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This work, however, depends on 2 critical tradition alljed to, but
often divergent from, feminist theory.® Manhood and male sexuality
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Greenblatt’s influential wo

rk, or in the way John Winkler looked
toward Michael Herzfeld’s Poetics of Manhood é The overwhelm-
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concurred in condemning such emissions,

female voice and male body problematizes
well as singers,

THE GENDERED FORUM AND THE
- TIROCINIUM FORJ

During the late republic and early empire,
major site for the establishment of the cul
The forum was ringed by buildings in whi
running the Roman state was carried on;
the censors’ assessment of senators and k
held in the middle,!¢ Women’s imporra

nportant women’s cults were locaed outside of the forum
Romanum, with the unsurprising exception of the temple of Vesta, 17
But freeborn Roman boys, each year

: on the day of the Liberalia
(March 17), were brought by their fathers 1o the forum, clad for the

first time in the toga virilis,in arite de bassage that may have included

a physical inspection of the boy’s genitalia: the day, then, links the
male body with Place, dress and male bonding, 1

; it paralleled the tirocinium militize of 4
young officer (Tac. Diaf. 34).7° Cicero’s remarks on the adolescence
of Caelius (Cael. 6-15) demonstrate how the boy’
ness to older men structured this transition to th
ship included chaperonage (9):
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adolescent Caelivs is passed from man 1o man in a w;.y
scent of the “traffic in women’: from his father to Cicero to his N

Whatever the process was really like, we have some atte}s]tauon:
t was charged with emotions and sentiments smnlaf' tot cise :;v
¢h 10 boarding school or summer camp, and that it invo \}f;oﬂal
trong hierarchical bonding between seniors ‘and Bm;orzs) orh
icero (Amic. 1-2; cf. Bruz. 304-12; and Tacitus (f t}clt -2) lwved
yndly of the days when they were sitting at the feet of their Se o o
nentors. This was a time of pride for young men;.the.younger ener .
rites to his friend (£p. 4.2): ‘Of course you cherish in iour I;emih);

e joy you felt when zlou p;.:t ;{xs:de your practexta and took up

g4 virilis and were led to the forum.

?glfk’)p:}?iﬁg resembling this process happened to a young womar:lanzdo
ur scanty evidence suggests that 2 woman orator was an anom ¥,

Despite Cicero’s praise of dis:inguished tadies who trained ti;ex; son;
10 speak well (Brut. 210-11, cf. Quint. Inst.ll.l.()}, the (ci)nly Ls;on
women speakers is three names long andhls presenteb ess ;1 a;e
:'enthusiastically: “We ought not to keep silent even a ;):ilt tho

‘women whom the condition of their nature and the robe o ecorum
were not able to constrain into silence in the forum and the cougits
(Val. Max. 5.3 pr.). Amaesia Sentia (5.3.1) is presen’ted fﬁvoufrfa yf.
but Valerius says she won the nicknamc ‘Anc?.rogyne ‘for er f. ortls,
the speech of Gaia Afrania (5.3.2) is described as ‘barking’; on y

Hortensia, daughter of the great Hortensius, wi‘ns pndxlu}t‘r.ckc)i. p:(;laitss
(5.3.3). Justinian’s Digest says flatly (3.1.1.5): ‘Tt is prohibite o
women to plead on behalf of others. And indeed t?aere Itls re_ason} X
the prohibition: lest women mix themselves up in otd er pe(c)ip}est
cases, going against the chastity that beﬁt:s their gen ler, and le
women perform the duties proper to men.” So spee‘ch 15 prc‘ypefr o
manhood, but chastity seems 1o call for silence — 2 dilemma, in act,
for men. '

STYLE AND GENDER IN PURLIC
PERFORMANCE

Considering how the forum serve:d‘ as the locus of the boy’s
transition to manhood, it is not surprising th_at t.he content of Roman
oratory includes a consisteng strain of invective in which rival orattl)rs
impugn each other’s masguhmty.l“ But these gender termls v&ferf 13.. SE
applied by Roman theorists to literary style itself. The ogical lin
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wasorige 2.23, Seneca remarks that the style of Arellius Fuscus “will

man’s style ind; : - y <

he speak?si nat » and his morals will affecy the way offend you when you get to my age; meanwhile I don’t doubt that -
Seneca’s 114th epistle ; . o the very vitia that will offend you now delight you’. This goes along

personal/literary St;lf;“éztlﬁzances ngrer "_'E klnis of updesuabié with an idea voiced by Cicero that the Asianist style is both more

