  But that you may not
imagine that I disapprove of a jingle in the Lucilian manner, I will
deliver my opinions in verse,--



CHAPTER THE FIFTH.


   "The man who emerges with fame, from the school of stern art,


    Whose mind gropes for lofty ideals, to bring them to light,


    Must first, under rigid frugality, study his part;


    Nor yearn for the courts of proud princes who frown in their might:


    Nor scheme with the riff-raf, a client in order to dine,


    Nor can he with evil companions his wit drown in wine


    Nor sit, as a hireling, applauding an actor's grimace.


    But, whether the fortress of arms-bearing Tritonis smile


    Upon him, or land which the Spartan colonials grace,


    Or home of the sirens, with poetry let him beguile


    The years of young manhood, and at the Maeonian spring


    His fortunate soul drink its fill: Then, when later, the lore


    Of Socrates' school he has mastered, the reins let him fling,


    And brandish the weapons that mighty Demosthenes bore.


    Then, steeped in the culture and music of Greece, let his taste


    Be ripened and mellowed by all the great writers of Rome.


    At first, let him haunt not the courts; let his pages be graced


    By ringing and rhythmic effusions composed in his home


    Next, banquets and wars be his theme, sung in soul-stirring chant,


    In eloquent words such as undaunted Cicero chose.


    Come!  Gird up thy soul!  Inspiration will then force a vent


    And rush in a flood from a heart that is loved by the muse!"




CHAPTER THE SIXTH.

I was listening so attentively to this speech that I did not notice the
flight of Ascyltos, and while I was pacing the gardens, engulfed in this
flood-tide of rhetoric, a large crowd of students came out upon the
portico, having, it would seem, just listened to an extemporaneous
declamation, of I know not whom, the speaker of which had taken
exceptions to the speech of Agamemnon.  While, therefore, the young men
were making fun of the sentiments of this last speaker, and criticizing
the arrangement of the whole speech, I seized the opportunity and went
after Ascyltos, on the run; but, as I neither held strictly to the road,
nor knew where the inn was located, wherever I went, I kept coming back
to the same place, until, worn out with running, and long since dripping
with sweat

    The tortured Tantalus still stands, to parch in his shifting pool,


    And starve, when fruit sways just beyond his grasp:


    The image of the miser rich, when his avaricious soul


    Robs him of food and drink, in Plenty's clasp.



         Of what avail are any laws, where money rules alone,


         Where Poverty can never win its cases?


         Detractors of the times, who bear the Cynic's scrip, are known


         To often sell the truth, and keep their faces!


         So Justice is at public auction bought,


         The knight gives judgement as Gold says he ought.



	
	
* * *














CHAPTER THE NINETEENTH.
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   "Hither, hither quickly gather, pathic companions boon;
    Artfully stretch forth your limbs and on with the dance and play!
    Twinkling feet and supple thighs and agile buttocks in tune,
    Hands well skilled in raising passions, Delian eunuchs gay!"



                   NO SLAVE TO LEAVE THE PREMISES
                WITHOUT PERMISSION FROM THE MASTER.
                     PENALTY ONE HUNDRED LASHES.



                            BEWARE THE DOG.



                    TO GAIUS POMPEIUS TRIMALCHIO
                           AUGUSTAL, SEVIR
                          FROM CINNAMUS HIS
                               STEWARD.



                      ON DECEMBER THIRTIETH AND
                            THIRTY FIRST
                                 OUR
                           GAIUS DINES OUT



                          OPIMIAN FALERNIAN
                        ONE HUNDRED YEARS OLD.



             "Poor man is nothing in the scheme of things
              And Orcus grips us and to Hades flings
              Our bones!  This skeleton before us here
              Is as important as we ever were!
              Let's live then while we may and life is dear."



                    CAIUS POMPONIUS DIOGENES HAS
                          PURCHASED A HOUSE
                     THIS GARNET FOR RENT AFTER
                         THE KALENDS OF JULY.



                    JULIUS PROCULUS WILL SELL AT
                       AUCTION HIS SUPERFLUOUS
                              FURNITURE"



                               Oh bravo
                            Oh bravissimo



                   The unexpected will turn up;
                   Our whole lives Fortune bungles up.
                   Falernian, boy, hand round the cup.



    Insatiable luxury crumbles the walls of war;
    To satiate gluttony, peacocks in coops are brought
    Arrayed in gold plumage like Babylon tapestry rich.
    Numidian guinea-fowls, capons, all perish for thee:
    And even the wandering stork, welcome guest that he is,
    The emblem of sacred maternity, slender of leg
    And gloctoring exile from winter, herald of spring,
    Still, finds his last nest in the--cauldron of gluttony base.
    India surrenders her pearls; and what mean they to thee?
    That thy wife decked with sea-spoils adorning her breast
         and her head
    On the couch of a stranger lies lifting adulterous legs?
    The emerald green, the glass bauble, what mean they to thee?
    Or the fire of the ruby?  Except that pure chastity shine
    From the depth of the jewels: in garments of woven wind clad
    Our brides might as well take their stand, their game
         naked to stalk,
    As seek it in gossamer tissue transparent as air."



                      --THIS MONUMENT DOES NOT--
                        --DESCEND TO AN HEIR--



                  HERE RESTS G POMPEIUS TRIMALCHIO
                    FREEDMAN OF MAECENAS DECREED
                   AUGUSTAL, SEVIR IN HIS ABSENCE
                   HE COULD HAVE BEEN A MEMBER OF
                   EVERY DECURIA OF ROME BUT WOULD
                    NOT CONSCIENTIOUS BRAVE LOYAL
                  HE GREW RICH FROM LITTLE AND LEFT
                   THIRTY MILLION SESTERCES BEHIND
                    HE NEVER HEARD A PHILOSOPHER
                         FAREWELL TRIMALCHIO
                          FAREWELL PASSERBY"
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