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Abstract

This dissertation investigates how Greek myth is received and reinterpreted by the Greek
novelists of the 1st to 4th centuries C.E. My core texts are the five ‘ideal’” Greek novels:
Chariton’s Callirhoe, Xenophon of Ephesus’ Anthia and Habrocomes, Longus’ Daphnis and
Chloe, Achilles Tatius’ Leucippe and Cleitophon, and Heliodorus’ Aethiopica; occasionally 1
refer to some of the fragmentary novels too. These novels are characterised by their generic
and thematic unity, describing a boy-girl love and adventure story. The novel's plot does not
coincide with any of the previous classical mythological examples, although it makes ample
use of them.

My research is original in that it presents a new interpretation of myth from a structural, not
simply intertextual, point of view. My aim is to study the articulation of what I call ‘the
novelistic myth’, the main story around which the Greek novels are woven. The thesis
analyses the uses of terms such as ‘myth’, “plot’, and ‘narrative’ in the Greek novels and
argues that the term ‘myth’ means at the same time: (i) a tale from mythology, often
contradictory to truth; (ii) a dramatic plot, which structures specific chapters of the novel that
are presented as dramas and which are mainly influenced by Euripides' Helen, Hippolytoi,
and Iphigeniai; and (iii) the novelistic narrative as an extensive recognition pattern, inspired
by the Odyssey.

To conclude, the dissertation builds on the last ten years of intertextual research, proposing a
new categorisation and organisation of myth around its three meanings. Moreover, it
suggests a more precise use of intertextuality that connects it with structural interpretation,
while taking into consideration the point of view of ancient literary criticism. The aim is to
draw the boundaries between the different genres (epic, tragedy and the novel) without
letting them lose their generic autonomy.
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FOREWORD

Foreword

Right from the start, the notion of myth seemed to
me to explain these examples of the falsely obvious.
At that time, I still used the word ‘myth’ in its
traditional sense. But I was already certain of a fact
from which I later tried to draw all the
consequences: myth is a language. Roland Barthes,
Mpythologies, p.11.

From puv08og to myth

What has poBog to do with myth? And what has myth to do with the
Greek novel? If I state here that this written material is a dissertation on ‘myth
in the Greek novels’, my declaration might seem obscure, since the centuries
that separate poBog from myth have provided each term with a variety of
interpretations: on the one hand, uv6og is a term used equally for tales from
mythology, fables, anecdotes, or simply speeches; on the other hand, myth, in
the 19% and 20" centuries onwards, has shifted from denoting a sacred
(creation) tale into being a symbol and finally into ideologically shaped
langage, according to Barthes!. Nevertheless, the birth of new meanings does
not automatically cancel the previous ones; rather, an interpretation is born
through a process of dialogue: agreement, contradiction, misidentification,
elaboration, are some of the ways by which old terms are moulded into new
semantics. This dissertation has tried to build on the previous scholarship,
ancient and modern, in order to propose a tripartite understanding of the

word pvBog, as this is found mainly in the five extant novels. This

! Barthes, (1973).



FOREWORD
interpretative triptych is reflected in the division of my dissertation into the
following parts:

Part I is a binary approach to myth divided between contemporary
scholarship (hereafter 'Now') and ancient criticism (hereafter 'Then’). The
reason for this arrangement is that a discussion of myth cannot be conducted
outside the temporality of the writer: the point of departure for every study is
the “Now’ definition of a term for both, the writer and the reader; every
reconstruction of the ‘how the Greeks thought about uv8o¢’ is unavoidably
shadowed by our ‘Now’ prejudices. Besides, the modern interest in “Ther’, is,
or should be, linked to our contemporary intellectual needs. The ‘Now’ study
aims to present the relevant scholarship, set against its general theoretical,
ideological, and literary backgrounds, which together shaped the different
definitions of myth, such as psychoanalysis, Marxism, formalism,
narratology, structuralism, and intertextuality; the “Then’ section examines
the uses of the term uvBog as these emerge from the narrative of the Greek
novels. These are further divided into three categories: the first includes what
I call, borrowing from Barthes, the “traditional sense’ of the word, or myth as
a tale from mythology; the second includes manifestations of the term related
to drama, indicating both a dramatic plot and its mise-en-scéne; the third
section includes a discussion of pb0og as a term used by the novelists in order

to describe the ensemble of a novel’s narrative.

Part 1I focuses mainly on the study of myth as plot and/or as a play.



FOREWORD
This analysis moves around three myths which form the intertextual spine of
the novels’ narratives: Helen, whose myth represents the adventures of the
Beauty and her lover, is the main intertext used to structure the sexual
advances of the suitors against the heroine that constitutes a large part of the
novel's plot; the myth of Phaedra is used to colour the advances of female
rivals against the hero and the possible threats on his life; finally, the myth of
Iphigenia, which is more loosely implemented than the previous two (and is
not necessarily connected to the Helen story), is used to structure the death
threats to the life of the heroine and her subsequent escape. These myths are
classified under the function ‘drama’ because they tend to form self-contained
episodes (and ‘chapters’) and are characteristically influenced by the
eponymous Euripidean plays; their dramatic pedigree is often underlined by
allusions, quotations, and their vivid theatricality on the level of both
language and setting (stage-terms, lamentations or exclamations, gestures,
elements of language). Of these dramatic intertexts the Helen myth is the only
one that presents some difficulties, because of its double appearence: the epic
version and its counter Euripidean treatment that represent the unfaithful and
the chaste Helen respectively. My choice of placing it under the ‘drama’
category has to do with the concepts of ‘fidelity and chastity’, which are
present only in the novels and in Euripides’ Helen. The study of these
chapters is based on an analysis of the structure of the common motifs found

in the above-mentioned dramas and the novels. This structural approach has
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FOREWORD
features common with Lévi-Strauss's analysis of myth, but in this study the
focus is on the enjambment of the compositional technique of the novels and
not the mental structures of which these myths form the verbal expression.

Part III examines the cases in which po6og is used to describe a
recapitulatory narrative. These recapitulations of the leading characters’
adventures are a common feature of the Greek novels and they form the
small-scale mirror of the larger narrative; Odysseus’ first-person summary of
his adventures is often thought to be a model for the equivalent passages in
the novels and the Odyssey the fons et origo? of the genre. Because the
Odyssey is a large-scale composition, it is impossible to approach it
structurally in the same way as Attic dramas. This is the reason why I have
focused on a main common feature of both the epic and the novel, the
recognition. This part is inspired by Maronitis’ analysis of the Odyssey as a
plot of continuous recognition, a d" éAov avayvaouolg, in Aristotelian
terms*, but instead of attempting to project the Homeric ideals of composition
upon those of the novels, it tries to question the object of the novel’s
recognition-scene.

The originality of this dissertation does not lie only in the subject, but
also in the approach adopted here. To the best of my knowledge there is so far

neither a structural analysis of the myths in the Greek novels nor a detailed

2 Reardon, (1991).
*> Maronitis, (1991).
* Aristotle, Poetics, 1459b.
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intertextual approach to their major intertexts, such as Homer and Euripides,
which are examined here. This dissertation aspires to fill this gap by
reviewing previous scholarship and by introducing a new way of interpreting
myth in the Greek novels. The tripartite division of this thesis as described
above aims at the following:

First, to prove that the novel in respect of its structure and its thematic is
not predominantly indebted to any previous genre but that it forms a separate
narrative category, with a specific structure, stereotyped motifs and an
inherent reading goal.

Secondly, to show, on the one hand, how the classical tradition shaped
the novel’s structure and thematic by providing a well-known system of plot-
expectations, of which some do correspond and some do not with the generic
aims of the novel; on the other hand, this study aims to present how the novel
re-shaped in its turn the inherited tradition.

Thirdly, to propose a set of possible explanations which account for this

transformation of the novel as genre.
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METHODOLOGY

About the ‘Novel’s uv6og’

C'est le livre des destinées, dit I'hermite, voulez-vous
en lire quelque chose? Il mit le livre dans les mains
de Zadig qui, tout instruit qu'il était dans plusieurs
langues, ne put déchiffrer un seul caractere du livre.
Cela redoubla sa curiosité. Voltaire, Zadig ou la
Destinée, ch.xx.

The similar structure of the five ideal novels makes them a fertile ground
for structural experimentations since they seem to offer a more or less
uniform structural pattern. By this I do not mean that the five Greek novels
are identical to each other, or that their plots lack imagination. Rather, their
narrative creativity is a result of interplay between the observation of the
rules of the genre and their simultaneous annihilation. However, although it
is easy at a first reading to figure out the similarities between the five plots,
the question of their individual originality and contribution appears to be
more challenging. As any student can read in one of the standard companions
to or collections of articles on the Greek novel, its typical plot is the following:
‘archetypically, a supremely handsome young man and a supremely beautiful
young woman fall in love at first sight. Somehow they are separated and
launched into a series of adventures, which take them all over the
Mediterranean world. They undergo shipwreck, meet pirates and bandits,
attract the unwanted sexual attentions of third parties, and believe one

another dead. But throughout everything they remain true to one another and
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METHODOLOGY
are eventually reunited to pass the rest of their lives in wedded bliss™.

The natural question, as Doody and Branham have already asked?, is
whether this is really the true(r) story of the novel. Indeed, reading and
interpreting a book are two different actions, of which the first unfolds
synchronically with the actual syntactic deciphering of the words and the
sentences of a text, and the other is achieved retrospectively. Or, on a first
encounter, the reader is able to understand part of the truth, according to his
level of ‘literacy’, but the full meaning reveals itself only as a final
reconsideration, of which the simplest form is ‘what is the story?” and “what is
the moral of the story’. But how is the ‘moral’ extracted?

Voltaire's abstract above can be very illuminating: at his first attempt
Zadig cannot read ‘the Book of Destinies’, but in the next and final chapter he
is able to provide the solution to two, among other — novelistic? — enigmas:
those of time and of life. Zadig éclairé by Jesrad, can, if nothing else, interpret
the book of his personal experiences in a universal, multi-applicable way; in
other words he makes an intelligible abstraction from his adventures, which
up to that point seemed to him as coups du hasard not causally related.
Zadig then, from his partial experience, extracts a normative form by which
he can classify his experience as a whole.

Like Zadig, in my quest for literary enlightenment, I have decided to

>Morgan and Stoneman, (1994a) p.2.
¢ Doody, (1996), Branham, (2002).
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segment the about of the novelistic plot into smaller units, from which I then
attempt to recreate a meaning of a secondary degree. The question that
automatically arises from such a statement is the following: how can literature
be segmented into its component elements? What is the procedure required
that would enable such an operation?

The history of structural scholarship in the novel is discussed excellently
in the introductory chapter of Lowe, and there is hardly anything I could add
to it. By 1980, Lowe argues, ‘the story-grammar model was generally felt to
have failed, and with it the prevailing linguistic model of narrative structure

. above all out of frustration with its worryingly arbitrary application of
what were supposed to be rigorous formal categories”. Nevertheless, Lowe
proposes another structural model for understanding the novel, one based
loosely on a game-like theory, in which the board, narrative, is the area where
principal and subordinate heroes move, following specific rules, in a specific
way, in order to bring it to an end-game.