is too inflated o oS On clieminacy.2 Sometimes style appropriate to young men than to mature men and more admired by

sometim ; - « .
i e infracta €L in movem cantici ducta (‘broker, young men than by old men (Brut. 325-7).
of infracta (*broken’), we may co S 'O’n the cannotations . The elder Seneca depicts declamations in the scholae staged as
" where (De Vi Beata: 13.4): e);eml:;p;re €neCa’s association else- - verbal duels among the participants, cxchanges of WILty criticisms,
VEnLuTYS in turpia (‘emasc" 1 d b ,k ractus, . establishing and contesting a hierarchy ~ often gendered, as in one
man s, on the v 4 wiated, bro cen, degeneratmg from what 5 story about Funius Gallio (Suas, 3.6-7):26
d YT LAy to 1Sgust_1ng things’). The terms fractus (‘broken’)'
and enervis (‘emasculated’; literally, ‘sinewless’) recur in this kind of
critique and normally connote 2 lapse in masculinity.?3 Sepeca even

I remember [Tunius Gallio and 1] came together from hearing
Nicetes to Messalla’s house. Nicetes had pleased the Greeks
mightily by his rush [of language]. Messalla asked Gallio how
he’d liked Nicetes. Gallio said: ‘She’s fuil of the god.” [Seneca
says this is a Vergilian tag.] Whenever he had heard one of those
declaimers whom the men of the scholae call “the hot ones’, he.
used to say at once, ‘She’s full of the god.” Messalla himself,
whenever he met [Gallio] fresh from hearing a new speaker,
always used 1o greet him with the words, “Well, was she full of
the god?’ And so this became such a habit with Gallio that it
used to fall from his lips involuntarily. Once in the presence of
the emperor, when mention had been made of the talents of
Haterius, falling into his usual form, he said, “She’s another man
who's full of the god.” When the emperor wanted to kinow what
this was supposed to mean, he explained the line of Vergil and
how this once had escaped him in front of Messalla and always
seemed to pop out after that. Tiberius himself, being of the
school of Theodorus, used to dislike the style of Nicetes: and
so he was delighted by Gallio’s story.

fate man - his haircut,
s see-through toga, the
1CUOUus — and concludes,
who err not by accident

the way he .sl?aves, the colours he wears, hj
way hf: 1s willing to do anything to be consp
Suchis r.h_e oratio of Maecenas and all others
buSt knowingly and willingly’ (1 14.21).
eneca’s own father’s collection of rem .
: embered
anecdoteg, a memoir as well as a handbool, shows hozf ;:;};?r :;lg

The story points to several features of the game as played in the
scholae, First, a speaker’s siyle is rejected by labelling him as a
woman. The style of the original target, Nicetes, is associated with
Greek declaimers in particular and said to be characterized by
impetus, a flood or rush of words. So the bad style is feminine,
foreign, and overly effusive. Second, the people involved range from
Ovid’s friends and patron to Augustus; this august circle is following,

ogue, or ¢ i . - . .
c:harac:ters being ‘Cicero (that is, Cicero’s soi 1\/:[ ateC}”fm, the like sports fans, questions of style among declaimers ranging from
(that is, Cicero), Seneca’s three sops appear oii(;lslis} anl? Father’ the Greek Nicetes to the consular Haterius, Moreover, these fans

onally as the are also players: Tiberius’ team affiliation is noted here; Messalla

Or example, 3 . . . :
ple, at the end of appears repeatedly in Seneca, sometimes as a noted declaimer himself
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{Controv, 3 pr. 14), occasi
Another story sh
actual declaiming of

onally insulting another declaimer.
ows how such insults were wielded durin
speeches in the scholze (Sen. Suas. 7.12);

This s#asoria [Should Cicero

g th

I

when he had closed out hig
oath [a common ornament
words, “So may I read you'
witty of men, pretended he
insult this elegant young ma;
and said, “What did you sa
te fruar, literal]

previous pretty thoughts with an
of declamarions], he added the
(sta te legam). Cestius, the most
hadn’t heard him so that he could
nasif he were unchaste (impudens),
y? What? “So may [ ream you?” (itu
¥ “so may [ enjoy you®).’
For us, it is easier 1o
understand Cestiys’ j
declaimer interrupts, and
him to {verbally} penetrat
exactly it was that ser him

oke. The young man speaks, the master-

gives his interruption 2 form that enables
e the young man. It is harder to see what

