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‘PROCLAIMING IT TO GREEKS AND NATIVES, ALONG THE
ROWS OF THE CHEQUER-BOARD’: READERS AND VIEWERS OF
ACROSTICH INSCRIPTIONS IN GREEK, DEMOTIC AND LATIN

INTRODUCTION

Hellenistic and Roman acrostich inscriptions are usually full of verbal and visual clues,
which point the reader in the direction of the ‘hidden message’ contained in the vertical
lines of the text.! The authors of such inscriptions want their audiences to appreciate the
skill that has gone into their composition. There are several complementary ways in
which the presence of an acrostich might be signalled to the reader or viewer and
their attention directed towards it. These include direct verbal statements, or more subtle
allusions, within the text of the inscription. But, even without having read its text, the
viewer of an inscription containing a ‘hidden message’ is often immediately aware
that some kind of wordplay is at work. Acrostichs, palindromes and various kinds of
word square are all graphically striking, or their appearance may be enhanced to
make them more so. Regular spacing, the repetition of the acrostich in a separate column
and the use of painted or incised grids are all ways in which the layout of the text on the
stone can invite the viewer to play a word game. In some cases, as I will argue in this
paper, acrostich makers envisaged—even intended—the participants in this game to
include the illiterate as well as the literate.

In the following discussion, I shall principally be concerned with the so-called ‘Stele
of Moschion’, a stone slab with inscribed text in Demotic Egyptian and Greek, presented
in the form of word squares, acrostichs and ‘unformatted’ text. I will introduce a number
of other examples of acrostich inscriptions in Greek and Latin from Egypt, Libya and
Arachosia. The metatextual references within these inscriptions to their own form and
process of composition have been discussed elsewhere.? Their dominant theme is the
word puzzle itself and the process of composing and recognizing it. My emphasis
here will instead be on the sensory aspects of experiencing and appreciating an
inscription of this sort. Although a number of the inscriptions considered here appeal
very directly to an educated readership—one which the author considers himself or
aspires to be on a par with—in-text references and their physical format hint also that
other ways of experiencing them were anticipated and intended by their makers. These
inscriptions were made to be viewed, spoken, heard and even touched as well as read,
an experience undeniably enhanced by, but not necessarily dependent upon, literacy.

! In recent years, there has been a number of new studies on acrostich inscriptions, and on those
involving wordplay more generally: see the articles in J. Kwapisz, D. Petrain and M. Szymanski
(edd.), The Muse at Play: Riddles and Wordplay in Greek and Latin Poetry (Berlin, 2012), in
particular V. Garulli, ‘Greek acrostic verse inscriptions’, 246—78; and R. Mairs, ‘Acrostich inscriptions
at Kalabsha (Roman Talmis): cultural identities and literary games’, Chronique d’Egypte 86 (2011),
281-97, on the inscriptions from Lower Nubia discussed below.

2 Mairs (n. 1), 281-97; R. Mairs, ‘Sopha grammata: Greek acrostichs in inscriptions from
Arachosia, Nubia and Libya’, in Kwapisz, Petrain and Szymanski (n. 1), 279-306.
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Audiences, I will argue, were intended to engage with these inscriptions and their
acrostichs on all of these different levels. In-text references would have been accessible
to the literate but also to those who had literate companions who might ‘perform’ the
riddle by reading it aloud and explaining the text. In many acrostich inscriptions—
including the Greek epitaph of Sophytos from Kandahar (Afghanistan) and several
examples from Egypt and Libya—the viewer of the text as object or objet d’art is as
important an intended audience as the reader.

MOSCHION

The bilingual Greek-Demotic Stele of Moschion illustrates well the diverse audiences to
which inscriptions containing wordplay were designed to speak. Even a literate person
faced with this inscription would most likely have been able to read only one language
and be reduced to viewing the other, while still recognizing that similar techniques of
composition had been used. The Stele of Moschion (sometimes known as his
‘Magical Stele’; see Appendix 1) was originally set up at Sakha/Xois in the north-central
Nile Delta. It is to be dated most probably to the late second to early third centuries c.E.,
although a late Ptolemaic or early Roman date has been proposed on the basis of the
Demotic hand.? Its fragments are now housed in two separate collections: the lunette
(30.5%91.5 cm) in Cairo, and the surviving portion of the main body (81 x 86 x 25

cm) in Berlin (JAE 63160 + Berl. 2135). Its dimensions were originally in the region
of 122 x 91.5 cm. It is frustrating that Moschion does not give a patronymic, otherwise
we might be able to identify him—evidently a man of sufficient means to commission
the inscription—in the papyri. The text of the stele is a thanks-offering to Osiris for the
healing of Moschion’s foot-ailment, but presents an opportunity for a much more elaborate
display of skill and piety than the simple dedication ‘hidden’ within the text:

D: 'Ocip1d1t Mooyimv Vylocbeig tov modo iotpeiong “To Osiris, Moschion, who had his foot
healed by medical treatment.’

E: Ms (?) sdm n-y p3 nti dd nt-iw w3h.f di.t lk Sn r.wn.n3.w hn rd(=y) 8 phri r.di.f n=y (n) hpry
‘Moschion (?): Listen to me, the one who says: “Since he has caused to cease the pain which
was in my foot by the medicine which he has given me as a miracle.”

The Greek texts in the lunette, the upper part of the stele, contain an address by
Moschion to Osiris (A), an address by the stele to the reader/viewer (B), and Osiris’
acceptance of Moschion’s dedication (C). The bulk of the lower part of the stele is occu-
pied by two word squares, one in each script, ‘concealing’ the dedicatory phrases above,
spelled out from the centre to the edges of the square by possible multiple routes
(E, Demotic; D, Greek). Below this, but not replicating the symmetry of the upper

® Text and discussion: S.P. Vleeming, Some Coins of Artaxerxes and Other Short Texts in the
Demotic Script Found on Various Objects and Gathered from Many Publications (Leuven, 2001),
no. 205, 99-209; W. Brunsch, ‘Die bilingue Stele des Moschion (Berlin Inv. Nr. 2135 + Cairo J.
d’E Nr. 63160)’, Enchoria. Zeitschrift fiir Demotistik und Koptologie 9 (1979), 5-32; E. Bresciani,
‘T testi demotici della stele «enigmistica» di Moschione e il bilinguismo culturale nell’Egitto
greco-romano’, Egitto e Vicino Oriente 3 (1980), 117-45; E. Bernand, Inscriptions métriques de
I’Egypte gréco-romaine. Recherches sur la poésie épigrammatique des Grecs en Egypte (Paris,
1969), no. 108. The full Greek and Demotic text, with translation, is given in the appendix to this
article.
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portions, come texts where Moschion walks the reader/viewer through the word square,
to find the message (G, Demotic; F, Greek); a fragmentary Demotic passage, apparently
praising Osiris for Moschion’s cure (H); a Greek acrostich in which the stele further
guides the reader (I: Mooylwvog); a Demotic acrostich, with a similar sense to the
Greek but with an additional reference to Osiris and the cure (J: Msky3n); and, at the
foot, a repetition of Osiris’ words from the lunette (K =C).

