Sharon Louise Moran
Student ID No:   1502187

HPLA 7010:   PETRONIUS

Assessment 1 - Deadline 20 October 2019

(a)
Translation of Sat. 26
The third day already had arrived, the expectation is that of an open dinner, but with so many misfortunes having been dug escape was pleasing to the wise men as sleep.  And thus since we were deliberating of the sad matter where in what way we might avoid an immediate storm, a slave of Agamemnon interrupted the bustling men and says, "Look!  You do not know, with whom shall it be with today?  Trimalchio, a most elegant man has a clock in his dining room and a fully equipped trumpeter, in order that repeatedly he may know how much about life he has put behind him".  Therefore, conscientiously we are being clothed having been overloaded of all evil things, and most willingly we order a servile duty of Giton with him guarding us to follow into the public baths.
(b)
 Comment (Plus Translation of Sat. 29)

Otherwise while I amaze at everything, I almost shattered my legs having been thown onto my back.   For with us having entered, to the left-hand side not far away from the small room of the doorman, a large dog, restrained by a chain, was painted upon the wall and above with capital (lit. squared) letters it was written "Beware of the dog".  In fact my associates also laughed, I on the other hand with my breathing having been collected, I did not stop following the whole wall all the way.  Moreover there was a painted item of a slave trader with inscriptions and the long-haired Trimalchio himself was holding a Mercury's wand, a cadaceum and Minerva was leading entering Rome.  Henceforth just as he would have learned to calculate and from there become a treasurer, the careful painter had conscientiously represented everything with its title.  On ceasing indeed by then in the portico Mercury was seizing his (ie Trimalchio's) height to rise him by his chin onto a platform (tribunal.  At hand Fortune was with her horn (cornucopia) with her being rich in plentiful things and the three Fates winding their golden tasks (ie golden threads).   I observed also on the portico a company of runners with their master exercising themselves.  Henceforth I saw a large chest in the corner, of which were Lars (household gods) adorned with silver placed upon a shrine and a marble statue of Venus and a small golden box (not very little), in which they were saying that the beard of that man himself was being preserved.  Therefore, I began to question the steward. what paintings they might be holding in the middle (part).  "The Iliad and the Odyssey", he says, "and in fact the gladiatorial entertainment of Laenas.  