My task here is more humble than Lowe’s; instead of attempting to
discover the overall structure of the novel’s narrative I am trying to analyse
how the novel reworked and classified previous narratives’ narrative
structures, especially those of epic and drama®, which have unanimously been

accepted as being the ancient novel’s two major sources of inspiration. The

"Lowe, (2000) p.11.
¥ New Comedy and the novel work with the same material of the three tragedians, and mainly with Euripides.
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relationship between the two is indeed intertextual, in Genette’s definition of
the term, but is it, as Lowe puts it, hypertextuaP? Could the novel’s plot have
existed without Homer or Euripides? In order to approach this question I
think it is important to make two points, which may seem obvious:

- Not all intertextual references have the same impact on the genre;
or, not all intertexts are hypertexts, nor, even less, generic
architexts.

- Generic architextuality is in each case proved by intertextual
affiliation, but not always and not irrefutably.

Having these in mind, I will try to proceed with an examination of what

can be described as mythological intertextuality in the novels.

By later antiquity myth was classified and classical. By this I mean that
Homer and the tragedians reworked and canonized myth on both levels,
those of content and of form. But whereas no more new myths were created, a
large imaginative repertoire of mythological variations emerged. The
inventiveness of these mythographical virtuosos is precisely the proof of the
existence of a canonical version of the myth, upon which they crafted their

subversive versions.

° Genette, (1997 (1982)) p.1, transtextuality, the textual transcendence of the text; intertextuality, the relationship of co-
presence between two text or among several texts...the actual presence of one text within another; p.3, paratext, title,
subtitles...and many other kinds of secondary signals, whether allographic or authographic; p.4, architextuality, a
silent relationship, articulated at most only by a paratextual mention; p.4, metatextuality, a critical - silent and
allusive - relationship, a ‘commentary’; p.5 hyperfextuality, any relationship uniting a text B to an earlier text A,
upon which it is grafted in a manner that is not that of commentary.

' Morales, (2007) p.23: ‘mythological correctness was, in any case, a kind of fraud’. Cameron, (2004), p-58: ‘no one
before Ptolemy the Quail invented more Greek mythology than Euripides'.
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Secondly, in the novels’ era, myth, in any form, was long since
‘textualised’ and ‘authorialised’. By this I mean that classical myth unlike
Near-Eastern mythology!,, came along with one or more set-text/s': Odysseus
was Homer’s version, Medea's Euripides’; but Isiac myth was just a ‘myth’,
which Plutarch attempted to canonise. Not only was myth disassociated with
difficulty from its major hypertext, but also, this text circulated in different
metatextual summarized versions more or less faithful to their original:
stretched between Aristarchus, Dicaearchus and Apollodorus the tragic
vroBéoeic had a long and adventurous transmission. Cameron rightly
observes that the mythographers were more interested in the stories, the plot
summaries, than the myths and that in some cases they depended not on the
original text but on other summaries®, forming a meta-metatextual account of
the de- contextualised myth.

In such a transtextual environment with such liaisons dangereuses
between originals and re-workings, the novels seem to form a different
category of ‘myth manipulation” on a level of content, of ideology and of
form.

First with respect to its content, the novel is not a new version of old

myths, although they might cite, allude to or echo classical myths. There is no

't The Egyptian stories transmitted by Manetho, or the epic of Gilgamesh by Berossos are in the realm of saga or
legend and their ‘authorship’ cannot be proved.

12 A set-text, here, one, or more literary texts based that treat a story from mythology, epic and/or dramatic, and
whichwere part of the canonical educational curriculum and/or widely known: e.g. Sophocle's Ajax, was part of the
curriculum from the 1st. c. C.E. and throughout the Byzantine era, but the Andromeda was known much more via
artistic representations of the myth, rather via the Euripidean text.

1 Cameron, (2004) p.60. '
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such myth similar to that of the novels*. Moreover, when they refer to myths
they tend to recall the standard, classical versions, or some major variations of
them, along with the texts, in most of the cases, in which these can be found.
There is not much, if any, obscure mythography in the novels, unless local
mythology is used as an ‘exotic touch’, like the myth of Icarius in Achilles
Tatius (hereafter, AT), or Egyptian lore in Heliodorus®™.

Secondly, the manipulation of specific explicit version myths, like the
ones above mentioned, is linked to the structural connection between the
novels and these myths. The structurality is also of two sorts: on the one hand
(a), the novels rework, in a linear/fabula-like way®, classical myths found in
Homer and/or the tragedians, and on some other occasions they refer to those
myths as well as (b) to the generic structure of the epic or the play in which
these myths are found: either explicitly?”’, and/or by alluding to the genre's,
and/or, by conforming to the storyline of a specific text’®. As to (a), the linear
structural approach does not require any in-depth knowledge of a text,
whereas (b) generic intertextuality does. By this I do not mean that the first is
like the ‘thematic’ reworkings, de-textualised. What I mean is that the events
of the myth are not alluded to according to the suzhet but as fabula.

Therefore the novels are not derived from these myths, although they

1 Fusillo, (1991 (1989)) p.196, about Eros.

1> See Lightfoot, (1999); Lavagnini, (1921); cf. the Ariadne myth in Cueva, (1996), and the Aeneas in Laplace, (1980).

16 Shklovsky, (1991 (1929)) p.170, the concept of plot (-suzhet) is too often confused with a description of the events in
the novel, with what I'd tentatively call the storyline (-fabula).

17 Keyes, (1922).

15 Walden, (1894).

1% Cf. The Iphigenia myth in Book 10.
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incorporate them variously in their own narrative structure.

If now the novels are, according to my hypothesis, autonomous
structures, how do they make use of mythological structures so generically
different to their own? Is there any third level of allusivity to which the novels
appeal? In order to answer this question I have broadly applied a Lévi-
Straussian analysis of the myths. The anthropologist applies three levels of
approach to a myth: a horizontal/ syntagmatic, a vertical/paradigmatic and a
simultaneous one, as in a musical score?. In the context of the ancient novel
now, this third parameter may be described as illustrating the compositional
process during which — by selection, rejection, and adaptation — emerges the
kernel of the problematic of novelistic composition: how to enlarge the main
narrative about a boy and a girl into an extended, multilayered
comprehensive suzhet.

I believe that investigating how the novel treats classical myths is the
best approach to read the way they present comments on their own-fabula.
Like Zadig, the process moves from the seemingly integral, to the partial, and

back to a notion more extensive than the first.

0 Lévi-Strauss, (1958).
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PART I: DEFINING MYTH IN THE GREEK NOVEL

1.1 Now...

What critics say about the Novel is related to what
those critics think about history, psychology,
sociology, and their analyses in turn will affect
history-writing and the making of history, as well as
theories of sociology, psychology and so on.
Margaret Doody, The Ttrue Story of the Novel, p.4.

A review of scholarship on myth in the Greek novels must cover the
period from the late 19* century to the end of the 20%; I here follow Csapo's
organisation of the relevant material regarding myth*, but only in respect to
the Greek novel. For practical reasons, and in order to emphasise the
polysemy of the term 'myth’, while distinguishing its particular 'para-
meanings’, I have followed a tripartite categorisation of the term as follows:
myth!, is the most common view of myth, that of 'a tale from mythology’;
myth? is connected to the Aristotelian definition of myth in the Poetics as
plot?, and mainly, as dramatic plot; and myth? is a prose narrative with myth-
like qualities. Full definitions of these terms will be provided in the respective

section' 1.2...and Then...".

Myth! in the novels, ie. a tale from mythology with a central role in
religious life and ritual, was an object of study by 19% century comparative
philology. The myths of the Greek novels then were studied as possible

evidence for the origins of the genre. The Quellenforschung took two forms,

2 Csapo, (2005) p.45.
2 For the definitions see below, notes 80 and 81, p- 28 (current document).
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both centred on Huet's work on the oriental origins of the novels®: the
Hellenocentric and the non-Hellenocentric. The first is represented by
Rohde?, and later by Lavagnini?. The oriental influences on the Greek novels
were studied by Kerényi* and later Merkelbach?. In the same spirit is Chalk’s
famous analysis of what he saw as an Orphic/Dionysiac cult in Longus®. The
tradition of this approach is loosely continued by Beck® and Heever®. From a
different point of view, Dowden® and Lalanne® propose a broader
anthropological approach to the novels and their myths. In all these
approaches the term 'myth’is interpreted as a tale from mythology. It is
difficult if not impossible to distinguish between the scholars working on the
novel who are ritualists and those who are not®. It appears that there was
initially a preference for a ritualistic approach® that was later influenced by
cultural anthropology®.

Another approach to myth is the psychoanalytical-existential one.

Psychoanalysis, introduced in Europe by Freud and Jung and increasingly

3 Huet, Gégou, and Chapelain, (1971).

* See Rohde, (1876) p.5; Nietzche's Birth of Tragedy, published in 1872; explicitly in Kerényi’s Foreword in tin
Rohde’s 4t edition (1960) p.viii.

* Lavagnini, (1921), on Hellenistic erotic myths.

2 Kerényi, (1927).

?” The novels as mystery-texts Merkelbach, (1962) and Merkelbach, (1988); Against Merkelbach see Turcan, (1963).

2 Chalk, (1960).

» Beck, (2003).

3 Heever, (2005) p.92, discussing Isis in AT.

31 Dowden, (1999).

* Lalanne, (2006).

33 Csapo, (2005) p. 132-180.

* Although Merkelbach cites Jane Harrison in his study of Isis and Zeus-Sarapis discussing the tale of Psyche and the
initiation of Lucius; Merkelbach, (1995) p. 277, p. 456.

% E.g. Lalanne, (2006) p. 276.

21



PART IIOEIO

THEN

popularised in America in the early 20th century®, resulted in the study of
myth as a symbol of an internal personal or social truth; in the Greek novel
this found its best expression in the treatment of the novel's pattern as a
mirror of the collective archetypes, as in Frye’s Anatomy of Criticism® and his
later Secular Scripture®. Frye and his contemporary Dodds* show no sign of
having read each other, although they were contemporaries and both wrote
on alienation and anxiety. This is explicit in Frye's view of romance as the tale
that stands in the space between legend and folktale and is perceived as
summarizing “man’s vision of his own life as a quest‘”’.

Further, Frye was a contemporary of Sartre and of Kaufmann*' who
popularised Existentialism in the US*®, and although he scarcely cites
existentialist writers® he nevertheless appears to adopt a quasi-existentialist
view when he claims that a novel begins with an ‘illusion’ which is 'an order
of existence that is best called alienation of the hero’s/heroine’s identity*'.
Similar views are echoed in Dowden®, who reads the Odyssey myth in
Heliodorus as a metaphor for the ‘ritual of life’, and Pavel, who studies the

novelistic plot as the literary response to the answers that the individual

* For a review see Hale, (1995).

¥ Frye, (1957).

* Frye, (1976).

¥ Dodds, (1965).

“Frye, (1976) p.15.

# Kaufmann, (1956).

#2 Cotkin, (2003) p.134.

# Frye, (1976) p. 174, p.196 (Camus); p. 184 (Sartre): 'in the descending hierarchical order, where the individual is
primarily a unit of his society, there is a sense of growing isolation that intensifies as we reach a place in which we
feel that as Sartre says, hell is other people. The creative act is an individualizing act'.

#Frye, (1976) p. 54.

* Dowden, (2005).
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formulates facing a hostile world*.