Moschion’s stele speaks in multiple voices and presents itself to multiple audiences,
sometimes saying slightly different things. Demotic and Greek portions are each
balanced by equivalents in the other language, involving fairly close but not verbatim
translation. More explicitly, Moschion imagines his dedication proclaiming itself
(A 4: xnpuocwv) to members of two communities. This is pitched to the two ethnolinguistic
audiences in predictably different ways: to Hellenes and natives (A 3 "EAAnct xoi
évdamiotow) and to people of Kemy and Ionians (H 13 » n3 rmt.w n Kmy n3 Wynn).
Unlike other well-known bilingual or multilingual inscriptions from Graeco-Roman
Egypt—such as the Ptolemaic priestly decrees of Canopus and Memphis (the Rosetta
Stone)—the languages are not arranged in a hierarchy from top to bottom. They are
essentially complementary: the directions of the two scripts (Demotic R-L, Greek
L-R) mean that both are read from the middle of the stone towards the outer edge,
and thus neither may be assumed to hold priority in the view of the author or reader.

The stele also adopts and speaks as different personae: Moschion himself, Osiris gra-
ciously accepting the offering, and the stele describing Moschion’s composition. All
three voices make frequent and detailed reference to viewing and reading the texts, rec-
ognizing hidden messages, and uttering and listening to speech. Tactile elements are
also present: the person who interacts with the stone is imagined tracing lines with
their hand. The image is also, in some sense, of the stele as a closed door, against
which the person who does not know the trick to opening it knocks in vain.

Moschion, of course, puts emphasis on his skill and hard work in putting together the
texts and images, and the monumentality of the finished piece (A 1: pvAun ‘monument’;
A 2: othn ‘stele’). The persona of the Stele speaks of it as ‘elaborate’ (B 2: nepiepyog),
‘not straightforward” (B 3: xovy OmAfjv), something which Moschion has not only
built up through hard work (B 7: 0¥ moxetl Adymt mhdoog t—Ilike bricks in a wall?;
B 8: xotomovioag ‘labouring over’), but also trained himself to do (B 7: yuuvacog &
€owtov—note the gymnasial reference) ‘cunningly’ (B 10: movotpymc).

The result is ‘well-ordered’ (B 3: €b6etov), in contrast to the intricacies concealed
within it. Disorder is channelled and controlled. The pieces which have been skilfully
put together have a pleasing aspect, and the instructions on finding the hidden message
also use visual cues and imagine the investigator’s eye moving across the inscription.
Linearity is key, as is visibility: the alignment of the letters on the stone is reinforced
with an incised grid. The word square is referred to in the Demotic as a ‘gaming
board’ (G 1, G 3, G 8, G 12: hb%y). In the Greek, the term used is mAwvOig ‘square’
or ‘block’, to be rendered in this case as ‘chequer-board’ (A 4, F 1, F 3). Within the
board there are many squares or compartments (G 6: itn.w; 1 1: toldyowpog ‘divided
into many squares’). The order (F 10: t&&1c) created by the horizontal and the vertical
lines (A 4: celig; B 7: kavovov; F 32: ctoyyndov ‘in a row’) which run across (F 10:
Swopéyovoav) the stele is compared, in texts F and G, to irrigation channels flowing
across rows of fruit-trees in an orchard from a central spring (F 6), just as the message
‘flows’ outwards in different directions from its beginning in the central letter (F 1:
uéonv péong thg TAvOidog ™y yepoywyov dpynv ‘taking your start in the middle
of the middle of the chequerboard’) towards the edges of the square. Moschion is
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the labourer in the field (G 4: nti n3-nht.f n b3k “skilled in work’; F 3: 1@v éudv névav; F
4: molvndvov), creating the channels and directing the water along them. The parallel
Demotic text, G, presents this in a similar way to the Greek, retaining the irrigation
metaphor. The reader must start in the middle (G 1: hr-ib) to find the ‘beginning of
the way’ (G 1, G 5, G11: h3.t n 83 mi.t), then follow the path (G 2: ir.f myt; G 5: thm
p3y.fwy). The movement of the sense of the letters is compared to water moving through
the irrigation channels (G 6: /I ‘wanders’), but an Egyptian twist is added with the use
of the Nilotic verbs ‘travel north, downstream’ (G 6: hty) and ‘travel south, upstream’
(G 6: hnt). The regularity and the linearity of the word square turn disorder into
order, and the reader/viewer must be careful to keep their mind straight on the path
and not go astray (I 9: 6pBoOv €ymg vovv—of the acrostich). Disorder (G 8; cf. G 9:
shy) is brought to harmonious completion (F 11: cOupwvov dmoterecudv) as the
sense of the words is spread out, gathered together and brought to the ends and corners
of the square (G 10: iw.k gm=w iw.w sr iw.w twtw iw.w 3fi; G 11: r n3 kh.w n3 dk.w).

The acrostich in both scripts is repeated in a column before the beginning of the text.
In the lunette, the acrostich is described as a Ttopootiyls, literally ‘written at the side’ (B
9). Like the word square, the text itself makes play on linearity (I 3: ctotxela ‘lines’; I 6:
otiywv ‘lines’; 19: 0pOOv ‘straight’), but the reader/viewer is also invited to count up the
letters and the lines: equal in number to the Muses (I 6: icopiBuwv ITiepiciv—i.e. nine),
or in the Demotic mty.w n ipy.t ‘correct in number’ (H 15), followed by an unfortunate
lacuna.

Those who wish to find out (B 9: to1g pabetv 0€hovorv; G 2: tgtg m-s3=f ‘strive after
it’) the ‘hidden’ messages are given copious—perhaps excessive—guidance, both in the
layout of the texts themselves and in Moschion’s and the Stele’s instructions. The puzzle
is presented as a piece of trickery—F 7: movouvpyio. The texts flatter the clever person
who understands,* and denigrate the ignorant person who is confused and does not.’

The impressive appearance of the stele—its layout, grid pattern, variety of script and
text unit—speaks for itself, but the texts too contain references to the stone and its texts
being viewed, and to information being concealed and revealed. Osiris looks gladly and
benevolently on the inscription and its maker: the first two lines of Greek texts C and K,
Osiris’ direct speech, begin with the first-person present d€pxopon ‘I gaze’ (C 1-2), and
Ogsiris states that Moschion’s piety has not gone unnoticed. These lines themselves refer
back to, and confirm, the closing line of the Stele’s introduction, in which the god is said
to have gazed with pleasure on the dedication (B 18: 8€wg 8¢8opxev; cf. F 12). The
Greek acrostich text I begins by addressing a disorientated reader: ‘Do not wonder at
me if, with my many squares, unclear/is the appearance I bring to your eyes’ (I 1-4:
uf pe Bowpdon, i moAdywpog ove’ Edmlov/dupocty @épo @avtaciny). The
message may be hidden (I 3: dmoxpOyon), but in the word square’s ‘well-ordered
appearance of lines’ (B 3: kavovov ebBetov Syiv) the message is revealed (B 10:
évepavioe; cf. G 12, J 3: krp; 1 9: onuovel). The Demotic guide, G, next instructs
the reader to look in front of themselves (G 2: nw hr-h3.t=k) on the path.