sensus (‘pretty thoughts') th

he style wars came 1o
Latin literature. One of
Arellius Fuscus, Ovid’s
" trained the young philo

at preceded ir.
play an important role in
the chief offenders, according

ere Seneca deplore
sopher Fabianus (Consrog. 2

the history of
to Seneca, was
s how Arelliug
pro 1)

be tolerated (par;
sacred and staunch
was Its unevenness, since i

another wandering and overflowing

(iécemia): his premises, his arguments, his narratives were
spoken drily (aride), but in his descriptions, all the words were
given their freedom (libertas), breaking the rules, as long as
they sounded brilliant; there was nothing keen, nothing solid,

%6

Preparing itself accor

ding to such
Precepts; the overal

| effect of his orato

see the mechanics of the situation than to
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othing shaggy; his oratory was splendid, and more sexy
{lasciva) than happy.

.-problern seems to consist largely in the reiatxo.n between
Arellius’ style and poetry, 4 relation both litera'lry and goma‘l {cf. Suafs.
5%, and. poetry is connected with Wizat. is m‘ollzo‘r ( more  ef-
inate’), what is out of control, and what 1s_l}zsam (‘sexy’). ‘
Yet, as Seneca makes clear, Arellius was h1ghiy thought ?f: No
e was thought to have been a more elegant (cultius) speaker’ (Suas.
5).his speeches are met with cheenpg (Sras. 4.4). Indeed, SenLe_ca
himself had a high opinion of Arellius and not only quotes him
extensively but puts him among his top four orators ( ,Cor'ztr(.m. 10lpr.
3); Arellius’ ‘too cultivated and broker} word—order. (nimins cultus
¢ fracta compositio, Suas. 2.23) is cwdent‘ly not just ffor young
men. Seneca claims to have included Suasoria 2 just so h'ts sons can
know *how brilliantly (nitide) Fuscus spoke — or how licentiously
licenter)’ (2.10), leaving it to them.to judge. And then, giving ;n
extraordinary and charming insight into the world of the- forum, he
says, ‘I remember that, when 1 was 2 young man, thhzng was 50
“familiar as these explicationes of Fuscus; we allused to sing (cantabat)’
- them, each with a different lilt of the voice, e_ach to his own tunci.
‘Singing’ speeches was a highly chargf:d practice and Sepeca hardly
“advocates i; still, there he and his friends were, warbling away at
‘Fuscus’ well-known words, which they all l:mew .by heart. .
~ The danger to young men of experimenting with extreme style is
the theme of Seneca’s account of the boy orator Alftus Flavus, who
peaked too young, declaiming while still wearing the toga praetexta.
This poor boy’s ‘natural force’ was ‘emascuifated (enervara) by
poetry’ (Controv. 1.1.22). How did poetry spoil Alfius Flavus, we
wonder, and what poetry was it? We find out in the CORLYOVETSiA
about the father who gave his son poison because he had gone

mad
and was chewing on his own body (Controv. 3.7): '

Alnus Flavus made this epigram: “He was his own nourishment
and his own ruin.” Cestius attacked him for speaking corruptly
(corrupte): ‘It is clear’, he said, ‘that you have read the poets
carefully; for this is an idea of that man who filled this age
not just with arts but with semtentize that are amorous.

ForOwd....

And be goes on to quote Ovid’s lines on Erysichthon. Seneca has
plenty to say elsewhere about Ovid’s style and its faults; here Ovid
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'ﬁintilian says that, much as he admires Seneca’s style, he had
ceasion fo criticize it (10.1.125-6, 127)

i from a corrupt style

hen I was trying to recall {my students} 1 vl

: ff speech, broken by all vices (corruptum et omnibus vitiis

- fractum dicend; genus), to a more severe standard. _Then,

however, [Seneca] was practically the only fauthor] in the

“hands of young men. ... But he pleased [them] precisely
for his vices. , .,

contaminated by influence from a certain kind o
poetry that itself represents a falling-off from 4