All the above approaches to the main story of the novel, then, share the
view that the story of the novel is one of alienation and social reintergration.
The same view was shared, in a more historical and social context, by
Perry’s*” and Reardon’s historical realism*. For Perry romance is ‘an extended
narrative published apart by itself which relates...the adventures or
experiences of one or more individuals in their private capacities and from the
viewpoint of their private interests and emotions*”’; echoing Frye, but from a
semi-Marxist point of view, since the reason for this isolation was the rise ‘to
prominence of a morally and realistically minded, middle-class citizenry®.
The problem for Perry was how to interpret the out-of-social-context plot of
the ancient romances, since unlike that of modern novels or romances, it gives
little information on the background from which it emerged. Unlike
historiography the novel can give information about its milieu when studied
as 'a legitimate artistic creation (mAdopa)®V, as a (fictional) product of its time.
Reardon, following Perry, argues that the novel ‘is itself a form of myth, the

late Hellenistic myth...a story embodying racial experience...the isolation of

 Pavel, (2003).

# Perry, (1967) p.331, mentions: T am not aware of having been influenced by recent literature on the theory of
literary forms, except for the writings of Croce, G. Lukécs and R.H.Hack especially’. About Perry, see also Wills,
(1995) p.18.

* Reardon, (2008) p.i, Reardon remains faithful to the Fryean view of myth and distinguishes between mythical
stories, legends, and fiction (the novel).

# Perry, (1967) p.44.

¥ Perry, (1967) p.63.

* Perry, (1967) p.38.
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the individual in the world®. The romance is then ‘an allegory to be
understood as a figure of a man’s journey in life®. Similar escapist social
ideas are also echoed in Doody's interpretation of the novel's myth as a
product of 'magical realism*.

The socio-historical approach attempts to interpret myth as (social)
structure. Reardon’s five-stage classification of the form of the romance®
organises the typical form of the novel around thematic units. Nevertheless,
Reardon’s classification, as he himself admits, is 'an equation with too many
unknowns®’. Efforts to study the novel as a narrative structure, outside its
social context and not as as myth, have been made by Hagg®. Nevertheless,
the missing link to make the connection between the novel and its socio-
historical context is, and will remain, the question of its authorship and
readership®. Therefore the social ‘myth of late Hellenism®' remains a problem
to be solved.

De-contextualised studies of the narrative of the novel, other than Hagg,
are those of Trenkner®, who traces the novel's origins in oral storytelling and

in the classical novella, Anderson, who ignores Trenkner but also traces the

52 Reardon, (1969) p.293.

33 Reardon, (1991) p.34.

* Doody, (1996) p.469.

* Reardon, (1991) p.174: setting/big world; initial condition/isolation; activity/travel; experience/adventure-love; final
condition/salvation.

> Reardon, (1991) p-180.

¥ Hagg studies the structure of the novel narratologically, although he argues that its content is historical: Higg,
(1987) p.81. He does not attempt to reconcile the form to the content. See Higg, (1971b) p-14, for the analysis is
narratological, although he claims not to have been influenced by any ‘school of criticism’, p-19.

* For more objections against the Perry/Reardon theses see Higg, (2004 (1994)).

* Hagg, (1983) p.88.

* Trenkner, (1958) p xiv, argues for the societies progress of ‘rationalization’ of the narrative form the fabulous
(Mérchen) to the fictive (novella), bears a evolutionistic/ Spencerean echo.
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origins of the novel in fairytale’, and the Proppian analysis of Ruiz-
Montero®2. However, because folkloric motifs are universal and easily fused in
all literary genres disguised or undisguised, these studies are necessarily
subjective since it is difficult to extract and study separately the folkloric
elements of the novels' plots.

Of the narratological approaches it is Longus'®® analysis by Morgan that
is most closely related to my study. Morgan understands as myth both the
‘traditional meaning’ of the word and the 'Chloe tale'®. Earlier, MacQueen
undertook the same task, from a more structuralist point of view®. “The lap
from myth to fiction’, he argues, ‘is so far behind us now that we have
forgotten how dangerous it was®’. But, because myth was fossilised by the
second century CE, we are allowed, MacQueen argues, to identify as myth
both the tale of Phatta and the tale of Chloe®”. However, Longus is the most
productive terrain for such comparisons, being the only novelist who claims
his plot to be a poBoc®.

The fear of methodologically unfounded abstractness prevented

*! Only once in Anderson, (1984) p.4, and not at all in Anderson, (2000b).

82 Ruiz-Montero, (1988).

6 Morgan, (2004).

* Morgan, (2004) p.16-17: ‘Chloe...lives as the very Book we have in our hands, and the deepest-level author of the
Book is Eros himself’.

%> MacQueen, (1990) p.107, but without a precise methodology. His main theoretical background in modern theory is
Hawkes, (1977) and the more traditional Kirk, (1970); a polemical review of MacQueen by Nimis, (2001).

% MacQueen, (1990) p-109; further, p.113: ‘myth is the retelling of traditional tales, rhetoric is a display of individual
virtuosity in the use of words, and fiction is the display of individual virtuosity in the creation of a story’.

¥ MacQueen, (1990) p.31.

% Bowie, (2004) p-375.
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structuralism from finding ardent supporters®; this is due not only to the
difficulty of defining a 'motif, but also to the complexity needed to inscribe it
into a specific structure. This uneasiness was overcome with the growth of
intertextual approaches that did not require a precise definition of the motifs
and patterns - since all were classified as intertexts; however intertextuality,
because of its abstractness, has not yet overcome the risk of becoming ‘a more
dynamic form of Quellenforschung’”.

This is the negative aspect of studies like that of Cueva”, and Lépez-
Férez”: in the latter's collection of papers, Ruiz-Montero argues that” 'myth'
can be almost everything; for Reardon 'myths' are examined as rhetorical
exemplum or ékpoaoic™ but in every case myth is equivalent of ‘mythology’.
Successful attempts to reconcile the novel's content to its myth and form are
those of Branham” and of Fusillo”, who claims that the novel describes
Texperience, strictement privée, d’ un amour confrontée a une série des
obstacles”, echoing the Fryean maxim. A different, but still intertextual
approach is that of Paulsen, for whom myth is the combination of dramatic

plot, vocabulary, and gestures™. The structure of the novel with respect to its

¢ On that see MacQueen, (1990) p.16: 'each structural model brings some of these patterns into the foreground and
pushes others back’.

7 de Jong and Sullivan, (1994) p.9.
1 Cueva, (2004).

2 Lépez Férez, (2004).

“* Ruiz-Montero, (2003 (1995)).

“# Reardon, (2004)

% Branham, (2005).

" Fusillo, (1991 (1989)) p.19.

7 Fusillo, (1991 (1989)) p.19.

¢ Paulsen (1992).
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predecessors in literary form, epic and tragedy, has also been studied by
Lowe, but without attention to 'myth”.

To recapitulate: so far, 'myth’ has either been studied as a tale of
mythology, and mainly a sacred one, or as fairy-tale/legend, or as form, in
Shklovsky's terms, unrelated to its social context. It is however clear that
modern scholarship is overwhelmed by the common sense of myth. Even
when myth is structurally related to its social context this is always within an
'anxiety', an 'existential milieu’, that of Reardon's 'late Hellenistic myth’, so
that myth cannot escape its 'symbolic' function, being understood as a ‘mirror’
of society. What I want to study here is rather the form of the novel, building
on the work of Hagg, Morgan, Paulsen, and Lowe, although I want to free the
novel and its myth from its negative psychoanalytical-existential
characterisation and to argue that the novel is a reworking not only of
classical ‘literary’ myths and genres, but of a range of specific mythical
patterns, a reworking into which classical myth was inserted in such a way as
to enrich — usually because of its predictability — the constraints of the main

pattern of the novel's 'ideal’ plot.

* Lowe, (2000) p-34.
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1.2...and Then...

Myth in antiquity does not seem to have been a source of definitional
anxiety as it has been for the 19" century scholarship onwards. However,
before presenting the different mythological intertexts in the novels, I judge
necessary a brief survey of the term po6og. My aim is to show, that, just as
today, myth had more than one meaning, of which the first is its ‘traditional
sense®”’, the second its Aristotelian definition as ‘dramatic ploy®”, and the
third and broadest the one that could be designated with the modern term
‘narrative’. These semantic categories of myth, I will argue, are equivalent to
other generic terms, which are often, but not always, presented as synonyms
of ubBog: these are, for the first group the term pvBoAdynua, for second the

term dpapa, and for the third dujynua. I will try to nuance this point by

clustering together relative evidence.

1.2.1 Myth as tale from mythology

Myth, in the commonly received ‘traditional’ sense of the word, refers to
a tale from mythology, which sometimes is nuanced as “fictive’ or ‘fallacious’
in contrast to a truthful tale. Theon defines a myth as a Adyog Pevdng

eikoviCwv aAnBewav®?; as for the subject of a myth this, according to Theon,

% Cf. Aristotle, Poetics, 1452b24, Tov napadedopévoy pobwv, megl odg ai Toaywdion eigi. However, Aristotle
emphasises the second meaning of mythos, that of plot, over that of a 'traditional tale'. See below.

8 »Aristotle, Poetics, 1450a4, Eotiv 8¢ g pév nedlews 6 uiBog 1) pipnois, Aéyw yéQ podov todtov Ty cuvBeoty
TWV QY HATWV.

** Theon, Progymnasmata (hereafter, Theon), 72. Cf. Hermogenes, Progymnasmata (hereafter, if not indicated
othemﬁise, Hermogenes) 1, Uevdr] pév avtov aEovoty elvar, TAvTws d XeHouov meds TL eV &v 1o Bl €11 d¢ kol
TBavov etvan BovAovtat. For a more detailed discussion of the category of ‘myth’ and the ’noveliéﬁc Iliarrative’ as
fallacious tale see Ruiz-Montero, (2003 (1995)).
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varies: his examples extend over Aesopic fables and Aristophanes’ myths,
Sappho’s and Plato’s®. Myths are the subject of a dujynua pvOuov, which is
to be distinguished from other narratives — 10 8¢ mMAaouatikév, 0 Kol
doapaTKOV KaAoDow, ola T TV TQoywdy, To d¢ loToQiKoV, TO d¢
moArtikov 1 idiwtiedv. Although it is not precisely clear what in particular
distinguishes the doapatikov from the pvBuody, it appears that myth, as a
fallacious tale, is thought more to be the subject of epic poets, or poets writing
in hexameters, mythographers, logographers and historiographers, in the
loose sense of the word, rather than dramatic poets, without this being always
the case®.

The difference between prose myths and poetic myths seems to be a
crucial one since it appears on more than one occasion. Theon mentions tag
HLBIKAG DINYNOELS TAG TE VO TWV MOMTWY KAL TAS VIO TWV I0TOQIKWY
Agyopévag megl te Bewv kal Mowwv, €Tt Te kal Twv éEnAdaypévov kata
dvowv®. Nevertheless the examples he brings come from prose-writers such
as Aesop¥, Plato®, Hesiod®, Herodotus® and Xenophon®. Yet, the names of

the tragedians do not often figure among ancient discussions of myth, with

8 Theon, 73.
* Hermogenes, 2.

* The reason is that they normally refer to myths as written by poets (epic and/or lyric poets mainly) or
mythographers/logographers: cf. Theon. 95; Lucian, True History, 1.2, T@v maAq@y momtév Te kal ovyygadéwy
Kot phooodwy oA, TegdoTix kal puBwdn ouyyeyeaddtwy; Diodorus Siculus, Historical Library, 3.62.1 tév d¢
oAy uvboyoadwy kai momtav et Aiovioou yeyeapdtwv. Although there are some exceptions when tragic
poets are also included, e.g. Plutarch, Theseus, 1.3.2, ta & émékewva Tegatddn kal Toaywd, momrai kai
uvBoyoadol vépovral

% Theon, 95.