4 nepinvng dyadig “‘good thinking’ (B 6); moBov ‘reward’ (B 13); gpovijcou ‘comprehend, under-
stand’ (B 14); cogio ‘wisdom’ (B 14); cuviévt ‘to the one who perceives’ (B 20); mivutégpovog ‘of
wise/understanding mind’ (C 1); tdt un6ev dryvoodvtt ‘he who is no fool’ (F 9); ebpaov ‘finding’; gm
‘find’ (F 10; G 10); vovg ‘mind’ (I 7, I 9); swn ‘knowledge’ (J 6); v ‘know’ (G 11); ir h3t ‘reflect,
consider’ (G 7); muovOé&vopon ‘learn’ (I 9); m3wy ‘thought’ (J 3).

5 Guodio ‘stupidity’ (B 13); AavOdve ‘escape notice’ (F 8); cuyxém ‘pour together, mingle, con-
found’ (F 8); dryvomua ‘ignorance, oversight’ (F 9); auoptévev ‘going wrong, erring’ (F 9); sff ‘err’
(G9).
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The texts of the inscription are in dialogue with each other—frequently addressing
one another in the second person—and with the reader. Moschion speaks to his
audience in the closing line of the Demotic acrostich: p3 iir ir 83 hb%y iw.f dd ‘the
one who has made the board says ...” (J 7). In the opening line of this same portion,
Moschion and Osiris appear to address one another (J 1: m-dr.t dd.k ... dd.f). In the
fragmentary Demotic text H, Moschion calls to Osiris (H 6: 5.y; cf. H 9). The same
verb % ‘say aloud, read’ is used in G 10 of the reader coming to the edges of the
word square, speaking the hidden message. Some emphasis is placed on the verbal
communication of the message of the text and its individual elements (B 7: moyet
Aoyor ‘weighty word’; B 10: €rog). Moschion, with his skill in composition, has
persuaded the text itself to keep its silence (B 12: novyalew): it desires to speak
only to a man of understanding (B 16: cuviévtt 8élw Aéyewv 1), to whom it will
eventually speak clearly (F 14: cogpdg €peic), and the one who does not understand
can only mutely strike it in vain (B 16-17). The Demotic places slightly more
emphasis—whether through design or convenience—on speaking than does the
Greek. The message in the Demotic word square begins with the address ‘Listen to
me, the one who says’ (E: sdm n=y p3 nti dd), followed by Moschion’s direct speech
about his cure. Demotic text G refers back to this, saying that its ‘voice’ will be proven
correct (mty hrw=y), when the successful decipherer of the word square says aloud (dd),
in triumph, ‘A miracle of Osiris!’, the words contained in the message (G 14).

As I have already noted, the way in which the stele speaks clearly to the man of
understanding is contrasted with the blunt desperation of the man who does not under-
stand, striking it in vain. As well as the metaphorical aspect to such terms, the material,
physical, tactile aspect of the inscription and the successful and unsuccessful ways of
engaging with it are emphasized throughout. The reader is imagined as tracing the
lines of text with their fingers.® The incised lines of the letters and grid (which may
also have been painted) would, of course, have communicated the rhythm and regularity
of the word square as effectively to one tracing their fingertips across it as to one looking
at it. The reader grasps the beginning of the message (F 1-2: dpynv/Aapov; G 1: By..=f
(n) h3.t n 3 mi.t) and the passage through the text is described three times using the term
YEWPOywYio or yepoywyog, literally ‘leading by the hand” (F 1; B 11; I 8). The reader/
feeler snips off each ‘easy to grasp’ letter (I 7: dmoxvicag €v&vvetov ypdup’ &’
€xdotov). The Demotic guide to the word square refers to ‘knowledge established in
the hand’ (G 13: p3 swn nti i (n)-dr.;1=f). All these references, I would suggest, indicate
that the reading and the understanding of the inscription are imagined in tactile as well
as in visual and oral/aural terms, and that the man who does not understand may equally
be imagined hitting the stele with his hands in frustration at its silence.”

THE FORMAT OF THE TEXT: READING, VIEWING AND UNDERSTANDING
The primary intended audience of the Stele of Moschion is composed of literates, whom

the composer considers of an appropriate level of learning and sophistication to
recognize and appreciate the wordplay. I do not contest this. But there is also an

6 Implied, I think, in G 7: 5 dr.t=k; the word ‘hand’ also appears in G 8, 9, 13, 14.
7 1 am reminded of this passage every time I see a person tapping in vain at the touch screen of a
recalcitrant iPad.
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important visual aspect to the inscription which may have led to it being appreciated, to
a much more limited extent, by those who could not fully read the inscription or have it
read to them, and which certainly formed an important part of the impression these
inscriptions gave to literates.

Moschion’s bilingual stele, with its layout and wordplay, certainly presents an impressive
aspect to both reader and viewer. The neat concentric diamonds of the word squares are
attention-grabbing. The difference in scripts, and also their asymmetrical balance, too, is
striking. The Demotic script does not lend itself particularly readily to being broken
down into equally sized chunks of sound or meaning and set within an even grid in this
way. This may suggest that the composer was thinking alphabetically—starting from the
notion of a Greek word square and applying this model to the Demotic—but there are
Egyptian hieroglyphic precedents. These include the ‘Crossword Stele’ of Paser (c.1150
B.C.E.), now in the British Museum, which contains three different hymns to the goddess
Mut, to be read horizontally, vertically and around the side of the text.® Paser’s word square
stood within a grid, originally painted in blue.

Although it gives an appearance of order and regularity, and is aided by what Butz
refers to as the ‘modular capacity of the Greek writing system’, a grid format, ironically,
actually impedes readability: ‘Faced with a gridded field of letterforms, sometimes with,
sometimes without punctuation, stoikhedon above all other forms of Greek inscription
must usually be sounded out to become comprehensible, thus retaining orality as a
strong component.”® As well as presenting potential challenges to a literate reader/
viewer—forced to spell out the words in their head or aloud, in the manner of modern
phonics techniques used in teaching students to read—which can be overcome by
speaking the words aloud, the text also directly states that it is to be spoken, and presents
its various portions as the ‘speech’ or dialogue of Moschion, Osiris and the stele itself.

It might therefore be the case that an inscription such as this could actually be more
impressive to a viewer and a listener than to a reader, despite its double entendres and
in-jokes. The literary quality of the texts themselves has certainly been contested.!® An
acrostich—especially one that is repeated in a separate column—is an excellent way of
capturing a reader’s interest and of forcing the composer’s cleverness on their attention.
It might also—intentionally or unintentionally—be distracting in some way, directing
the reader’s first impressions towards the clever wordplay rather than towards the
perhaps not-very-good poem. A listener, however, may have sensed that it was being
pitched ‘over his head’ without having the ability to evaluate its literary shortcomings
(if any). The variation in metre, too, would have added to the aural experience. The
(Greek) texts include different metres: elegiacs, iambic trimeters and Sotadics. A similar
strategy is used by the authors of some of the comparative inscriptions discussed

8 See R.B. Parkinson, Cracking Codes: The Rosetta Stone and Decipherment (Berkeley, 1999);
H.M. Stewart, ‘A crossword hymn to Mut’, Journal of Egyptian Archaeology 57 (1971), 87-104;
S. Noegel and K. Szpakowska, ““Word play” in the Ramesside dream manual’, Studien zur
Altdgyptischen Kultur 35 (2006), 193-212; R.O. Faulkner, ‘Abnormal or cryptic writings in the coffin
texts’, Journal of Egyptian Archaeology 67 (1981), 173—4; J. Zandee, An Ancient Egyptian
Crossword Puzzle: An Inscription of Neb-wenenef from Thebes (Leiden, 1966).