manly style,
A correlative critique from within the world

of poetry is presented
between the audience

I only Seneca had had more self-control, Quintilian cc;lnclugesl, he
might have enjoyed the ‘app(rovillc;fot)he learned rather than the love
‘of rovum amore )’ (10.1. . 3 '5
9f'?'§i);sn(fo%eelling, as has been seen, i§ not peguliar to Sem;ca andI c}!us -
fans: style is seen above all as somethmg'tha{ 1s passed on rom ;1 ﬁ E;
“men to younger men. Seneca’F sons like Are_ih.us Fuscus:
Flavus likes Ovid; teachers train students or ridicule them; yc};lung
men have fun imitating noted speakers. Young men are sgld to have
a weakness for the ornate style sometimes cafl;tlgal:ecvi as effemm:j.te.
Oratory, then, not only manifests gender attributes in itself bv::t 111 a
medium whereby older men seduce younger men ~ though in the
I flesh.
W?I{S,i::;ﬂ;{lﬁfhe forum was a place for activities that defined
Roman male citizens; young men came there to begin .the‘lr lives as
adults and were there trained by older men. This was 2 time when
their sexual identity was felt to be in j.eapgrdy and, perhaps for tk;:s 5
reason, to them is attributed a predilection for a style felt to be
cffeminate. The ‘effeminate’ style was 5o called by Roman rhetor-
icians for multiple reasons: they related it tothe putatively effeménate
body of the speaker; they found it even in pl'{rasmg, syntax and use
of rhetorical figures. Orators used imputations of effen_unacy 1o |
attack each other’s style in 2 world in which men’s reputations were
on the line while they vied with each other in public performance.
That the performative aspect of their world was a source of concern
to them is' amply attested by the next group of sources,

Then you may see, neither with right morais nor calm voice,
the big Tituses tremble, when poetry enters

their groins, and they are scratched where it’s inmost by a
quavering verse,

The poet likewise is effeminate, as evinced rot only by his clothin

but by his manner of speech and by the coneng and style of what he -
says (1.32-35);

Here some ™man, wearing a lavender cloak about his shoulders,
speaking some rancid drop from his Stammering nose —
Phyllises, Hypsipyles, and something weepy from the bards —
he squeezes it our and trips his words under his tender palate.

And Persius implicitly compares the manly style he claims for

himself with the unmanly style he deplores. He puts this in physical
terms (1:103-5);

Content (Greek, orgiastic, female, transsexual), style (Greek vocabu-
lary, line Structure, enargeia, artistic Syntax), and the feminized
physical body of both speaker and audience unjre to form wha the
manly satirist rejects, Tronically, the critic himself provides 5 flam-

boyant example of whar he is criticizing; it would be hard to find 5
more artificial poet than Persius,

It is likewise ironje that the youn
lengthy sermon on the corrupt style
45 an outstanding case of j by

ACTING AND ACTIO -

ger Seneca produced such a
, since he himself wag reproached
Quintilian (Zns;, 10.1.125-31).

If one major source of anxiety about style was the danger of
effeminacy, another - and related ~ source was the danger of
resembling an actor. The sexvality of actors was irself suspect and
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actors (partly on that account) suffered 2 diminished civil status as
infames ~ much like men marked as molles.2 William Fitzgerald has

suggested that poetry, as a public performance, might have been seen
st a shadow on the sexual -

as itself akin to acting, hence tending to ca
integrity of poets.?? Certainly this was the
handbooks are full of insistent disclaimers explaining how orators,
though as talented a5 actors, though very like actors, are really not
like actors at all, '

The problem was not only that orators,
public. The problem was that orators used their bodies in perform-
ance in ways that resembled what actors did

onstage. They used their
voices for effect, and sometimes this reached the point that critics

like actors, performed in

arm gestures, arrangements of the toga,
constitute the branch of oratory called
actio (‘movement’); Quintilian devotes
t:0 Oratoria to it ( 11.3), which he begin
eminently the most important branc
authorities including Demosthenes an
the Catilinarians today rarely even hea
realize that a Roman orator must have |

€ye movements, and so on
pronuntiatio (‘delivery’), or
whole section of the Jnszts-
s by stating actio 10 be pre-
h of oratory, appealing 1o
d Cicero. Students who read
r of actio, and it is startling o
ooked more like 2 hula dancer

Scipio watches the dancing school).
closely associated in Roman thoy
penetrability; hence the oratorical
was associated with the ‘effeminat

% Acting and dancing were both
ght with effeminacy and sexyal
style that employed flowing acrio
¢’ verbal style discussed above.

century BCE), discusses pronuntiatio with s

r gives this name to one aspect of voice control;

at the same time, the name s 5 good indicator of the hazards that
Awalt an orator who misuses his voice,
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Such pitfalls for the oratorical vocalist and performer suggest this