* Theon, 73.

* Theon, 73-75, for his myths in the Phaedrus.
¥ Theon, 74, for animal fables.

# Theon, 64, Hermogenes, 1.6, for the novellas or the anecdotes.
"' Hermogenes, On ideas of speech, 2.12, 1o pévrot megi oV APeaddtyv xat v IavBeway...pubikde TAaoév.
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the exception of Longinus. Theon mentions them only when he discusses
characterisation, yv@uar and anecdotes®. The silence surrounding the
tragedians is highly enigmatic: only Hermogenes mentions 'dramatic myths’,
when referring to a certain Nicostratos, 8¢ ye kal uvBovg avtog mMoAAoUS
¢nAnoev, ovxk Alowre{ovg pdvov, GAA’ ofovg elvail mwg xal dEapaTiKove™.
But even in this occasion the term dpoapatikoi is vague and subjected to
different interpretations.

The obscurity concerning the definition of myth with respect to its
content* and to its ‘original’ format makes it difficult to argue for a specific
category. Indeed, the novel inherited a wide range of meanings for uvfog,
one that embraces beast-tales, Platonic myths, and historical ‘legends’, like the
tale of Araspas and Panthea. However this alone is not enough to label it as
part of those pvBwat duyynoeig, as Ruiz-Montero argues.

In order to study pv0og in the Greek novels, I will make a list of what
could count as a mythological tale. Secondly I will emphasise those of the
previous tales that are consciously narrated as pvOot Thirdly, I will present
the occasions on which, although the term pv6og is not referred to (i.e it is not
an explicit version), the content of the passage refers ostensibly to a myth (i.e.

it is an implicit version of the myth).

** Theon, €9, 1ov d¢ EvQuatidnv katapepdoueda, 61 magd kougov avtd ‘Exapn dhocodet; 103 on a gnome, olov

Ebguaidng 6 mountns tov voiv fuév éxdotov édnoev elva Bedv; 66, an anecdote about Sophocles; 68, Menandrean
drama and characterisation.

*> Hermogenes, On ideas of speech, 2.12.
* Le. bogey-tales, Platonic myths, historic legends.
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1.2.1.1 The presentation of mythological tales

MuvBoc...raw: the novel's mythological universe

A first glance at what could comprise an extensive study of myths in the
novels shows that there is abundant material for discussion. They mention
gods, but not always their myths, the more frequently being those of Artemis,
Aphrodite-Eros, Pan and Apollo; there are references to heroes, by then
legendary historical persons and plenty of aetiological myths. They also
include oriental myths, with the most preeminent being those of Isis, Zeus-
Sarapis and Helios. These are listed in detail with full references in Tables 1 to
5 (of Part I) in the Appendix.

Chariton’s narrative landscape is in general Aphrodite’s shrine: from
Syracuses, to Miletus and Aradus, Callirhoe’s intinerary appears as homage
to the goddess, of whom she is the terrestrial incarnation. Further, the two
handsome heroes are compared to a plethora of mythological models:
Callirhoe is likened to the Nymphs, the Nereids and Aprhodite, while
Chaereas is presented as oiog Achilles, Nireus, Hippolytus and Alcibiades®.
Chaereas” and Callirhoe’s marriage is a doomed one ®omeg that of Thetis and
Peleus®. The two interesting points here are the following: first the mentions
of Alcibiades and Cyrus in the line-up of mythological heroes, such as

Achilles or Zethus and Amphion. The case should not be classified as an

*1.1.1-3. (From now on, when the author is cited explicitly in the text, [ won't cite him by name in the footnotes)
*1.1.1-3. ‘
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exception, given that historiography (with the exception maybe of
Thucydides) is listed by ancient critics as a source of myth. Secondly, Greek
mythology is a rhetorical commonplace even for non-Greeks, since the Great
King colours his thoughts with examples from Greek mythology, comparing
Callirhoe to Thetis”.

Xenophon’s landscape is a sacred one, full of temples: from Ephesus and
Artemis, the narrative visits Colophon and Apollo’s oracle, Hera’s temple in
Samos, Helios in Rhodes, Isis and the Nile in Egypt. A more secular
mythological reference is that found in the &dpoaoic of the bed of Anthia,
which describes the love of Aphrodite and Ares. However there is no
mythological rhetoric by the inset narrators, unless as a supplication, like the
one by Habrocomes to Eros or the Nile*.

Longus’s mythology extents from Pan’s and the Nymph's pastoral
landscape to the urban mythology of Dionysus, Apollo and Zeus. Myths are
alluded to by the narrator, told by the internal narrators, like Philetas, Dryas
and Lamon, and even performed. The two large mythological tableaux are the
one at the beginning of the novel, which presents the painting that gave the
narrator its subject, and the é&xdoaoig of the Dionysiac shrine in
Dionysophanes’ garden. Myth and novelistic narrative in Longus go hand-in-
hand and will be discussed at length later. For the time being I would like to

underline that Longus’ narrative is the most conscious mythologically of all

976.3.5.
*1.4.4 (Eros), 4.2.4 (Nile).
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the five novels.

AT's novel proves to be a handbook of classical mythology. On many
occasions a list of myths is available to top up the narrative: one of the most
characteristic is the discussion of homoerotic versus heterosexual love, in
which there appear without distinction, Phaedra, Rhodope, Philomela,
Medea, Helen, Clytaemnestra, Penelope, Stheneboea, Alcmene, Danae and
many more®. The narrative also offers three éxdodoeig, the Europa-Selene
one, and the paintings of Prometheus and Andromeda at Pelusium!®. As
expected there are plenty of mentions of different gods and goddesses,
especially of Aphrodite, Artemis, Zeus, Serapis and other gods and goddesses
of Greece, Phoenicia and Egypt. AT’s mythological universe is a multi-ethnic
one, despite being mainly Hellenocentric: one of these markers is the double
reading of the Europa-Selene éxdoaoic, proposed by Morales'?; other are the
Tyrian aetiology of winemaking, or Callisthenes becoming priest of Heracles
of Tyre, or Melqart-Baal.

Heliodorus’ narrative is also populated by various mythological figures.
Apollo and Artemis rule Delphi; Heracles of Tyre protects the Phoenicians,
but also the couple when staying at Tyrrhenos’ place for the winter; Isis,
Helios and the Nile rule over Egypt, where as Ethiopia’s patrons are Helios,

Selene and amongst heroes, Perseus and Andromeda and Memnon. The

%2.36.4.
i 3.6.11f.

”A' Morales, (2004) p.48: 'the painting of Europa/Selene is programatic in its foregrounding of visual appearance as a
site for error...the Europa/Selene painting is effective as a site of divergeance, mythological and narratological'.
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different éxdodoei are also masterpieces of mythography: only the chiton of
Theagenes depicts the battle of the Lapiths with the Centaurs, not to mention
that Chariclea’s description likens her to Artemis and Athena'®™ Most
characteristic of the Aethiopica's mythological encyclopaedism is probably
the hymn to Thetis and Peleus performed by Calasiris'®.

This variety of mythological references is not surprising. Mythology
played a large role in everyday life and literature. Mimes, like Herondas'
Adoniazousae, or New Comedy account for the examples ‘mouthed’ by
apparently non-literary people, like Demeas!®; on the other hand it seems that
the amount and the quality of these mythological 'exercises’ was proportional
to the literacy of the speaker and/or its audience!®.

What is perhaps interesting to point out here is that there is a separation
between use of the myths of gods (when those are not related to any specific
heroic myth) and of those of heroes. It appears that it is the heroic world of
epic and drama that provides most of the models, whereas the divine myths
are supervising the narrative ‘from above’ but are not treated at the same
level as the heroes. Further, for my part, I cannot distinguish any sharp
differences in the treatment of Greek or non-Greek deities: in the religious
space of the Ephesiaca, the role of Isis is slightly more accentuated, but it is

Apollo of Claros that delivers the initial oracle. In AT it is Artemis who leads

1023.4.2-5.
1032345

% A funny instance in Menander, Samia, 337, when Demeas calls Samia, t1}v gunv EAévnv. C£3.9.5, Dionysius refers
to Callirhoe as tv epfy Adgoditrv.

' Gangloff, (2006) p.38, points out that Dio in his 18% discourse, suggests to the aspiring politician mainly the study
of Homer and of Euripides, because: ‘I’ eloquence politique doit &tre simple et claire, accessible a un large public’.
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the plot and Isis is subordinate; a religious syncretism of Sun-cult is found in
Heliodorus, but the distribution is geographical — Apollo at Delphi, Helios at
Meroe. I believe these cults are more a ‘realistic touch’ in the narrative

landscape than actual representations of faith.

MuvbBoc...stirred: pvBoc as pvboAoyia

The large number of myths in the Greek novels makes obligatory a
narrowing down of the research area. Myths are widespread in the novels
and they are mainly introduced with or without an indication of their status
as woBoy the question then is when the term pvBog is used and what
mythological narrative it introduces. This section deals only with the lexical
appearances of the term when these refer to a tale from mythology. The terms
are fully cited in Table 6.

To start with Chariton: Dionysius asks Leonas for Callirhoe's
background, her uvOog, but his servant interprets the word to the letter and
compares Callirhoe to a Nymph or a Nereid, since tavta fjuitv iotogovot
nomtal te kai ovyygadeic'®; Callirhoe herself recalls her past as a ud6og,
not real; and Dionysius in love revisits the old tales of love, which although
he did not believe them at the time as being unrealistic seem to describe well

his present situation'””. In Xenophon the term pv6og is absent, despite the

% 2.4.8-9 The use of iotogovot should not pose problems since it is here disconnected from the word lotogia qua
history, but rather refers to genres like ‘uv8wkr| iotogie’. Cf. Diodorus Siculus, 6.3.1, Aodwog dE Aéyel kot
HLOwnNY iotogiav; Dionysius Halicarnasseus, On Thucydides, GAAQ xal TOAATIV ExwV oUYYVOUNY, &l Kal TV
Hubway bavto nAGopATWY, EOVIKAS KAt TOTKAS EKPEQoVTE: loTogiag.

7 6.3.2, tic vao éonv Egws medregov fjrovov &v pibows te kal nompaowv. The verb fjxovov here describes
something to which one does not believe entirely.
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allusions to several gods and one myth as presented above.