® P.A. Butz, The Art of the Hekatompedon Inscription and the Birth of the Stoikhedon Style
(Leiden, 2010), 42.

10 R.P. Austin, ‘Across and down’, G&R 8 (1939), 129-38, at 132: ‘His high opinion of himself
will scarcely communicate itself to students of his verses; for they are often bombastic and obscure’;
see also below on comparanda.
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below.!! The presence of two languages in two scripts also raises the possibility that
some reading the inscription or having it read to them may simultaneously have been
aware of other readers and listeners appreciating the text in the other language. This
impression—of the regular but incomprehensible word-pictures and riddling (to some
incomprehensible) verses in a combination of metres—might in fact give to the illiterate
viewer or listener a higher regard for Moschion’s skill than to the literate one.

COMPARANDA

My focus is on the wordplay and letter-play of the different texts on the Stele of
Moschion, and I do not intend to provide a full discussion of comparanda. I shall instead
consider other references to the sensory aspects of appreciating (more specifically) an
acrostich inscription in a number of Greek and Latin exemplars from Egypt, Libya
and Arachosia. Although presented less elaborately (F 36: nowilog; a term also used
by Maximus, 1. Metr. 168, line 6), some of these use the same technique of repeating
the acrostich in a separate column to make it more immediately recognizable. This is
the case, for example, with the funerary stele of Sophytos (Old Kandahar, ancient
Alexandria in Arachosia, c. second century B.C.E.), where ‘through the son of
Naratos’ appears in a column set to the left of the main inscription, which is itself clearly
laid out, although not on a grid. Unlike some others, Sophytos’ verse does not contain
any in-jokes for the discerning reader who recognizes the acrostich, or any instructions
as to how to do so, but, tellingly, his one reference to the text of the inscription itself is
to oral performance rather than to written composition. He imagines the stele speaking
(line 18: it is A&Aov, ‘loquacious’), with the emphasis on its communication to its
reader, not the process by which he wrote it.

A soldier in Roman service named Paccius Maximus left two acrostich inscriptions at
the temple of Kalabsha in the frontier region between Egypt and Nubia (/. Metr. 168 and
169: Appendix 3). In the longest of these, Maximus describes a dream or vision (line 11:
@avtacing 6vap) he has had—this verse is therefore full of visual imagery quite apart
from any reference to the visual aspect of the inscription itself. Maximus also goes to
some effort to set a poetic scene of this temple on the Nile at the boundary between
the Roman empire and its Nubian hinterland, and presents himself, in the opening
line, as gazing upon the setting at Kalabsha: poxdpov 6t €pnv mpeuing toémov
écobpnoot, ‘When 1 had come to gaze on this blessed place of peace’. Like
Moschion, he uses a gardening analogy for the composition of his poem (line 5:
TOVOV YEMPYEV).

Orality is more obviously at play, and the poet’s song is accompanied by rhythmic
movement. Maximus presents his verse as a ‘song and dance number’, which he has
composed and performed, before setting it down in written form (line 18: ypomtov
anod cogiig énvevoo, Wyuyig pov vonuo, ‘I set down in written form the idea which
my wise soul had inspired in me’), upon another’s urging (line 22: W &xinlev 10
copov momuo A€o, ‘he urged me to speak my clever poem’). He has ‘composed a
complex song’ (line 6: mowkilov fipuolov Godnv), a “festive dance’ which he ‘shakes
out’ (line 9: Gvbenov dmetivo&o kduov). The performance is vividly described:

I Metr. 168: Sotadics, pentameters and hexameters; . Metr. 169: hexameters and pentameters,
concluding in five lines of prose.
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xopdriety, ‘Just as one moving his body in time to music beaten by a staff | I summoned
rhythm as a partner for the inscription of my song’ (lines 19-20). The Muses—also
name-dropped by Moschion, Faustinus and Sophytos—sing (lines 8, 15-16), and the
appearance of these specifically Greek patrons of the arts is no coincidence. Maximus
is encouraged by the local god of the temple, Mandoulis, to ‘sing in sweet Greek
verse’ (line 25: ylukepnv €omevoev €9’ EANGSo povoov deicon), which is to
‘charm away the barbaric speech [NB not song or verse] of the Aethiopian’ (line 24:
0éryov BopPapikny Ae€wv dn’ AiBwnwv). The poem is full of further references to
speaking words aloud, whether oracles (line 28: povtko wvubdwv) or simply
addressing and naming (line 31: koA€ovoi og).

The performance at an end, Maximus concludes with its enshrinement in stone, on
the god’s command: 1éde cot oteiyovia yopdooew w ovtog Eregog | Kol GoPX
ypoupato nacty abonevtog Ecopdodat ‘you yourself told me to inscribe these clever
words | in order that they may be viewed by all without flattery’ (lines 33—4). The
imagined audience switches from seeing and hearing the dancing and singing, to
viewing and reading the inscription which describes and transcribes it. The spoken
word is made manifest in the written. The reader’s final instruction is to give their
attention to the twenty-two first letters, which make up the acrostich ([elkoot] ko
SVG1 101G TPWTOLG YPOUUAGT TEIBOUEVOG).

Maximus’ other inscription (I. Metr. 169), although he begins by singing the praise
of Apollo (line 1: oe duviow), is more explicitly phrased as a riddle, a written puzzle
rather than a recital seen and heard and only then set in stone. The inscription speaks of
‘recognizing’ the name of the writer (line 8: i 8l (Gva)yv@vor kol tovvouo 00
ypbwavtog; line 11: tod dvoryvovtog). The acrostich in this case gives only the name
Paccius, and Maximus is to be counted up, not read. “To find out the name of the
one who wrote this’, the reader is told to ‘Count two times two hundred and twenty-
one’. This is the sum of the numerical values of the Greek letters in the name
‘Maximus’.

Two other acrostich inscriptions from the same region are less obsessively focussed
on the performance of the words or visual impact of the text itself. Also from Kalabsha,
a Latin inscription by a man named Julius Faustinus (Appendix 4) contains the typical
references to Apollo and the Muses (line 2), and speaks, poetically, of his verses as
‘songs’ (line 3: carmina). But Faustinus too is aware of the fact that stones can
‘speak’, and in a very literal sense. He refers to the Roman prefect Mamertinus hearing
one of the Colossi of Memnon emit its well-known sound at sunrise (line 9: sacra
Mamertino sonuerunt praeside sig[na). Stones are spoken of as breathing and greeting
(line 8: spirent cautes ac salutent).