~warning (Rbet. Her. 3.22): ‘Sharp exclamation wounds the voice; it

Iso wounds the listener, for it has something about it that is

-ungentlemanly (inliberale) and more suited to womanish clamours
Amuliebrem . .. :
:'Siignitatem) in speaking.” Several sections (3.23-5) are devoted to

vociferationem) than to manly dignity (virilem

mollitudo; the anctor observes that the speaker should ucslc the “full
throat’ (plenis faucibus), yet ‘in such a way that we 'shoul .n_o}tl crosz
from oratorical practice 1o that of tragedy’ (3.24). Finally, in t etw
sections he devotes to body movement, he argues that the purpose
of gestures and facial expression is to make thf: argur;ent 1'1‘101’:';:i
probable’; therefore (3.26): ‘It is fitring that chastity (pu orem) an
briskness (acrimoniam) should be on your face, and that in your
gesture should be neither conspicuous charm (venmt.a;lem) nor
anything disgusting (turPitudinelin % 1(es; we_r.s.eje’m to be either actors
sty construction workers (operarit). _
(bg:;ﬁilfsron the theatre by other writers explain .what underlies
these caveats. Columells, who wrote on the quintessentially Rom;._n
and manly art of agriculture in the mld—ﬁrst' century CE, beiglms' 18
book with a classic locus de saeculo that .mcludes the fo owuﬁg
comment on the theatre {1 pr. 15): ‘Astonished, we maijvel at the
gestures of effeminates (effeminatorum), that, by womamshdmox‘re—
ment, they counterfeit a sex denied to men by nature, and deceive
the eyes of the spectators.” But both dancing and the theaftrli were
extremely popular in Roman culture, and cven'that hero o ‘(l)uman
conservatism, Scipio Aemilianus, ‘moved that triumphal and military
body of his to a thythmical beat’ (Sen. Trang. 17.4). )

If Scipio was a2 manly dancer, this oxymoronic state seems to have
been the precarious goal of the Romgm orator, Qumtilfan s trea;:_mlent
of actio (‘movement’) is full of cautions abour lapses in mascu nut):i.
Effeminare actio repels him (/nst. 4.2.39): “They bfznq their voices an
incline their necks and flail their arms against their sides and act sexy
{lasciviunt) in their whole style of sub]ef:t matter, words an.d
composition; finally, what is like a monstrosity (monstro), the actio
pleases, while the case is not intelligible.” In an extended -passag(;
(2.5.10-12}, he complains that ‘cgrrupt and vice-filled ways Of
speaking’ (corruptas et vitiosas orationes ) find popular favour out o
the moral degradation of their audmns:e; they are full of W,haF is
‘improper, obscure, swollen, lv_uigar, fhrty, sexy, effemlmate (lmé
propria, obscuya, tumida, humilis, sordzda,‘lascwa, :.:ffemmczm). And
they are praised precisely because they are ‘perverse (prava). Insiea
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of speech that is ‘straight’ (rectus) and “natural’ (secundum naturam)
people like what is ‘bent’ (deflexa). He concludes with a lengthy
analogy between the taste for such speech and the admiration for
bodies that are ‘twisted’ (distortis) and ‘monstrous’ (prodigiosis) -
even those that have been ‘depilated and smoothed’, adorned with
curled hair and cosmetics, rather than deriving their beauty from
‘uncorrupted nature’ (incorrupta natura). “The result is that iz seems
that beauty of the body comes from bad morals.’ The bad body, in
‘Quintiiian’s boak, is that elsewhere associated with the cinaedus;»
~bad speech is effeminata, good speech is ‘straight’ and natural,
- tallying with the common assertion that the actions of the cinaedys
are ‘against nature’. The effeminate body stands both by metonymy
and synecdoche for the kind of speech that Quinzilian rejects; bad
speech is both like such bodies and produced by such bodies.

This critique is applied specifically to the voice, 3 “The transition
from boyhood 1o adolescence’ js precisely the time at which the voice
1s in most danger, for physiological reasons: ‘not because of [the
body’s] heat, but rather because of its humor, with which that time
of life is swollen’ {Inst. 11.3.28). That 1s, the voice is vulnerable 1o
bad orarorical practice at just the age when the young man is most
susceptible to penetration, A healthy voice is neither too rough nor
too feeble (11.3.32); the extremes are expressed by strings of adject-
ives, constituting a spectrum of masculinity, although the voice itself
is feminine, posing a problematical androgyny. It won’t do to be too
rough — we might think of the Stoic/pathics targeted by satire;’* nor
yet too smooth, explicitly effeminate. Bug the voice has to be both
firm and sweet, great and pure.