It is Longus who, among the novelists, makes the most precise use of the
term uDBog. All three inset tales are described as tales from mythology: for
the inset tale of Phatta is employed the participle T BovAovueval®, whereas
the verb pvBoAoy® is used for the tales of both Phatta and Echo; moreover,
the noun uvBog introduces the myth of Syrinx'® and Echo’. These tales are
presented strictly as tales with the brevity and the stylistic simplicity proper
to the genre. Further, the noun pvBoAoyia is used to refer to Gnathon’s
encyclopaedic recapitulation of bucolic myths'!. In Longus, the bucolic
mythological world seems to be divided into two: the bucolic world of the
people of the country and that of the people of the city. Of course, the subject
of Gnathon’s examples is the same as that of the three virgin-girl tales, with
the exception that here there is a virgin-boy. But this time the rapist is a
‘mainstream’ god or goddess, like Aphrodite, Apollo and Zeus. The other
difference is that whereas in the pastoral mythological universe the myth
provides an aetiology for an element of nature, the pigeon’s song, the musical
instrument and the echo, Gnathon’s mythology is used to endorse his sexual
appetites. He literally claims that in his desire for a goatherd he is imitating
the gods'2. There is a curious link here between imitation of nature and

imitation of art: what the pastoral mythography seems to be doing is to locate

08

1.27.1, dwbaoker avty 6 Addvic puBoAoyv té BeuAovpeva. Ewen Bowie, has pointed to me the irony between

the BouAovpeva, the well known story, and the fact that the Phatta tale is Longus’ own artifact.
92333

103224,
1141734
124174,
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a precise artistic aetiology at the root of every natural experience; on the other
hand, Gnathon'’s alphabetic catalogue of lovers'?, as Morgan observes, is the
result of his sexual desire, which seeks to be embellished by mythological
clothing; moreover he notes that Gnathon'’s catalogue of male rapes has a lot
in common with similar catalogues in Leucippe and Cleitophon.

In AT, the Phoenician myths, such as Cadmus’ founding myth, are
joined by a large amount of other, more or less well known: the pestilent
women of the stage', the invention of purple!”®, the animal fables'é, Niobe!?,
Procne and Philomela'’®, and Arion'®, all are described as pvGot. When these
uvBot are fully narrated they give the impression of being presented as an
oral tale: the fables of Satyrus and Conops resemble those of Aesop and the
myths of Syrinx and Rhodope those found in the mythographical
compilations. They are characterised by brevity, straightforwardness, lack of
subordination, use of the past tense and maintenance of the chronological
succession of events.

Finally, Heliodorus reserves the use of the term uv6og to indicate the
allegorical tale of the love of Isis and Osiris which is delivered to the profane,

as opposed to the allegorical, cosmic-scientific, explanation of the Nile’s

1# Morgan, (2004) p.235.

111.84.

2114,

162203,221.5.

173.15.6.

5351,

9 6.13.3, puboAoyoivra.

0 With the exception of the Philomela painting which is delivered in present from; the reason is that it is a painting

which is explained and pointed at at the same time with the explanatory narrative: present thus makes it more vivid
and helps the visualisation of it.
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flooding which is known to the initiated'?!. Of the other two passages where
Heliodorus employs the term, in the first the word ubBog means proverb'?,
while the second is slightly controversial and we will discuss it later'.
Moreover, Heliodorus does not narrate any myth in detail; he simply
presents, without lengthy descriptions, the tales from mythology that
decorate Theagenes’ cloth and the aitiov of Neoptolemus’ ritual. Even his
description of the Andromeda painting is allusive and not explicit, since he
‘shows’ the reader, and the Ethiopian public, the painting without giving a
full, rhetorical description of it, as would have been expected. I think the
choice Heliodorus makes here is conscious: he omits the fluid term “myth” and
simply presents a story, without lengthy descriptions. Myth, if it is not
allegorical myth, has not much impact in Heliodoran narrative, which, as we

will see further, opts for a different interpretation of myth.

Muobocg.. .fried: non-puvbog terms as pvBoAoyia

The examples above show that the first meaning of myth, that of a
traditional tale of gods and heroes, of animals, of an aetiological story, is
represented, unsurprisingly, by a large number of cases. But the terms uvfocg,
and/or pwBoAoy®, and/or pvOoAGYNUa are not the only ones used to refer to
myth. Tales from mythology can be designated alternatively as dujynua,

Aoyog, doapa, or in combination, dijynua doduatog, for which see the

1695, ev eider pvbov TIQOKATNXOUVTWV.

2216, elnov av thxa kai toiode Toig KOAGUOG KT TOV HUOoV.
32235,
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asterisked labeled terms in Table 7 and Table 8%,

In Chariton, Dionysius, before the judgement at Babylon, reflects on the
naAaiev diynuatwv, doat petaBolal Yeydvaot v KaA®V yuvatkwv'®.
A full book later we learn that what he has in mind is, among others, Helen of
Sparta®. Also, Dionysius' farmers duyyobvrou the apparitions of Aphrodite,
which are part of the local lore’”.

It is AT’s narrative which gives a more varied impression of the
available terminology. The aetiological myth of Syrinx is introduced as 0
dmynua Thg ovetyyos'; the description of the painting of the Philomela
myth is described as 1o dujynua o0 doauatog, 6 mémAog, 0 Tngevg, 1)
todmela'®. The term doapa is used to describe mythological tales from the
stage, as in the case of Cleinias’ catalogue of women discussed above®; these
resemble more the concept of the tragic hypotheseis-summaries as I discussed
above and do not refer to specific plays by specific authors; equally
Cleitophon mentions Andromeda's doapo, when describing the painting®!.
Further, the love of Apollo and Daphne are described as Adyog ¢pwtikdc!?; or

occasionally, as in the myth about winemaking, there is a variation of the use

2 Xenophon does not provide us with any such terminology. Longus too remains precise in his use of p08og. There
is no imprecise varying terminology for no8og in Heliodorus.

5477,

1%55.8.2, MevéAaog év ) adddoovt Zraotn tiv EAévny ovk étrignoev.

226,

'+ 8.7.3; previously though mentioned as u00og, 8.6.2, Tov [Mavodg mavta pobov.

334,555

184, TV yuvakay dgauata..Sowv événAnoav pobwv yuvaikes T oxnvijv. The reference to utBwv in the
same sentence argues that here the dramatic plots are received as mythological tales and not dramatic plays.

379,

1 15.5-6, Advos éowtikds. Cleitophon’s mythological rhetoric as observed above, has much in common with
Gnathon’s.
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of u0Oog by that of Adyog!*.

The above study shows, that with a few exceptions, uvbog, when
introducing tales from mythology, or myths from the stage read as
mythological narratives, is understood in its ‘traditional sense’. Even in the
cases where the term is replaced by one of its ‘variants’, like dujynua, doauq,
AbYog, these, in most cases, are accompanied by an indication that they refer
to a narrative of ‘old’, like in Chariton, or they are preceded or followed by
the term p0Bog, so that at least in AT’s case it is obvious that the different

terms are used for stylistic variation.

1.2.1.2 The context of mythological tales

Content, narrators, function

The next paragraphs discuss the genre of the novel’s mythology: the
way these exempla are introduced by the narrators, and finally their
reliability. Tables 1 to 5 will be of use.

What are the myths that fill the pages of the Greek novels? Many. As
already seen Homer and Euripides may be explicitly alluded to (i.e. the
Homeric/Euripidean text is cited, or the name of the basic mythological
models is mentioned) but there are occasions on which the mythic allusions
are not mentioned by name, but can be easily conjectured, because of the

common rhetorical, hence mythological, maweia of the narrator and his

226, 005 6 Tuglwv Adyog.
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readership. Therefore, in Chariton the emphasis is upon Homer, although
Zethos and Amphion, Cyrus, Alcibiades, Medea and Ariadne are also
mentioned. From these that of Ariadne seems to be the second most
important after the Homeric material. In Xenophon there are no non-divine
myths. Longus’ universe is crowded by bucolic myths; even Gnathon's city-
mythology is that of herdsmen. AT presents an extensive range of
mythological allusions, as it appears from the Appendix. Heliodorus does not
explicitly refer to any myth, besides the aetiology of the Nile's tides and the
divine foundation myths of the Ethiopians.

The second important question is the following: by whom are these
myths articulated in the narrative? In Chariton it is the narrator who
introduces most of the mythological allusions. Second comes Dionysius, who
in times of distress projects his life onto that of the mythological heroes. Third
comes Chaereas with one mythological parallel and two Homeric citations.
Callirhoe expresses herself in mythological terms only when trying to decide
on her child’s future and when, in front of Dionysius, she subtly mentions
Alcinous’ hospitality. It appears that a large amount of mythological allusions
are assigned to Dionysius because of his moaweia which is repeatedly
emphasised by the narrative!®.

In Longus the tales of Phatta and of Echo are narrated by Daphnis and

that of Syrinx by Lamon. Daphnis also alludes to the tales of goat-fed gods,

*Cf 1.126,2.1.5,2.41,2.5.11.
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Zeus and Dionysus, as models of his own exposure. Gnathon alludes briefly
to the three boy-rape tales. In contrast to Chariton, there is here an ironic
reading of the mythological maudela, since the countrymen provide more
enjoyable and artful tales than the educated urbanite.

In AT, with the exception of the Selene/Europa éxdoonoig, the remaining
mythological allusions are articulated by Cleitophon, Cleinias, Menelaus and
Satyrus. Leucippe does not speak through myths and she needs the Philomela
painting to be explained to her. The world of mythology, with the exception
of the abstract from the Iliad that Leucippe sings and the song to the rose,
seems to be forbidden to maidens. Only Melite is free to compare the current
situation to tales from mythology, such as Achilles on Skyros.

These mythological examples are brought in mainly for the reason that
they share a common element with the main narrative. Chariton often
introduces them with a comparative pronoun or conjunction, such as oloc'®,
wome¥, oUtw', we!®. Alternatively he uses verbs that express a subjective
judgement and/or perception: dok', eikdlw™, dxovw™.

Longus’ first tale makes a clear comparison between the map8évog of
the inset tale and Chloe; the tale of Syrinx is played by Daphnis and Chloe

and the tale of Echo is echoed, imitated — the word used is a comparative

7 1.1.3, olov AxiAAéa; 1.1.16, Towovtov yapov @étdos; 1.5.2, olov TTdtooKkAov.
+*1.1.16, domeg AgTépidos.

¥73.34, oltw kai Aguadviv.

#28.1.2, oux w3 AQuadvyv.

#91.1.2, dokobvtes Bea éwpakéval

162, wote mavies gikalov avtiv Aguadvr kabevdoton.

oy - e . s S . VA s %
h.'3.7, oLk Mxovoas ovdé Oprjpov dddokovtos Nuas; 2.4.8, ovk eldov, déomota, dAAK Tikovow; 2.9.5, dooug
axovouev Oewv naidag.
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kaBdameg — by the landscape®2. Daphnis’ comparison of his exposure and
recollection is also presented as a comparison'®.

Although AT does not have a well-defined introduction of the
mythological allusions, he nevertheless mentions clearly that pvBoAoyin
gives him the models and the excuse to pursue his erotic goals'*. Later when
he is petrified staring at Leucippe’s sacrifice he expresses the analogy with the
Niobe myth using towUtov, of the same sort'®. The myth of Niobe is here
rationalised since Cleitophon mentions that she gave the impression, d6&av,
of being petrified.

The primary use then of the mythological tales, whose subject varies
from divine myth to genealogical myths and fables, is that of analogy and/or
comparison. These myths are articulated by male, mainly well-educated,
characters, and the facility and the swiftness with which the narrators are able
to cite a list of models is perceived as a sign of their erudition'®. The practice
is basic to the Greek education and the more eloquent one was the better one

could mix myth in one’s speech!¥.

Did the narrators believe in their myths? M06og as not-Adyog, not-igtogia

Since then there are so many myths in the novels, the next question is

+1.27.2, v nagBévos, magbéve, 2.37.1; 3.23.5, keol yaQ kat Ti avti elnev 7) Nxe kabdne pagTugobion &ti
undév ébevoaro.

#1163, ept ail avéBpebev, Oomeg TOV Ala...ayévetds elu, xal yag & Alovuoog.
#+1.19.3.