An unusual double, syllabic acrostich (Appendix 5) was left by a man named Catilius
son of Nicanor at the temple of Philae, north of Kalabsha, who invites the reader to ‘stop
and examine’ his inscription (line 2: dunatoog €ypode). His Greek verse spells out his
name and patronymic, syllable by syllable, in the first syllables of each line (Ka-ti-li-,
and so on), and in the first and last letters of each line (K...a—t...i, and so on). The
viewer is helped in his task of piecing together the double message by the fact that
the letters are aligned neatly on the stone. The verse is thought of as spoken aloud,
and contains two levels of direct speech (line 5: @noi, &€ve; line 6: kapov Exw
POVELY" yaipete moAhd, Dikow). Witty oblique reference is also made to the neat
lines of the poem itself, and the lines of the acrostichs (line 1: 10 €0t€xvov PwTOG
otixov; line 8: iotopiknv oeAida, a double entendre ‘historical/narrative piece’ vs
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‘precise column’, both with implications of ‘investigation’). A reference to the visitor
‘seeing’ Nicanor and his family may also have a double meaning, referring to the
viewing of the written names (line 9: 18dv Nwkdvopa kol yévog). Playful and teasing
to the last, Catilius concludes: ‘I only have a “-ros” left! For this is the end’ (line 10),
a tag destined to make those who have recognized the ‘line of a skilful mortal’ smile,
and leave those who have not bemused.

Two other Latin acrostich inscriptions from the Roman garrison at Bu Njem, in
Libya, are less skilful and less consciously audio-visual, but also indicate how a text
might be used to paint a picture, how a reader/viewer might be guided towards recog-
nizing an acrostich, and how oral performance or aural experience might be translated
into written form.!?> The Roman army is a possible linking factor in all these acrostich
inscriptions: the mobility of troops may have led to the emulation of impressive word-
play inscriptions seen elsewhere in the empire, such as at the garrison at Kalabsha. At
Bu Njem, the verse of Q. Avidius Quintianus refers, in passing, to ‘praising aloud’ (line
16: laudem uoce reddere) and ‘bearing witness’ (line 18: protestare), but is more
remarkable for its vivid imagining of the desert under the heat and the light of the
sun. Porcius lasucthan, one of the ancient world’s minor poets, celebrates at length
the labours of the garrison in working to reconstruct a monumental gate, which then
adorns the camp like a ‘jewel set in gold’ (line 27). There is a slight possibility that
Avidius’ celebration of honest hard work and military muscle here makes a Virgilian
allusion.!3 Might this be the product of an exposure to Latin literature in written or
oral form? Sophytos, too, makes an indirect quotation from the Odyssey. These
allusions, if they are there, are far from being any direct quotations, and might derive
from literary phrases which had passed into common currency: ‘stories told around
the camp fire’ at the desert camp. Typically military and workmanlike, Avidius then
tells the reader: capita uersorum relegens adgnosce curantem, ‘reading the start of
the verses, identify him who saw to it’ (line 32).

CONCLUSIONS

In the preceding discussion, my focus has been on the audience of these inscriptions, not
on their authors. I have omitted discussion of authorship, because I do not think it can be
established from the actual evidence whether the people named in the inscriptions also
composed them. It is also because I think that the more important point is that the named
person claims authorship, speaks directly to their audience and desires their readers/
viewers to think of them as author and give them credit for their skill. Most of the
inscriptions share some common features and techniques of composition, in addition
to their first-person voice. There is supplementary narration from the point of view of
the inscription itself. A divine as well as a human audience is envisaged, and the making
of the inscription is also an act of piety. The text is also divinely inspired, and there may
be references to the Muses. There is considerable emphasis on the labour and skill of
composition. There is constant reference to the skill required to recognize hidden
patterns. Something that the texts of the inscriptions also share is a sense of place:

2 I N. Adams, ‘The poets of Bu Njem: language, culture and the centurionate’, JRS 89 (1999),
109-34.

'3 line 28 gemma ut auro cluditur sic castram porta decorat; Verg. Aen. 10.134 qualis gemma
micat fuluum quae diuidit aurum; see Adams (n. 12), 120.
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the location and placement of the stone are described, with regard to landmarks such as
monuments, buildings and roads.

The audience the makers of the inscriptions anticipate—and whom they expect to
give fullest credit for their skill—are by definition literate and educated. I do not think
that one can necessarily argue for an illiterate audience being high in the priorities of
the authors, but there is a very important visual aspect to their presentation, and their
visual impression is referred to in the text itself. Viewing was very much part of the reading
experience. Moschion refers the reader back to the image and walks them through it
spatially. First visual impressions will have been very important. In addition, Moschion
and the authors of the other inscriptions imagine their text being spoken aloud, perhaps
to listeners who could not read them for themselves. Moschion also imagines touch as
part of the experience of understanding the inscription—tracing letters with one’s
fingers—but also of failing to understand—striking the stone in vain.

University of Reading RACHEL MAIRS
r.mairs@reading.ac.uk

APPENDIX 1

The Stele of Moschion'*

A. Moschion speaks in his own voice and addresses Osiris:

o GpeThc uvAuny, tovureipoye koipov’ "Octpt,

STHANL Ovarypdyog onkoD €Mt TPOTHAOLG

GvOepo 1000” "EAAnct koi €vdamiolsty dpolpny

€otoKo KNpUoowv TAVOI80G €v GeMay. 4

By inscribing a memorial to your merit, supreme lord Osiris,
on a stele set up against the entrance to your sacred enclosure

I set up this dedication as recompense, proclaiming it to Greeks
and natives along the rows of the chequer-board.

B. The stele (or the chequer-board) speaks to the passer-by:

i ue v dbnvolg gpovticly ebdovcay yeipwv

SKUMELS, dvepeuvav £0EAmV, (g Teplepyov

KOVY, OmATV €yovoay Kovovay eVBeTov Gy,

0 yop eboePinv kol 10 KoAdG €OV TPOTUADV

XOPLTAGIOV MV TPoénoBev dvottdeig Bedt pe 5
Mooyiov nepiuvng dryodic €8wke neipav,

0V Toyel AMywt TAdGOG T, Yuuvioog & €autov

KOUE KOTOMOVIGOG GUVETEIGEV Nouyalewv:

KOV HOVOV TopooTLyidt ue toig pobely BElovoty

Evepdvice, Tovovpyms VToBelg 8 €mog TL KOvOoV 10
xewpoywyin diéipopov, eidamg 6Tt ToUg HEV

AyKOANV €xovtog didvoloy Emuerds del

webov opeding Aapovtog Oyé mote ppovijoar,

00 & €mi cogint kptbévtag dvenitoktov EEev

14 Text and translation: Vleeming (n. 3), whose translation of the Greek was supplied by F.W.
Walbank and D.J. Thompson.
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nopakAnow v’ €k kKA08wvog Npeuely 1 dpdoLy. 15
GUVIEVTL BEA® AEYEWV T, GUVIEVTL 8E UNdEV

un pémy pe KomteLy, £T€Poig tomov de dodvar.

avabnua yop edyig Be0g NOEwg dédopkev.

Why, rousing me as | sleep with thoughts that take away sleep,

do you trouble me, seeking to interrogate me as presenting

a well-ordered appearance of lines which is complex and not straightforward?

For valuing piety and right behaviour,

and setting me up as a thanks-offering to the god for what he suffered before,

Moschion has provided a test of good thinking;

not putting something together with weight words, but training himself

and labouring over me he persuaded me to guard my silence;

and not only to those who wish to learn in an acrostich

did he reveal me, but cunningly suggesting some new word,

different in where it led, knowing that those

whose intention is bent must needs anxiously

reap the rewards of their stupidity and come late to understanding,

whereas those judged to possess wisdom will receive an irresistible

summons to leave me in peace saved from the rough waves.