Other aspects of actio also come in for regulation. It is important
to be careful about your €y€ movements; your eyes should not be
‘sexy (lascivi) and mobile, swimming and suffused with a certain kind
of pleasure, or giving sidelong glances (limi) and, if T might say,
venereal {venerer), or asking or promising anything’ (Jnst. 11.3.7¢;
cf. Cic. Orat. 60). In a discussion of vitia in hand gestures, Quintilian
quotes Cicero, who rules out “cleverness of the fingers’ bur approves

of a ‘manly bending of the sides’ (Inst. 11.3.122, cf. Cic. Orar, 59).
The speaker even has to be carefyl about where he walks: approach-
ing the opponents’ bench is ‘not quite chaste’ (parum verecundum,
Inst. 11.3.133). The arrangement of the toga is an art in itself
(11.3.137): it should be “shining and manly’ (splendidus et virilis); the
toga should come just below the knees in front and to the mid-knee
in back ‘because 1 longer length belongs to women and a shorter to
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ions’ ible flaws, throwing the
turions’ (11.3.138). Among other possib , thre
g(e)iiufrom the bottom over the right shoulder would be ‘loose and

prissy’ {solutum ac delicatum, 11.3.146). .  oum
Moreover, actio should not smack of acting or dancing. Qu.lnti‘ ian
insists that the orator’s vocal training is not the same as that of singing-

- teachers (phonasci), though they have much in common; orators need

{11.3.19): “firmmness of the body, lest our voice be ané?nuatqd wdt:e
thinness of eunuchs and women and sick pe?plc; this 1s achxeved 11y
walking, applying body lotion (unctio), ?bstmcm?e f-rlom st}:lx, and the
easy digestion of food — that s, frugalicy.” For Qumtalxaﬁ, the ;é'?tor z
training should be rough and tough, as opposed to the ccnla ing :
singer might give his voice {1 1.3.234'1): For we do not nee dsg rnug:l_
a soft (molli) and tender (tenera) voice as we do a strong an ur}l e
one.” We have to speak ‘roughly’ (asper.fe.).; so ‘let us not so tzn
(molliamus) our voice by pamperning (deliciis) . . . but lev it be lin;ke
firm by practice’. Likewise, our movemems‘should not 10.0 1 ;
dancing (11.3.128): ‘Most of all shouid be avoxde'd_moli:s actio, suc
as Cicero says was exhibited by a man.q_arr}’e’d Titius, so that even a
certain kind of dance was called “the Titius”. |
The need to divide the orator from the actor shows up repeatedly.
in the oratorical handbooks. Cicero, in the Orator, calls for actzccf that
is ‘not tragic (tragica) nor of the stage (scaenae), bu'f by a mo elrcai\te
movement of the body and face still expresses much’ (86). Tl_’xe elder
Seneca says of Cassius Severus (Conzrov. 3 pr. 3) that his pl}‘lﬁ—
nurciation is that which an actor might produce, but still not thar
which could seem 1o belong 1o an actor’. A fine d1st1_nc;10r'1. Yet Seneca
puts into Cassius’ own mouth a speech on oratory in which he draws
on his own morbus — his theatre craze — to use the actors Pylades and
Bathyllus as instances to illustrate a point (ant_rozr‘. 3 pr. 10} _
Quintilian emphasizes that too close an imitation of the comic
actors will corrupt the youthful student (7nst. 1.11.2-3):

Indeed, not every gesture {gestus) and movement is to be
sought from the comedians. For althc-uugh the orator ought.: to
use both of these up to a certain point, still he will be very
different from an actor; nor will he be excessive in his facial
expression or his hand [gestures] or his body movements.

And again, arguing that orators need not study all the nuances of
gestus (11.3.181-4), he suggests that actio ‘should be moderated, lest,
while we strive for the elegance of an actor, we lose the auctoritas of
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a good and serious man’ - a telling opposition (for further remarks
on acting and oratory, see 1.12.14; 11.3.103, 123, 125),

One of the causes of the problem was the fact that orators had 1o
impersonate various characters in the course of making speeches.
Quintilian lists ‘children, women, foreigners (papulorum), and even
inanimate things’ as posing challenges to the orator’s skill (11.1.42).
The failure to observe the correct tone is especially a problem in the
scholae because ‘many emotions are acted out {finguntur) in the
schola, which we undergo not as advecates, but as victims’® (rnon ut