Contextual Commentary

Within Bergmann's The Roman House as Memory Theatre1, footnote 47 quotes Ann Arbor as acknowledging "the danger of using Petronius' fictional text as a window onto Roman society, but sees value in the exercise".  This concept and footnote in particular dating to 1994 has under-exaggerated the importance of this within Sat. 29.  Writers such as Petronius surely would have been inspired by their contemporary surroundings and in both their own judgements and interpretation of their own experiences.
Bergmann's paper alongside Lily Ross Taylor's article published in 1914 on Augustales, Seviri Augustales and Severi2, both clearly link Petronius' character Trimalchio to both contemporary politics in looking at the importance of the severi as well as contemporary surroundings in the house of Trimalchio and the paintings experienced by Encolpius when he first enters the property.
Where Petronius writes, "… canis ingens, catena vinctus, in pariete erat pictus superque quadrata littera scrimptum 'cave canem'.   Within Mary Beard's recent book on Pompeii3, the photograph on page 84 shows the famous image of the guard-dog when entering the House of the Tragic Poet.  Other details written within Sat. 29 by Petronius show a marked resemblance not only to the layout of the actual house itself, but show other striking similarities and allude to contrasts within the book when considering the paintings of Trimalchio and determining his eccentric personality.  It must therefore be considered in greater detail when looking at the writings of Sat. 29 that Petronius himself did at some stage visit at least this house and its occupant, and was so inspired that it could well have possibly shaped his later text.
Petronius also wrote that "ad sinistram … non longe ab ostiarii cella" which translates as to the left hand side as one entered not far from the hut of the doorman.  If we take the painting of the dog as having been inspired from an original, the plans to the House of the Tragic Poet confirm the layout being described here as Mary Beard's plan on page 824 points to room (d) where a porter would have sat as well as being confirmed on official plans of this room labelled area 105 on the website Pompeii in Pictures.  In changing his experience into text, Petronius has changed some elements for dramatic effect to highlight his character's responses and emotions as well as keep key links back to the archaeological evidence further.
The painting of the dog frightened Encolpius so much that he almost fell back breaking his legs.  This statement in itself is part of the self-dramatizing nature of his character but also brings to life the mosaic within the House of the Tragic Poet keeping a subtle link between the two.  The original was a mosaic on the floor as visitors entered the building and not on the wall, but Petronius has written his text here to highlight how lifelike the dog was and in doing so he has painted him to size along the wall, almost as if he was indeed attacking the visitors.  Within the Pompeii mosaic, it is noted by the short film produced by Open Yale Courses6 that the only colour apart from black and white are a striking red colour of the dog's collar.  This has a parallel similarity to Petronius writing "cerasino succinctus cingulo" in Sat. 28 where the doorman had a distinctive red belt.  
Following the journey on Encolpius into the dwelling further, Petronius tells us "… totum parietem persequi" giving us the illusion of following a long corridor down to an open area.  This again is possibly linked to area 5 in Pompeii in Pictures7 where in picture VI.8.3 you can almost imagine him walking along this wall out into the open atrium at the end.  
The paintings as described by Encolpius about the journey of Trimalchio from a slave boy up to his rich success as both a businessman and a political representative gives a contrast of both being from a humble background being shown in the paintings at the beginning to a proud and rich old man.  Whilst there are probably never any paintings within the original house to inspire Petronius on this small episode, the house itself encompasses this point in its own nature.    Although some of the rooms were large and had lavish decorations at one point, other parts of the house are incredibly small and quite humble showing a mixture of both ends of the scale.  This contrast can quite visibly be seen in Pompeii in Pictures when looking at the picture of the small kitchen area8 as compared to the open and quite lavish atrium area as viewed from the tablinum9.   Although this is not an exact representation here, again it could well have been the seeds of Petronius' own inspiration on building on the character of Trimalchio and imagining the paintings that were portrayed in this scene.
The choice of vocabulary and literary devices within this description of Trimalchio's journey is incredibly noticeable by the emphatic usage of both personal pronouns to strengthen the verbs as well as the emphatic usage of conjunctions he has chosen.  We start at the beginning of the corridor with Petronius writing "ego autem …" which can be translated as moreover I in the transition from recovering his composure to starting to amaze at the pictures along the wall.  Petronius then writes "erat autem …" so that it builds our expectation of the pictorial journey as it begins with now there were paintings.  Petronius has then again repeated the emphatic use of personal prounouns leading into " … ipse Trimachio …" to make it clear that the visualization is centred around Trimalchio himself as he disguises him as Mercury with Minerva leading his procession.  Then Petronius uses the conjunction hinc meaning from there to lead into the next section and ensured in the accompanying sub-clause that he places omnia at the beginning again as an emphatic tool to highlight everything has been taken care with.  The next clause closes the journey with two adverbs strengthening each other in the form of vero iam conveying a sense of this truly has lead to this great finale of Mercury placing Trimalchio on a tribunal.
In Battistella's article published in 200610, there is a mention on page 428 of the importance of Petronius using the phase of levatum mento (roughly translating as being raised by his chin) as a tool for conveying the apotheosis of the situation where Trimalchio has reached the very height of his career and Mercury lifting him up to his tribunal/political office.  As discussed in Brill, this has given the viewer of this scene unexpected shock of seeing this almost ridiculous picture as a mirroring of his eccentric personality, "… reaction opposite to one expected".  As mentioned above, Lily Ross Taylor's article confirms on pages 1 and 2 that this tribunal refers to his political office and that of a sevir and she goes on to say that "the wealth of some of them is indicated in exaggerated terms by the Trimalchio of Petronius; with more accuracy by the Vettii of the famous house in Pompeii, one of whom was certainly an Augustalis".  Again, the House of the Vettii was located in the same region and close to the House of the Tragic Poet, so it could be entirely possible that Petronius did visit this particular area of Pompeii and many factors inspired him in this section of the novel.
Returning to the House of the Tragic Poet, Petronius finishes Sat. 29 by describing the aedicula at the rear of the property.  Pompeii in Pictures in several of its photographs11 shows not only the location of exact replica on Petronius' aedicula but also the surroundings giving us a possibility of what would have been housed here.  It also tells us that according to Pagano and Pisciandaro in their reports of 182512 that there were small marble statuettes on site.  Although these were quite common in the gardens of a majority of the houses, it confirms Petronius writing "signum marmoreum" as though he himself has sat within one of these gardens and has viewed them in situ.  
Although Petronius mentions that the statue is of Venus, although one was not found in the House of the Tragic Poet, the site confirms13 that there was a painting of Venus fishing so this could well have been a shrine to both her as well as the Lars.  Within Joanne Berry's book entitled The Complete Pompeii14, the table on pages 190-191 confirm that the worship of Venus was widespread in Pompeii with a temple being dedicated to her.  Again, all of these coincidences could be a well-knowledged man, but Petronius must have visited and experienced both Pompeii and the much debated owner of the House of the Tragic Poet to have inspired him to write his book.
Finally, Petronius has made mention of pyxis aurea … in qua barbam ipsius referring to contemporary practices at the time for those who were rich and luxurious.  In an article written by Arthur Pomeroy in 1992 entitled Trimalchio as Deliciae, Pomeroy mentions this in footnote 1015 referring back to the primary source writings of Juvenal relating to the contemporary Roman practice of the first ceremonial shaving of a man's beard.  Pomeroy on translating this part of the text from Petronius agrees that "it appears to have been a major event in the household" for this beard of Trimalchio's to be restored this way in a golden box.
In summarisation, throughout Sat. 29 Petronius has given us a glimpse into life in contemporary Roman times during the late Augustan period just before the destruction of Pompeii gathering inspiration from his own knowledge and personal experiences.  Various sections of Sat. 29 therefore can be verified from archaeological evidence, other primary sources into everyday life and practices and confirmed by modern scholarship looking at both this text and linking it back to the past for possible confirmation on why he wrote this part of the novel and how it was shaped the way it was.
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