I wish to say something to the man of understanding, but to him who understands
nothing:

do not strike me in vain, but cede a place to others.

For gladly has god gazed on the object set up in fulfilment of a vow.

C. Osiris addresses Moschion:
Sépropan EVYWANG TVUTOPPOVOG BvOENDL TEPTVOV,
dépropat, evoefin v ol pe TopeTpdYOoEY,
av0’ GV Tnevto Aoymv ededmy Emouvov
€K QpevOG NUETEPNG YNOGGLVOG KOUGOL. 4
I look upon the delightful dedication of an ingenious offering,
I look upon it, and its piety has not passed me by.
In return take pleasure in receiving praise that you hoped for
from my heart as is your due.

D. The Greek word square:

‘Ocipdt Mooyimv Vylocbeig 1ov ndda lotpeions.

To Osiris Moschion, who had his foot healed by medical treatment.
E. The Demotic word square:
Ms (?) sdm n-y p3 nti dd nt-iw w3h.f di.t lk $n r.wn.n3.w hn rd(=y) 8 phri r.di.f n=y (n) hpry

Mos (?): Listen to me, the one who says: ‘Since he has caused to cease the pain which was in
my foot by the medicine which he has given me as a miracle.’

F. Moschion’s explanations for the reader:

u€ony péong g TAVOISog Ty xepoywyov dpynv

roBav, Tyveve npofrénwv, v’ edcvvonTog ML GOl

M ToOALOL TdV ELdV TOVOV Kol TAVBId0g Lépuvor

yooel g 1dp1g moAvdvoL PuToLPYing VAPV,

€vietBev €k mnyng Gyov pelpHTov v’ Opunv 5
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Gpdev’ €g Gpyovg ToAvuepelg oTotYNOV £EEAiGOMV.

ei¢ éoo0pog pev ovv Tbeig movoupying dp1Buovg

10 o®U 6Aov UN oV AAONIG Kol GUVYENS TPOGOYNIG

GOV GyvOmu’ GUopTéveV TdL UNBEV dyvooivTL.

w0EW Yop ebphv Tmowkidmg Srotpéxovoay €ENG 10
myng e Tpog TEpU’ €€ 160V GUUP®VOV ATOTEAEGUOV,

GUVELS AvEBeud T DUEVADG OG KOIPOvOG d€30pKeV

Kod kopmov olov €k @pevog Beiog AaBov kopilo,

copdg €pelg telobeig ot ffl— — — — — — — — — ].

Taking your start to guide you in the middle of the middle of the chequer-board,

track it down looking ahead, so that there may be seen at once by you

the result of my labours and thought for the chequer-board.

And just like someone well versed in the laborious task of gardening,

drawing some impulse from a sweet-flowing spring,

pour this water along the many varied rows of fruit, moving with speed row
by row.

Therefore, dividing into four numbers

the whole form of the puzzle, take care not to make a mistake anywhere and in

confusion share

your ignorance mistakenly with him who is no fool at all.

For discovering the order that runs throughout in many forms

towards the term of its source, in regular fashion to its harmonious completion,

observing how kindly the lord has looked on the dedication

and what recompense I receive from his divine spirit,

you will speak clearly, persuaded by me [...

G. Moschion’s explanations for the reader:

hpry : 8 hr-ib (n) 8 hby p3 nti iw.k [By.]t=f (n) h3.t (n) B mi.t

mtw.k tgtg m-s3=f, iw.k hr-h3.1=k r di.t ir.f myt iw.f sws.w

p3 gy nliriryiwy dnb r rd=y irm n3 m3wy 3 hb%

iw.k (n)-kd p3 nti sy 3h.w n 8By n3 ll (r) n3 b nti n3-nht.f n b3k

iw.k By 88 h3.t 8 mi.t (m)-kdy w® mw ndm iw.f thm p3y.f wy 5
iwk <di.t> [I° mw h=f hn By.s mdrt (?), iw.k hty hnt n3 itn.w

iw.k <di.t> t§ dr.i=k n ip.t 4.t n p3y.k ir, n3-nfr ir ht

hn B8 hb%y dr=s r bn-pw.k di.t hpr shy ntw.w lg s (n)-dr.t=k

mtw.k dd p3 sht n p3y shy, ir.k dr.t p3 nti-iw bn-pw.f $ft

iw.k gm=w iw.w sr iw.w twtw iw.w 3ft mtw.w htb n § 10
mtw.k rh s r 3 h3.t n 8 mi.t, mty.w r n3 kh.w n3 dk.w

mtw p3 w p3 $p r.di p3 nb snby krp r.ir=k hr 3 hb%

irm p3 swn nti i (n)-dr.f=f r n3 $S.w r.ir p3 i.ir sh n3 sftw

iw.s hty (n)-dr.i=k, mty hrw=y mtw.k dd, hpry n Wsir.

A miracle. The middle of the board is what you will [take] as the beginning of the
way,

and you will strive after it while looking in front of you in order to make it the
road which boasts of

the cessation which I have made of being crooked of my foot, with the
thought[s of the] bo[ard],

while you are like the one who irrigates fields, from vine to bush, who is expert in
work,

while you take the beginning of the way like a sweet water which summons its course,

while you <let> water wander on its own within its (the board’s) maze(?), while
you go up and down the squares(?),

while you <let> your hand determine four numbers in your doing. It is good to
reflect
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H. In praise
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within the entire board, without your having created disorder so that it is stopped
in your hand,

(and) that you name the hindrance of this disorder, in order that you applaud(?)
the one who has not stumbled.

You will find them spread, collected, square, however closed(?) in reading,

and you will know about the beginning of the way: they have agreed with the
corners and the confines(?),

and the size of the gift the Master of healing has given will be revealed to you on
the board,

with the knowledge which is established in his hand concerning the glorifications,
which the one who has written the compositions has made:

it will of necessity be in your hand, (that) my declaration is correct, when you say, ‘A
miracle of Osiris!’

of Osiris:

r.dif...

mw(?) [...

bn-iw g3 [...

wd3.k snbly ...

w3h.w hr p3y(.y) he[... 5
Sy n Wsir [...

p3y(y) ntr - - [...

Wsir Wn-nfr |...

n3-ndm, § n=f1...

sp (7). 10
Snnti---1J...

m3wy 83 mi.t [...

r n3 rmtw-n-Kmy n3 Wyn[n ...

dd, hpry Wsir p3 sp 3 [...

Nti mty.w n ipy.t r p3 [... 15

which gave [...

water(?) [...

not will another [...

you are sound, cure [...

they have added to my time of life [...
I have called to Osiris [...

my god - - - [...

Osiris Onnophris [...

sweet, call to him [...

Case(?).

The manner of those who - - - - [...
thought of the way [...

the Egyptians and Greek[s ...

saying: a miracle of Osiris, the great gift [...
which are correct in number to the [...

I. The stele (or the chequer-board) speaks to the passer-by:

uh pe Bovpdonis, £l ToAbywpog 0v6” EdnAov

SUpooY PEP® PavTaGinV: 00 dVvarton Yop

GTOXETR TIg EVYVmOTO TIBEIG [T 0VK AmoKpUWOL

KOPNY, vor TdL BEXOVTL KOl TAGYNY TTOPBoYML.