-advocati sed ut passi subimus, 11.1.55) ~ might we here posit that the
lawyer stood to the client as active sexuality stood to passive? That
what ‘unmanned” the orator was too close an identification with the
experience of the contesting parties? But here Quintilian is advoc-
ating a scrupulous adherence to the tone necessitated by the plot of
the controversia: weep, be emotional, and do it consistently. Yet,
paradoxically, what he rejects here is precisely the kind of style
associated with acting and effeminacy elsewhere (11.1.56): cantare,
quod vitium pervasit, aut lascivire (‘singing/ chanting, a vice that has
become pervasive, or sexy style”),

A singing or chaniing intonation is mentioned repeatediy as 2 vice

plaguing the practice of oratory. It shows up as early as Cicero's

Orator ad M. Brutum in a passage in which he discusses earlier Greek
practices (57): s

There is, however, even in speaking a certain rather muffled
(obscurior) singing tone (cantus), not that peroration of the
rhetors out of Phrygia and Caria that is almost an aria, but that
which Demosthenes and Aeschines mean when one charges the
other with modulations of the voice (vocis flexiones). . .

As we have seen, the elder Seneca talks of himself and his friends, in
his younger days, singing the purple passages from Arellius Fuscus,
Seneca likewise calls Vibius Gallus crazy for his habit of singing out
cues that he is about to begin a descriptive passage (Controv. 2.1.26);
‘When he was about 1o describe love, he would say, almost like
someone singing, “I want to describe love”, just as if he were saying,
“I'want to have an orgy (bacchari)”. Quintilian suggests that singing
may be taken up as the refuge of a weak voice; such a speaker may
case his “weary throat and side by an ugly aria (deformi cantico)’
(Inst. 11.3.13). He introduces an extended discussion of the vice of
chanting by a list of other faults that includes spitting on bystanders
and hawking up phlegm, continuing (11.3.57-60):
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But any one of these vices would I prefer to the one that now
is 50 belaboured in all court cases and in the scholse ~ that of
chanting; I don’t know whether it is more useless or more
disgusting (foedius). For what is less fitting for an orator than
a stagy modulation, not infrequently approaching the licence |
of drunks or carousers? (57) What indeed is more contrary to
moving the feelings than ... to loosen the very ho.liness of
the forum by the licence of the Lycians and Carians? . ..
(58) But if it is to be generally accepted, there is no reason why
we shouldn’t help out that vocal modulation with lyres an.d
flutes - no, by God, with cymbals, which are closer to thl‘s
ugliness. ... (59) And there are some who are led %?y this
pleasure of hearing everywhere what might soothe their ears,
in accord with the other vices of their lives (60).

Here Quintlian brings together many elements of the criti.qu'e
of gender in style. Singing is repellent, ugly, in the sense that it Is
morally repugnant and like the improper body; it is associated with

- the stage or with drunks, recalling the younger Seneca’s description

of Maecenas’ verbal style; it is associated with licentia, the opposite
of the desired contro) of the body; it threatens to dissolve, to loosen,

- the forum, which is called *holy’, and opposed 1o the licence here

attributed to Asia Minor (Quintilian seems to have the passage from
Cicero’s Orator in mind); it is associated frst with the musical
accompaniment of the stage and, climactically, with the cymbals of
the eunuch priests of Cybele - an association both with Asia and

- with effeminacy. Finally, Quintilian hints that those who ke this

style have problems with vice in their own lves. ‘

To sum up: the orator’s training involved a surprising amount of
physical work. The formalized list of appropriate gestures in
Institutio 11.3 must have involved substantial practice for novices,
The orator’s vocal range was close enough to a singer’s to necessitate
training with a voice coach. But always, in these endeavours, the
orator risked running to various extremes, among which effeminacy
always looms large. The problem above all was how 10 avoid
looking like a dancer and sounding like a singer, dubious statuses
that themselves carried the stigma of effeminacy. But the be-
leaguered orator had even more to worry about; in Quintilian’s
tirade on singing, we see the traces of a further aspect of gender

rouble in oratorical style: the threat to the virile forum from the
effeminate East.3
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THE ATTICIST-ASIANIST CONTROVERSY