#3153, botav nagéoxev £k A axwnoiag woel AlBog yevopvn.
# Not only well-educated men speak with mythological allusions, in Chariton, 2.4.8. (Leonas); in 6.3.5 Artaxates.

Nevertheless, even in these cases one could argue that it is so because the slaves are used to the way of speech of
their masters.

¥ Theon, 75, éxBéjevor tov poBov émipégopey dinynua, N avanaAw.
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what degree of credibility is attributed to them'. Are they uofog or Adyog, to
apply the classicists’ famous dichotomy since Nestle*? We saw above that, at
least in Chariton’s case, the verbs that introduce mythological tales are
characterised by subjectivity. A similar function is realised through verbs and
adverbs that underline the implausibility of a mythological tale and its
analogous novelistic 'reality”: e.g. &AnBdg, ov Pevdr, mAdtTw™. These
invocations of the 'veracity' of the tale are a cunning invitation to read the
novelistic tale as not-myth-like, but as truth-like, while, simultaneously, they
play with the fictitiousness of the novel's narrative, which they insist on
presenting as 'truth-like’.

These comments go back to a long rhetorical tradition that connected
uobog to mAdopa as one meaningful category’!, opposed to lotopoia!®.
Indeed the novels seem to acknowledge the difference between what is
mythical and what is not'®. The way to approach this question is to examine
in which cases pvbog and/or Adyog, and/or iotopla, appear hand-in-hand

and what interpretation of the term the relevant passages convey.

'#* For the credibility in myths see the excellent Veyne, (1983).

¥ For an analysis of the polarity see Buxton, (1999).

1 Chariton, 8.6.9, wote aAnBs elneg v avt)v 60av TV Adeoditnv dvadvopévny. Longus, 4.20.1, undé dpow
TAattery pools €mTl ¢ katéxey Tov vidv. AT, 1.2.2, & yaQ tud uvbows Eowke; 2.15.4, el o 0 pdbog Evodmng
aAnBns, Atyvmtiov Bodv 6 Zebs éuurjoaro; 3.18.4, GAnBas yae Guny myv Exdmy nageivay 3.15.6, 6 tijc N6png
utBos otk v Levdric.

i [Plutarch), Parallela Minora, 303a, tae doxaing ioTogiag...ol mAglotor vopilovol mAdouata kai uvboug
Teyxavery; Dionysius Halicarnasseus, Roman Antiguities, 9.22.3, po8oig yag 81 tadtd ve kai TAGOPAOLY €01Ke
Beatokols.

"2 Strabo, 1.2.10, & mepl Kigkns xai Mnpeing pubevdpeva xai iotogovueva; [Aelius Aristides], Ars Rheforica,
1.9.1, olov €& ioTogLv kal ragoludv kai pvlwv. Pausanias, Collection of Attic names, 32, botegov 0t petaPavreg
N j@a\,f@éta; YoapEw Kata MkQOV elg WOBous xal iotoplag Erpdmmoav, umként ToD Awvicou
UVTIHOVEVOVTES.

% For a discussion of the novel as an offspring of historiography see Hagg, ((1987) 2004). Arguing against the

‘historiographical titles’ of the novels Whitmarsh, (2005). Chariton and historiography: Hunter, (1994) and Alvares,
(1997). '

44



PART I IOEIO

THEN

Chariton avoids any straight confrontation of the terms pv0og and/or
A6yog. The only passage is Callirhoe’s reminiscence of her previous life,
which is 'true' in its novelistic 'reality’, as dvelpog NV & mE@WTA Kl pobogh.
The passage highlights the implausibility of rendering puvBog as ‘false tale’,
although it does not refer to any specific mythological context. As far as
concerns the term Adyog, whenever this term is used it refers to a speech
inside the narrative, which is not associated with any mythological meaning.
There is no reference to iotogia, although the verb iotopw appears in a
couple of occasions, on the first of which it means ‘to represent artistically -
lotognoe- and in the second, ‘to examine’®. Of these the first has a loose
connection with mythological accounts since it refers to the ‘artistic
representation’ of Artemis and/or Athena by a painter or a poet. However
even if this mention recalls a poetic world the emphasis is upon the visual
power of the image rather than on a specific mythological narrative.

Xenophon is reported as iotogikog only by the Suda®, and never
himself uses the term iotopia. Longus refers to his own story as iotopia
¢owtog, playing on both meanings of the word as ‘story in a painting’ and
‘history’, as in Chariton above. The narrative also offers a distinction between
mythological tales and reported speech: only Philetas’ tale is presented in a

liminal space between uvfog and Adyoc™. In AT, Cleitophon warns his

257,
**3.3.13, ioTogriowpev 10 magddoLov.
% Suda, v.s. Zevodaw.

271, tdvu éTéedpOnoay Gomeg HHBov ov AOYOV AKOVOVTEG.
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interlocutor that what he is about to listen to might give the impression of
myth, when “actually’ it is not'®. Later he gives a symbolic interpretation of
the Niobe myth insisting that ovx v Pevdr|g’®. The term ioTtogia appears in
the description of the Philomela painting: Menelaus recommends the study of
the pvboug v eixdvwv, av EEdow ént mEalv MUty oLvTOXWOL, Kal
¢EopoLOUY TO anoPnadpevov @ tNg otoging Ady!®. The phrase 6 Adyog
Mg ioroolag could be interpreted here as either ‘the story of the (painted)
myth’ or 'the pattern / rationale of the story'.

In Heliodorus, Charicles uses the noun iotogix (in a very Herodotean
manner) to describe his Egyptian sightseeing journey on the Nile'!. Shortly
before we had encountered the verb iotopw in the sense ‘to narrate’?; the
subject of narration was Egyptian stories that were popular among
logographers and/or historiographers (in the non-Thucydidean tradition). The
use of gvveAovrty, ‘briefly’, indicates that there was no point in the narrator
recapitulating what everybody knew were the hot topics of Egyptian
paradoxography.

The conclusion is that, although a p06og seems not to be a realistic
narrative, the novels do not provide any fixed alternative terminology for

realistic accounts. Even when there is a criticism of uvbog, or a comparison

*1.2.2, twice: opfjvog aveyeigeis, eime, Adywv: T& YaQ ud uvBoig foixe.

W 315.6.

#5401,

12.29.3, xa®’ lotogiav 1@V katagpaktdv tob Neidov.

"12273, 6 uév g dmws Todg £yxwolovs of Aiybrtior oéBouey Beolc avnoata, 6 8¢ B fv aitlav dAAa nag’
aAdows tov lowv éxBeadletal kai tic O TEQL EkAOTOV AdY0s EmuvBaveTor AAAOG TTuQauidawy Kataokeury, £TeQog
TUQUTYWV RAGVIY, Kail CLVEAOVTL Téov kT ATyvmTov &v ovdEv &TEAIUTIAVOV IOTOQOUVTEG.
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between it and Adyog and/or {otopia, the distinction is narrow and pvfog can
easily be interpreted in both ways, as meaning something true or something
‘mythical’. Besides, in the fictive world of the novel, there is no 'true'
narrative, but only truth-like narrative, fiction in modern terms, an argument
which is supported by the abundant intratextual comments of the novels on

their content as oUk Pevdr}, aAnO1|g, pvboig Spow!®,

Definition of uvo8og as a tale from mythology

Myth! is a traditional tale — about gods, heroes, nymphs, and/or animals
- invoked mainly for its fictional content as contrasted to truth/ realistic
narration (here, the novelistic tale); it is perceived as a straightforward and
non-contextualised'® narrative. It is used as a parallel to endorse, to shadow,
and/or to comment on the main novelistic narrative according to the
prescriptions of the rhetorical handbooks, thus potentially ‘inviting
confusion’, in Morgan’s terms!¢>, between myth and reality.

Mpythological parallels like these are found throughout the literature
of late antiquity and the novels are not an exception to the general rule. I will
call this type of myth! mythological tales, or mythology. 1 am therefore
retaining the term uo6og, which is what the novels’ texts offer in the majority

of cases, as a term to describe mythological tales.

% Ct. footnote no.150.

** The term here as means that this category of myth is not connected to a specific set-text, where set-text is the
collective textual literary evidence on a myth.

r Morgan, (1993) p.17. Cf. Hunter, (1994) p.1069, discussing the ‘generic self references’ in the novels that
distinguishes between truth and myth, history and fiction.
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1.2.3 Myth as dramatic plot

1.2.3.1 Drama and the second sophistic

I have pointed above that the majority of literary mythological parallels
comes from Homer and/or Euripides. The choice is not random and it seems
to follow the intertextual trend of later antiquity. As Gangloff has
demonstrated, Dio’s culture, which he shared with a large proportion of his
audience, is also Homer-Euripides based!; Lucian is in the same literary
alignment'’” and Philostratus’ background is shaped by the same pedigrees
too!8, Indeed, the main school curriculum was based on Homer, Euripides
and Menander'®. It is therefore not surprising that the novels follow the same
rule. Besides, public and private life was one of spectacles and people were
encouraged to approach them as 'onlookers”°. What I will deal here with is a
second meaning of the word p006og, that of ‘drama’. How were plays referred
to in the novels? Were dramatic myths, which came with a specific set-text(s),
given a different treatment from the novelistic mythology discussed above?
For the following discussion it is useful to consult Table 7.

The novels are full of dramatic elements: direct speech, occasionally

tragic tirades, allusions to stage-terms, and clear marks of a theatrical

* Gangloff, (2006) p.41.

"»" Bompaire, (1958) for Homer; for Euripides see Karavas, (2005), although Bowie, (1989) argued for a preponderance
of Sophoclean and Aeschylean quotations.

»* Billault, (2000) and Bowie, (2009).

»* Morgan, (1998).

* For performances see Jones, (1993); for theatricality in private life of public persons see Chaniotis, (1997) and
Chaniotis, (2009).
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conception of the plot. Higg has pointed out that 44% of Chariton’s narrative
is in direct speech and Smith, among others, has rightly interpreted it as a
sign of the text's ‘dramatic quality’”’. Even in Xenophon, where much more
of the narrative is communicated by the third-person narrator, the characters
seem to deliver occasionally dramatic tirades. Longus’ pastoral universe does
not seem very hospitable to drama, although Bowie has noted a considerable
number of tragic intertexts”2. It goes without saying that AT and Heliodorus
are the more consciously theatrical narratives'”.

How, then, does the term ‘u06o¢’ relate to the above? The terms more
broadly used to describe the constituent parts of the novels’ narratives are
udBog, and/or very frequently, doapa, and/or more rarely toaywdia and/or
kwpwdia. The way I would like to treat poBog qua doapa here is a different
one: [ believe, and [ intend to show in Part I, that the relationship of the novel
to New Comedy, is not that of a 'mother’ to the 'child’, but rather that of a
distant cousin, or a 'half-sibling’; the novels, I suggest, while taking into
consideration the 'happy endings' of the love-plots of New Comedy, focus
primarily on ‘elevating' the passion and the suspense of their plots, by
assimilating tragic, rather comic, plots. Hence, instead of discussing linear,
Darwinian, intertextuality from the tragedians, to Menander?%, and the novel,

I would like to investigate the degree to which the passages referred to

"1 Hégg, (1971b) p.91; Smith, (2007) p-105.
2 Bowie, (2007).