Tvo 8& U pokpny Keig Gropov Tpomnig otopmov, 5
g av ioopibuov IMepiow otiymv kordoyni

VoV, OOKVIGOG EVEVVETOV VPO O’ €KOOTOL,
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Gpunoov €@’ fv T€0eKe YEPOyWYOV Gpynv
ONUOVEL Yap, €1 TOBO10, KV 0pBOV EXNig voUv.

Vertically down, at left, repeating the acrostich:
Mooyiovog

Do not wonder at me if, with my many squares, unclear

is the appearance I bring to your eyes; for it is not possible

for someone setting up lines that are easily recognized not to hide the place,
so that he may also provide a possibility of error for him who wants it.

But so that you may not pursue a long and difficult path to that place,

as though you were keeping in mind lines equal in number to the Muses,
nibbling off a letter easy to recognize from each,

set out towards the start which he put in place to guide you;

for the solution will appear, if you would learn and keep your mind straight.

J. In praise of Osiris:

M-dr.t dd.k, P3y(.y) ntr, dd.f, P3y(y) rmt 3i[...

Snby.fn=ksn difn==Fkl...

Krp.k 3 ht=k n m3wy [...

Ys nb nti i r Sms p3 ntr irm [...

3nt.f myt bin n skr r.ir.k ... 5
Nhm.t= k-f hn shn p3 swn <p3> ntrr [...

- P3iirir 8 hb% iw.f dd wn ntr p3y.f]...

Vertically down, at right, repeating the acrostich:
Msky3n-

When you have said, ‘My god’, he has said, ‘My man - - - - [...
He has cured for you illness, he has given you [...

You have revealed the manner of your heart in thoughts [...

All - - - - which has been made to serve the god with [...

He has delivered from the evil road, which you have sailed [...
He has saved you by provision of the knowledge of <the> god [...
The one who has made the board says, ‘There is a god, his [...

K. (= C.) Osiris to Moschion:

Sépropan eVYWANG TVUTOPPOVOG GvOeuD TEPTVOV,

dépropat, evoefin v ol pe TopeTpdyOoEV

avd” Ov tnevta Aoy edelmy Enovov

€K PPEVOG NUETEPNG YNOOGLVOG KOULGOL. 4

I look upon the delightful dedication of an ingenious offering,
I look upon it, and its piety has not passed me by.

In return take pleasure in receiving praise that you hoped for
from my heart as is your due.
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APPENDIX 2

The Stele of Sophytos'>

Zw@OTou oTAAN

A dnpoév Eudy xokvdv £plOmiéo dwport £ovto

I g dpoxos Mopav €E0lecev tpLddoc:

A o0t €y®d, TuVvOg Koudnt Botold e TotpdV

T Td@utog evvig £V oiktpd Napomddng,

Q ag apetiv ‘Exdtov Movcéwv T’ ficynko oOv €60AL 5
@O puptV cwPpociivnt, BHLOG Eneppocduny

Y dywool Ke TG LEYOPOV TOTp®IoV obOIG

T tekvo@opov 3¢ AoPdv GAroBeV dpylplov,

O oikobev €€€uolov pepoig 00 Tpdcd’ EnaveAdety

Y Uyiotov ktacOot mpiu p oyoddv dpevog: 10
T tovvek’ €n’ gunopinioy v €ig doteo TOAAL

O 6ABov drwPriTeg €VpLV EANGAUNY.

Y Ouvntog 8 mélwv TPV £TEEcy £6TyHon

N vnpifuoig tepmvdg T’ eVUEVETONG EPAVNV*

A dpgotépoug 8 olkdv e ceonmdto. ThTplov €100 15
P pé€og €k Kouvig KpEoGOVOL GUVTEAEGOL

A oddv T’ E¢ TouBov nentokodTog EALov Etevta,

T v kol {Ov omAnv €v 0ddt €nédnko. AGAov.

0 oteg 0OV {Nhetd T8 Epyuoto cUVIEAEGOVTOG

Y vigec viwvol 1 olkov €xotev £uod. 20

Stele of Sophytos:

The house of my ancestors had flourished for a long time,
when the irresistible strength of the three Fates destroyed it.
But I, Sophytos son of Naratos, while still a child,
was deprived of the wealth of my ancestors.
I cultivated the excellence of the Archer [Apollo] and the Muses

together with noble 5
wisdom. Then I devised a plan
to restore my ancestral house.
Gathering from various places fruitful money,
I left home, intending not to return before
I had acquired great wealth. 10
For this reason I went to many cities as a merchant
and blamelessly gained great wealth.
Full of praise, I returned to my fatherland
after countless years and became a source of joy to my friends.
At once my ancestral house, which had decayed, I restored to

an even greater state. 15
I also prepared a new tomb to replace
the one that had fallen into ruin,
and I placed a stele that would speak of my life by the roadside.
The deeds I have done are worthy of emulation.
May my sons and grandsons preserve my house. 20

!5 Text: P. Bernard, G.-J. Pinault and G. Rougemont, ‘Deux nouvelles inscriptions grecques de
I’Asie Centrale’, Journal des Savants 2 (2004), 227-356. Translation: D.B. Nagle and S.M.
Burstein, Readings in Greek History: Sources and Interpretations (Oxford, 2006), 285.
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APPENDIX 3

The Inscriptions of Paccius Maximus'®

1. Metr. 168

poxapov 6t €Pnv Npeping tonov €cabpiico,

Gépt 10 TobevoOV Youyfig Tvedp maveivol,

Eéva ot Protn mepl ppévo ndvtobev €dovetito,

{otopa xoking €uoutov ovk Exav Edeyyov,

pooty 191 KiKANoke QUGG TOVOV YEWPYELY: 5
0 600G 0T €y®d nowkilov fippolov Godny,

GEUVOV A0 BE@V KOTIAOV ETLTLXOV VONULOL.

dfAov dte Beoig dpeotov NPyaleto Movoa,

Erkdvi yAdng GvOepov dnetivo&o KOUov:

Kol TOTE PE TIg Umvou puyoc Npébioe pépecdon, 10
OAlyov €nigoBov @oviacing Gvap tpomivor

drvog 8¢ pe Aé<E>ag toyvv dmekouios @ifAnv yIRv:

peibpoig £€80xovv yop TotoHoD oo dmo[Ao]vey,

ikovoig amd Nidov yAvkepod V8ot npos[nlvas

@ounv 8¢ cepviyy Movodv KoAléneiow 15
Nopgoig Guo teooig HEc<c>nv Kduov deidetv:

EALGB0g T kbyd BpoyL Aetyovov vouilmy,

YPOTTOV G4mO GoPTig Envevco Yuyxhg oL vomuo:

PéBdw 8¢ Tig olow kot pédog Séuog Sovndeic,

appoynv LéLel cuvepyov EnekdAOUY YOPOTTELY, 20
yoyov dALotpiolg iBecty dmolmmv EdnAov.

apyn 8¢ 1 €xAnlev 10 co@ov moinuo AEo

AopmpoOg Ote MévSoulig €Bn uéyog dm’ "Ordumov,

0éhywv BopPopiknyv AEEWY dn’ AlBdmwy,

kol yhukepny €onevoey €9’ ‘EALGSo podoov deloo, 25
AoUmpO Topelo PEpwV ko de&10g “Todt Baivoy,

‘Pouoiov peyédet 6&ov dyolAoUEVOG,

povtikd Tubowv Gte 81 6eog OVAHUTOL0

g Plog AvOpwIOoLg TPoOoPMUEVOG EEEBEV QLDXET,

g Ruop Kxoi voE oe oéPet, dpor 8 Go TGO, 30
kol koAéovot oe Bpeld kol MavdovAy cuvopoipovg,

dotpo Oedv €nionuo kot  oVpovOv AvTEALOVTOL.