The debate over oratorical style known as the split berween Atticists
and Asianists is well known and is discussed in detail by modern
analysts.*” But the Roman ambivalence over an art so markedly
Eastern in origin was often expressed in terms of gender. The Orient,
in Roman thought, was associated with luxury and a concomitant
deviant sexuality — effeminacy, even self-castration.’® Thus it was
logical for a style of speech that came from the East to be labelled as
effeminate. The problem was, if you wanted to be an orator, you had
to submit to an Eastern regimen — Greek, if not absolutely Asiatic.
A solution was to divide the East into less-East and more-Fast and
to identify oneself with the lesser of the two evils. Hence the
“Auticists’, who spoke of their style as more manly, claimed that it
derived from the writers of Athens; the term ‘Asianist’ was applied
to writing associated with the rhetorical schools of Asia Minor,
“Asianist’ was generally a term of abuse, and it is hard to find an
ihstance of someone claiming 1o be one, though it is not hard to find
denunciations of the Atticists.

Quintilian discusses the difference between Atticists and Asianists
at some length (fnst. 12.10.12-26) and gives an account of the origins
of the two schools (12.10.16-17). In antiquity, he says, the Attic was
good, the Asianist bad. The Attic speakers were pressi ("concise’) and

integri (‘whole’), while the Asianists were inflati (“inflated’) and -

inanes (‘empty’); the former had nothing extra, the latter were lacking
in both judgement and moderation. Some say, he continues, thar this
happened because Greek spread from Greece to Asia Minor and the
Asianists tried their strength at eloquence when they were not yet
- skilled in speaking Greek; so they expressed ideas by circum-
locutions because they did not know the right words; and then they
kept up the habit. Quintilian, however, thinks that the difference is
an ethnic one and stems both from the orators and thejr audience
(12.10.17): “The Autici, refined and discriminating, tolerated nothing
empty or gushing (redundans); but the Asiatic race (gens), somehow
more swollen (tumidior) and boastful (tactantior), was inflated with
a more vainglory of speaking.’ The Asiatics are thus branded both as
upstarts on the rhetorical scene and as inherently, even physically,
less capable of excellence.
These ethnic adjectives show up associated with gender adjectives
in descriptions of the batile berween Cicero and his Atticist op-

ponents. Tacttus, in the Dialogus, preserves an interchange between
Cicero, Calvus, and Brutus {18.4-5):
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It is established that not even Cicero was without his de-
tractors, to whom he seemed inflated and swollen {inflatus et
tumens), not concise (pressus) enough, but jumping over the
limits (supra modum exultans), overflowing (superfluens} and
not Attic enough. In particular you have read the letrers sent
by Calvus and Brutus to Cicero, from which it is easy to gather
that Calvus seemed to Cicero bloodless and worn {attritum)
while Brutus seemed idle (otiosus) and disjointed. In return,
Cicero indeed got bad reviews from Calvus as loose (solutum)
and sinewless (enervem) and from Brutus, if I may use his own
words, as ‘broken and loinless’ (fractum atque eluymbem),

Compare Quintilian’s report of the attack on Cicero (Inst. 12.10.12):

But even people of his own times dared to artack him as too
swollen (tumidiorem), Asianist, gushing (redundantem ), too
repetitive, sometimes frigid in his humour, and in his composi-
tionbroken (fractum ), jumping-over (exsultantem ),and almost
~which could not be farther from the truth - softer thana man
(viro molliorem).

The list of adjectives associated with effeminacy is a familiar one, but
thought-provoking in its connection with the East. We move from
the familiar mollis (*soft’) 1o the explicit and physiological elumbis
(‘loinless’) and enervis (‘sinewless’/‘emasculated”, to a group of
adjectives evoking space and substance: inflatus (‘inflated”), tumens,
tumidus (‘swollen’), exultans (jumping-over’), redundans {"gush-
ing’), superfluens (‘overflowing’), solurus (‘loose’), fractus (‘broken’).
These adjectives, also familiar from Seneca Epistulae 114 (and of.
Rbet. Her. 4.16), dre located in the body of the orator as well as in
his speech, and in addition suggest a quality he may be passingon to
the world around him; compare what Quintilian said abour Joosen-
ing the holiness of the forum’ by importing style from Lycia and
Caria (Inst. 11.3.58). This fear of flowing, loosening, leaping the
boundaries, breaking up, pervades Roman imagery of the city, state
and empire.?? In contrast, the Attici are pressi (‘concise’) and integri

(“whole’).

Yet the heroes of Roman oratory are not Brutus and Caivus but
Cicero and Hortensius. Despite the problematic aspects of the
Asianist style, the experts agree that it is more beautiful, more noble,
and more effective than the arid wastes of the Articists,
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