Liapis, (2006), for Sophocles; for stage-terms in Heliodorus see Walden, (1894).
7% For which see Corbato, (1968), and Lowe, (2000).
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dramatic terminology; in other words, I will try to see how the term pv8og
qua dodpla can be used as a generic structural tool to shape our reading of the

novel’s plot.

1.2.3.2 Drama and the novel

Chariton

Chariton, as we have seen, is parsimonious regarding the use of pvfoc.
However the text seems more explicit when treating the term dpaua. My
intention is not to divide the novel into a Menandrean five-act plot as
Reitzenstein suggested'”®. Rather I would like to investigate the intratextual
references to the novel’s plot as a play. As might be expected, any
supplementary stage-terms, like OrtokQitrig, or k&0Oagois, only endorse the
argument by supplying supportive evidence for the hypothesis of a reading in
terms of theatricality.

The first doapa of the Callirhoe occupies the length of Books 1 to 3,
Callirhoe’s marriage, burial, and resuscitation, and it is structured, as I will
show in part III, on the myth of Helen. It is structured in two sub-parts of
which the first includes Callirhoe’s marriage to Chaereas and the suitors’ first
plot against them, the second their successful plot and her burial. The
conspiracy of Chaereas’ rivals is presented as a plot, 'dpaua’: after the first

failed attempt the text tells the reader that 6 dnuovgyog tob dodpatog

* Reitzenstein, (1974 (1906)); against Chariton’s division in a five-act structure see Hunter, (1994) p.1064, who
proposes a division into books. For a discussion of Reitzenstein and related literature see Whitmarsh, (2007).
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vrokoutv étegov Envoev”e. The first part of Chaereas’ ‘drama’ is also
referred to in these terms by Mithridates when he advises him to move on
with his life despite the okvBpwmnov doaua which Tyche had crafted for him
and Callirhoe!”. Then Mithridates plots a second doapa for the couple, which
according to Dionysius' reading, is patterned on the 'unfaithful Helen’, too.
Mithridates restrains Chaereas from surrendering to Dionysius,
prompting him to write Callirhoe a letter. This complicates the situation in a
way that suits the nature of Eros who xaiget anataug kai d0Aoc®. The
second ‘drama’ centred on Callirhoe in Asia has its peak in the couple’s first
recognition in the court at Babylon and is staged around Chaereas’ death and
resurrection, which has been manipulated by Mithridates. The court setting
with its numerous spectators underlines the theatricality of the passage, so

that the narrator wonders:

TOLOG TOWTNG £ML OkNVNG Tapddofov pobov oltwg elonyayev; €do&ag av &v
featow magetval pupiwv mabwv TANEer Tdvta v OpoL, ddkpua, Xk, Baupog,

¢Agog, amotia, evxall”.

The phrase £dofag av év Bedtow recalls Chariton’s lexically equivalent
treatments of uvBog qua mythology. The comparison, however, is not to be
read only as metaphor for the novel’s plot as if it were a ‘theatrical piece’. In
my view it is a self-conscious narratorial comment - the direct question urges

the reader to think about the event described — that signals the end of the

0142,

7442, 1 dridkavos ToxT), dgdpa oxvBgw ROV DUV TeQLTéBe ke,
784125,
582
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second part of Callithoe’s adventures. This mid-narrative ending concludes
with a closural tool that in narrative terms is very powerful, that of a (half-)-
recognition scene; simultaneously it is a bridge to a potential sequel. In this
context the term maxp&do&og nvOog, which is used to describe the current tale
of Callirhoe, is not interpreted as a tale of mythology but as a dramatic plot,
udBoc in Aristotelian terms'®. The use of eiofjyayev, a verb indicating the
introduction of a theatrical piece, a drama, on stage'™, can in this context be
read as a self-referential narratorial comment on the composition of the
Callirhoe that invites the reader to observe the narrative’s perplexity and
meticulous composition. The theatricality of the passage is reinforced by the
description of the emotions of the characters and of the audience’s.

The third drama of Callirhoe, Helen in Egypt, is that staged as a result of
the judgment in Babylon. Its subject is the king’s love for the beautiful
heroine. For Artaxerxes the judgment is the excuse, mpddaoic, for a larger
plot; he claims that Callirhoe mooddoet d¢ dikng NABev ém’ éue kat SAov o
OQAUX TOVTO EKELVN KATEOKEVATE®,

The term kateokevaoe here functions on two levels: first as meaning
‘conspiracy® and secondly as a term borrowed from writing about the
stage'™, especially because it is supported by the mention of the word

vokQLtg. The drama that this passage alludes to is one in which Callirhoe

% Rijksbaron, (1984).

¥ Cf. Plato, Apologia, 35b, 6Tt moAD paAAov kaTaymdieioBe Tob T& EAetvi TadTx dodpata eiodyovtos; or

introduction/ presentation of an actor, cf. Plato, Laws, 817¢, KaAAD@VOUG UOKQITAG Eloayayopévoug.
82636, ‘

j;\z I’(?beius, 33.18.10, aAA& kol TNV KATAOKEVTV TOU dQAHATOS EVEVAOUV Kal TOV ‘HoaxAeidny épdeAvTTOVTO.
' Dio, 52.13, Philoctetes.

52



PART 1 IOEIO

THEN

would have to face a straightforward advance by the king. True, the king
postpones the judgement for a month'®. Callirhoe remains in his custody
even after the war with Egypt breaks out until she ends up in Chaereas’ royal
booty. However Chaereas initially (and ironically) refuses to see his beautiful
captive:

éueAde d¢ Eoyov 1) TOXN modTtewy o poVoV TaRddolov, aAAX kal okLBEWTOV. ..
AAN" Edo&e TOde dewvov Adoditn...Kal... TaAw NOéAnocev dAANAoLS armodovvat.
vopilw 8¢ xal 10 TeALVTAIOV TODTO OVYYQAUUA TOIS AVAYIVOOKOUOLV HOLOTOV

vevioeoBar kaBAeolov YA £0TL TV &V TOIG TWTOLG OKLOQWTTOVEE.,

The passage above plays with the possible double interpretation of
Callirhoe as a drama, directed either by Tyche or by Aphrodite, or/and as a
well thought out composition. Tyche is again ready to stage an incredible tale,
naado&ov, which is chiefly a okvBpwmov tale. I will argue here that the
adjective okvBpwmog alludes to tragedy as a genre and designates the related
passages of the novel as tragic:

When later Chaereas summarises his arrival at Miletus and his capture,
the Syracusan audience bewails his sufferings; he then interrupts and asks the
permission to end his narration because what follows are oxvBowndteoa ydo
€0l Twv MEWTwV¥. Already, then, the first part of Chaereas’ summary
indicates that the first set of events, Books 1 to 3, from Callirhoe’s burial to his

own shipwreck, are lamentable. The next part is more tearful than the first

5625,
6 8.1.4-6.

i ?48.2, Chaereas’ recapitulation follows the order of the narrative, hence the prolepsis in 8.8.1,
TavTa pev oty épabov Hotegov.
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and this is the one which narrates Mithridates’ plot. Chaereas” narrative
includes a long digression on friendship and Polycharmus’ help and
concludes with a happy ending!®. The audience, which previously has
reacted with tears, now responds appropriately to the happy ending with
prayers, just as had been the case in the court of Babylon'®. Besides, the text
reminds us that the whole setting is that of the theatre, since during Chaereas’
performance v 10 MAT00g év T BeATEE™.

Thus the final performance of Callirhoe’s adventures can be divided into
three separate dramas: first that in Syracuse and Miletus, then the court in
Babylon, then the love of the Great King, finally a twist of the ftragic
expectations to achieve a tale with a happy ending. The dramatic contexts of
the two emotionally charged dramas, which are placed in the middle and at
the end of the narrative respectively, are underlined with supplementary
theatricality, since they include more than one stage-term and are furthermore
set against a theatrical background. Yet Chariton’s novel, despite its affinities

to drama as a genre, is not itself a drama.

Xenophon

Xenophon’s novel does not mention tragedy as a genre, nor does he

apply it to structure his narrative. The only instance of a direct allusion to

 The first part is narrated by Hermocrates, 8.7.5, t& pév notta téov dmynpérewy; and then by Chaereas 8.8.2, Aéye
mavie; the second part 8.8.2, 6 moupevos Mpds, dovAos MiBgddtov; 8.8.6, KaAAodny napabépevos &v o

yam&b Lwateiga ) Bagkidy 8.8.1, moodkic...KaAAigednv piv vae 7 Baoidis émjyeto; 8.8.11, ‘Eguoxgdtoug
£KyoVos.

1 88.12.
1 8.8.15.

54



PART LIOEIO

THEN

tragedy is Hippothous’ recapitulation of his past to Habrocomes, narrating
him peydAa dupyfuata kai moAATv éxovia tearywdiav'®’. The mention of
tragedy here gives a dramatic undertone to Habrocomes” unhappy tale; in the
same context should be included Anthia’s description of her adventures as
sufferings: ‘TOAAG, @ E€ve, kal dewvd...duxPonta pev yaQ xai Evdosa™. On
this occasion, as is also the case with Chaereas and later Cleitophon and
Calasiris, the characterisation of a speech as ‘drama’, and here as ‘tragedy’,
points to a common literary background that the narrator shares with the
main characters and the readers alike, that of stage-culture. Hippothous’
words then should be read as a theatrical metaphor, meaning that ‘I suffered
woes, like the ones staged in theatres’. Xenophon however makes use of
'dramatic’ motifs and patterns, especially those of Helen and Iphigenia one,
not inspired directly by the myths, but being non-contextualised versions of

them, as I will show in the relevant discussion in Part II.

Longus

There is no drama-like structure in Longus’ novel, which constructs
itself as a variant of the pastoral genre, but this does not mean that it lacks a
fair number of tragic intertexts'®. The narrative gives only one instance of

ironic subversion of tragedy and its related mythology: Astylus UTtexpiveto

314,
M2597.
9 Bowie, (2007).
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™V Teaykiv duowdiav puodtteafar®. Gnathon then reciprocates with his
mythological exempla, as discussed above. Bowie suggests a double reading
of the phrase as both ‘the foul smell of goats’ and ‘the foul singing of
tragedy’ and argues for a distinction of the novelistic presentation of Eros
from its traditional mythological one. Indeed, Longus’ Lesbos is much further
from Athens than Heliodorus’ Meroe, which is the reason why the author
maintains the dramatic patterns typical for the novel and plenty of theatrical

allusions?®®,

Achilles Tatius

AT is inconsistent in his use of the term doapa with respect to the plot.
Besides the term is used, as shown above, to replace pvfog in the sense
‘mythology’. Only the first two books seem to be consciously presented as a
drama, probably inspired by the Menandrian stage'”: i.e. the incidents that
precede and follow the meeting of Leucippe and Cleitophon are described as
doapa on many occasions; also Cleitophon retrospectively'® interprets his
dream of lovemaking as the beginning of his adventure'; dreams are a
common opening device in drama and they abound in Euripidean drama;

tale-of-woe openings seem to be a characteristic of Menandrian and

9 417.2-3.
%% Bowie, (2007) p.352.

s For Longus and Menander see Hunter, (1983); for tragedy see Bowie, (2007).
97 Billault, (1998a).

19 1Y Ti % o ’- 1 Y £ TN T
132, ai d& Moigat t6rv avBewnwy kgeittoves GAANY £T)Qouv Lot yuvaika.