Kol T0de 6ol oteiyovta yopdooew p adtog Eregog

Kol 6oQa Ypdiporto Taoy dBonevtng £60pachat.
—————————————— 35
[eikoo1] kot dugl 101G TPDTOLG YPOUUAGT TEBOUEVOG.

When I had come to gaze on this blessed place of peace, and to let wander free in the air the
inspiration desired by my soul, a way of life strange to me stirred my mind from all sides. As 1
could not convict myself of any evil, my nature urged me to cultivate mystic toil. In my wisdom
I then composed a complex song, having received from the gods a holy and expressive idea.
When it was clear that the Muse had accomplished something pleasing to the gods, I shook
out my festival song, like the flower of a green shoot on Helicon. Then a cave enticed me to
enter and sleep, although I was a little afraid to yield to a dream of fantasy. Sleep picked me
up and swiftly bore me away to a dear land. I seemed to be gently washing my body in the
flowing streams of a river with the bountiful waters of the sweet Nile. I imagined that
Calliope, a holy member of the Muses, sang together with all the nymphs a sacred song.

16 Text: E. Bernand, Inscriptions métriques de I’Egypte gréco-romaine. Recherches sur la poésie
épigrammatique des Grecs en Egypte (Paris, 1969), nos 168 and 169. Translation after S.M.
Burstein, Ancient African Civilizations: Kush and Axum (Princeton, NJ, 1997), 66-8.
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Thinking there still remained a bit of Greece, I set down in written form the idea which my wise
soul had inspired in me. Just as one moving his body in time to music beaten by a staff, I sum-
moned rhythm as a partner for the inscription of my song, leaving those of a critical bent little
reason for blame. The leader urged me to speak my clever poem. Then great Mandoulis, glori-
ous, came down from Olympus. He charmed away the barbaric speech of the Aethiopians and
urged me to sing in sweet Greek verse. He came with brilliant cheeks on the right hand of Isis,
exulting in his greatness and the glory of the Romans, and uttering Pythian oracles like an
Olympian god. You declared how because of you men can look forward to a livelihood,
how day and night and all the seasons revere you and call you Breith and Mandoulis, fraternal
gods, stars who rise as a sign of the gods in heaven. And you yourself told me to inscribe these
clever words, in order that they be viewed by all without flattery. [...] trusting in the first
twenty-two letters.

1 Metr. 169

TOVTOTE G€ VUVNOO, Aqto[V]<g y>0ve, [TuB1<e> AmoAdov,

aboviTov TpokaBdyeno Ka<i> xpucodyeA<v> TToudv.

Kol yop €y0 mopd 6015 Tpobipoig MABov: <€>m<i>vev<c>ov

KOpLE, TG Tpoko[Td]g 1 €v otpatifi neydAa[g]:

i <y>ép pot doing kA<y>md A<or>Boig Amodmcom 5
oto Bed peydro xoi "Iodt tf Bociriicon.

onelom TavtoT £YM 101G SUGL TV TPOKOTADV.

1 8€1 <dvoar>yvdvoal Kol ToOVOUO TOD YpOWovTog

8i<c> 105 drakosiog Yn<@>1cov {ko<cr> piov.

70 TPOGKVYNUA TOD YPEYOVTOG 10
Kol 100 Avoryvoviog ocHUEPOV

mopd 0e® MdvSouvit.

At all times I celebrate you, son of Leto, Pythian Apollo,
Guide of the immortals and Paean of the golden lyre.
For I have come before your gates. Give me,

Lord, great successes in the army.

For if you give me them, I will give you libations,
Such as those due to a great god and to Isis the queen.
I will always make libations to both for these successes.
To find out the name of the one who wrote this,

Count two times two hundred and twenty-one.

Act of dedication for the one who wrote it

And for the one who recognizes it today

For the god Mandoulis.
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APPENDIX 4

The Inscription of Julius Faustinus'’

Inuicti ueneranda ducis per saecula uellent

Victrices Musae, Pallas, crinitus Apollo

Laeta serenifico defundere carmina cael[o],

Intemerata malas hominum set numina fr[u]d[es

Turgiaque arcanis et perfida pectora curis 5
Fugere. Hadriani tamen ad pia saecula uerti

Ausa peroccultas remeant rimata latebras

Vt spirent cautes ac tempora prisca salute[nt;

Sacra Mamertino sonuerunt praeside sig[na.

Tum superum manifesta fides stetit: inclutu[s — [X] 10
Inachias sospes diti pede pressit harenals.

Namgque inter celsi densata sedilia tem[pli,

Incola quo plebes tectis effunditur at[

Munera caeli[colum ...

The victorious Muses, Pallas and Apollo would have wished to pour down happy verses from a
clear sky during the august era of the invincible emperor, but the undefiled deities fled from the
wicked deceits of men and their quarrels and their hearts perfidious with secret preoccupations.
Yet, they dared to turn back at the conscientious era of Hadrian, and they return searching out
hidden recesses so that stones may breathe and greet the [revived] olden days; the sacred statue
gave voice while Mamertinus was prefect. The manifest proof of the reliability of the gods was
established; the noble < >, arrived safely, pressed with enriching foot the sands protected by
Isis. For amid the thronged benches of the lofty temple, into which the neighbouring mob
poured from its (crowded?) dwellings, the gifts of the gods ...

APPENDIX 5

The Inscription of Catilius'®

KGug 1ov eVTéYVoL POTOg oTiXoV, @ Pile, Biua

tipov aunovoog Eypobe kol xdpioon

M10dg ioTopiong Atdv mdvov, olo, mémonyuo,

0% kevd unvimv, obrep EQuv YEVETOD!

00 3¢ koAoD mAwoog, enot, Eéve, xevpoto Neilov, 5
Koupov Exm Povelv: xoipete morld, Dilan:

VIKOUOL TETPOIG TE KOl OVPESLY, O KaTopdkTon”

Kayo &xo tedyev iotopiknv oeMda

voomooag, kol idwv Nukdvopa kol yévog' AL

pog KoTdAourov €xw 10010 Yo £0TL TENOG. 10

Stopping your worthy step, friend, examine me—the line of a skilful mortal—and grant simple
stories the favour of a simple effort, so as to learn how I was playfully made, without revealing

7 CIL 3.77=CLE 271. Text and translation: E. Courtney, Musa Lapidaria: A Selection of Latin
Verse Inscriptions (Atlanta, GA, 1995), no. 26.
'8 IPhilae 143. The translation is my own.
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in vain who is my creator. ‘After sailing the streams of the fair Nile—he [sc. the poet] says—
stranger, this is the time for me to cry: Many greetings, Philae! O cataracts, I yield to stones and
to mountains. I too have to craft an historical piece, having returned after having seen Nicanor
and his family.” I have a ‘-ros’ left—for this is the end.
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