“1.3.3, fjoxeto tob dodpatos 1) Toxn. For dreams that anticipate the narrative see Bartsch, (1989) p.80ff. and the
recent Harris, (2009) p.56ff.
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Aristophanic drama, according to Most?- although there is no Menandrian or
Aristophanic comedy that starts with a dream®". To Cleinias the meeting of
the two lovers is presented as caused by the workings of Tyche. Cleitophon
portrays himself as a tragic hero when he narrates his dpapa to Cleinias: “mag
¢yéveto®?. Cleinias then gives him advice, which if Cleitophon follows
accurately he will not amoAéon 1o doapa. Leucippe’s seduction is then
staged as if it were a play from New Comedy and Cleitophon constructs
himself as its protagonist. This first ‘Leucippe drama’ comes to an end when
Pantheia urges Leucippe to reveal the cvokeur) tov dpauatog®®. Higg
notices the structural autonomy of the first two books, from 1.3.3 to the flight
from home, 2.31.1, and observes that the pace of the narrative is slower in the
chapters that deal with the falling in love of the characters, whereas in the
next thematic unit, from 2.31.1- 3.1.1 onwards the time scheme is accelerated
until 5.8.1%%,

The next book until Ephesus, is structured around main myths like
those of Helen and of Iphigenia, with Leucippe being pursued by different
suitors or being sacrificed: Book 3 describes the tempest, the separation of the

four friends, Leucippe’s sacrifice, the reunion of Cleitophon with Satyrus and

* Most, (1989) argues for a similarity between AT and Menander (and also Aristophanes) on the basis that they both
start their narrative as a ‘tale of woe’. However there are no opening scenes, which use a dream as a device, at least
not in the surviving Menandrean plays.

** The dream in the Wasps may recall the Euripidean prologues starting with a dream (cf. Helen, IT), see Harris,
(2009) p.131, on Aristophanic parody of Euripidean dreams; however it does not have further implication for the

plot. For connection with the introductory dream in the Persians (cf. Wasps, named because they had fought the
Persians in their youths), Borthwick, (1992).
¥ 1.9.1.

32281, TV oUCKELTV TOD DQAHATOS.
** Hagg, (1971b) p.76, on the day-night articulatory units.
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Menelaus, and Leucippe’s resurrection; only Cleinias is still missing, which
makes Cleitophon deliver a lamentation in a tragic style, blaming the sea for
not having provided them with a fully happy ending to their doaua **. Book
4 introduces a not entirely new plot in Leucippe's epileptic fit. Cleitophon
presents a recapitulation of their previous adventures and fears that, even if
Leucippe recovers, a new disaster will befall them**: the new adventures are
the Pharos incidents, which is later recalled as pv6oc, atviryua, and doapo®.
AT’s narrative reverts to the chronological pace that favours the
separation between days and nights after the departure of Melite and
Cleitophon to Ephesus?®. With Leucippe dead Cleitophon becomes the centre
of the narrative. The Melite episode, based on the Phaedra myth, is &v uévov
tov doapatwv that Cleitophon does not confess to Leucippe after their
reunion®. Leucippe’s and Cleitophon’s adventures seem to be over with their
first recognition and Melite’s promises to free Leucippe, when 1) cuvr|Ong
Toxn crafts for Cleitophon a doapa kawvdv??. In Sosthenes’” hands Leucippe
needs to continue playing her role as the Spartan Queen, named Lacaena,
which she herself perceives as her personal dpapa®?. This drama, a hybrid
between the Helen and Iphigenia patterns, occupies the length of Books 6 to 8

and is solved with the arrival of Leucippe’s father and the test of Syrinx and

Wt53.234.

*4.9.7, raulérw maAy ) Toxn.

*78.15.4, T0UTO YAQ HOVOV EVEEL TTEAS AKQAGTLY TOD TAVTOG DOAUATOS.

*~ Hagg, (1971b) p.77.

853,

Sit6.3.1.

*16.16.6; Leucippe’s adventure is again referred to as doapa in Cleinias’ prosecution speech against Thersander in

8-9-13, TO YGQ 204k 0oL TO £Mi TOV GyQQV Tkovoapev, here interpreted as ‘your (Thersander’s) plot against
Leucippe in the fields’.
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Styx for Leucippe and Melite respectively.

AT, then, is less persistent in his use of terminology that describes the
plot as a play from the stage — when this does not use dgapa to refer to a
dramatic hypothesis qua mythology as described above. The narrative is
focalised though Cleitophon’s point of view; Cleitophon as narrator is prompt
to present himself as a protagonist of a dramatic plot. This narrative,
however, is marked by some clear cuts between its main dramatic episodes;
these segmentations are also supported by the time-scheme brought out by
the novel’s changes of pace. Therefore one can distinguish at least three and
perhaps four sub-plots: Leucippe’s seduction and elopement; the sea-
adventures of the couple in ‘pirate-land’; Cleitophon’s seduction by Melite
and/or the last part of the novel which can either be assigned to the third
episode as its final section, a dramatic ££0do¢, or form a dramatic episode on
its own. It is really difficult to distinguish the two since the chief characters
remain the same, but there is a clear shift towards the centrality of Leucippe
who is the protagonist of the Syrinx test. Hence there is indeed a fourth
episode, that of Leucippe and her recognition by her father. I think that
discussion of the dramatic motifs attributed to each of these units will cast

more light on the segmentation.

2.2.5 Heliodorus

Heliodorus is the most eloquent of the novelists when it comes to ‘stage
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terms’. Walden and Paulsen?? have dealt thoroughly with the subject and
there is not much to add to their observations. For Walden?® the term 'doaua’
(but not 'teaxywdia', which he does not study independently), means “actior’,
or ‘narrative of actior’, rather than ‘tragedy’; but this is a very restricted view,
especially when the term is in most of our examples helped out by other
'stage’ terms. I would like to investigate here the occasions on which the
narrative is presented as a doapa?* and how these dramatic allusions help to
create divisions between the main episodes of the novel, which are patterned,
as I will show, on three main dpoapata, the Helen, the Iphigenia, and the
Phaedra. My aim is to show that doaua can be read more as a tragic play, or
as a tragic plot, than as a ‘narrative of action?”. Because the plot of the
Aethiopica is a linear narrative, I follow the linear re-ordering of the events
adopted in Calasiris’ tale beginning at 2.24.5.

Cnemon is enjoying Calasiris’ company over wine when he asks him to
fullfil his promise. Cnemon indicates to Calasiris that Dionysus yaipet pvBoig
Kol kKwpwdiag PAel and prompts the priest to t0 doapa kabdmeg émi
oKNVNG T Adyw duxokevalerv?s. Walden has limited the word uvfoig in
this example to meaning ‘tragedies’ and not ‘stories’ and, further, argued that
‘tragedies” means ‘drama’ as a narrative of action. I hereafter argue for a

precise use of the term dpaua as a segmentation tool to structure the plot of

-2 Paulsen (1992).
=3 Walden, (1894) p.8.
*# The non dramatic uses of the term in Walden, (1894).

¥ Of course tragedy is by the Aristotelian definition a piunow neafews. So action as moalic falls within his
definition.
ti82.23.4-5.
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the Aethiopica. The reason for my interpretation emerges from the
Heliodoran text: Calasiris has barely started his tale when he interrupts
himself with a reference to Nausicles’ tale about Thisbe’s capture by the
bandits. Cnemon then, who has tactfully omitted to narrate his own tale?”,
repeats his request, claiming that all this has nothing to do with Dionysus:

dALg, #dn, BoukdAwy Kal TatEaTV Kal Baciéwv aUT@V...£MEWTODOV d1) TOUTO
0VdéV dact TEOS TOV ALOVLOOV EMEICKVKAROAG. DOTe EMAvaye TOV AGYOV TQOg

TNV UTOOX EOLVHS,

Calasiris, when starting his tale, informs his impatient interlocutor that
he will do it émtépuvawv, oV codotevwv, summarising the events of his life
and not deferring his interlocutor, and then he will bring up the story in a
linear way?”. Calasiris then proceeds in a way that is not linear, omitting his
Ethiopian adventure and his personal meeting with Persinna®’, and narrates
the events at Delphi, the procession of the young Thessalians®! and gives a
full recital of the Thetis hymn??; thus Calasiris is urged to perform rather than
to narrate. These details enable the tightening of the theatrical illusion to the
point that, when Calasiris introduces Charicleia and Theagenes in the
narrative, he reacts as if he were seeing them in front of him, exclaiming obtot
exelvor®, This first episode narrates the loves and the elopement of the

central couple and is structured around the Homeric Helen myth.

7172241, ¢ev, eimev 6 Kvrjpwv kal aBgdov éouonnoe Qomeg avtod AaBduevos.
S2244

7 2.24.5, eltaxtov ool kal TooEXH.

=26 Winkler, (1982).

21 3.1.1-2, mQarteéxelg OHoD te avoifag kai Avoag o Béargov.

323, omeq Beatrv...GAA oL Kal dxgoatny kadioag.
3347,
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Calasiris’ theatrical narrative is characterised by évagyew®:. And
évaoyewa is a quality more easily achieved in a slowly paced narrative, since
Cnemon tells him that he magatoéxel The first narrative about Charicleia,
the first episode, covers her adoption by Charicles and her flight with
Theagenes, until the separation of Calasiris from the couple by the Nile. It is
not entirely narrated on the authority of Calasiris alone: part of it is told by an
inset narrator, Charicles, her adoptive father, who presents his narrative to the
Egyptian priest in the same way the latter presents his tale to Cnemon; just
like Calasiris who distinguishes the two narratives, the summary of his own
life and the tale of Charicleia, Charicles separates his own life into two
dramas®: the loss of his daughter on her wedding day and the following
death of his wife which initiated his travel to Egypt, where he met
Charicleia??, Charicles’ tale of his ma&6og is structured upon this binary
basis??’, where ‘drama’, reinforced by émetoaydet, is interpreted as both
‘tragic event’ and ‘tragic plot’. It is only after Charicleia’s abduction that
Charicles is able to see the analogy between the two parts of his life, the death
of his first daughter on her wedding day and the disappearance of his second
daughter before her wedding?®. Charicles’ tale is, like Calasiris’, characterised

by evdoyewx. When Calasiris reports Charicles’ disappointment at

= Cf. Hermogenes, 10, et yap v égunveiav dik T dkofg oxedov iy SYwv unxavaoBat. See Bartsch, (1989)
p.111.

252294,

%2292,

=7 The first part is presented as the side-narrative, maevOnkmnv, whereas his encounter with Charicleia as the main
story; 2.30.1, fiv 8¢ o€ BovAopal TagevBTkNY yvaval Tob dinyruatos, pdAAov d¢ aAnBéotegov eirntely, avtd i o
KedAAxLov.

224198,
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Sisimithres’ disappearance — and the associated loss of data regarding
Charicleia’s origin — Cnemon expresses his compassion towards the ignorance
of the Greek priest?”.

If we now return to Cnemon’s reaction to Calasiris’ digression regarding
Thisbe and Nausicles, we encounter a storytelling oxymoron. Cnemon askes
Calasiris for ‘no more stories about bandits, satraps and their kings’; indeed of
Calasiris’ tale fifty sub-chapters are dedicated to the love of Theagenes and
Charicleia and their elopement, whereas only seventeen sub-chapters include
their maritime adventures in ‘pirate-land®”. At the novel’'s very beginning
Charicleia had already argued that their drama should reach its end: she
begged the bandits to deliver them from their suffering and oV T xab’
nUoOV doapa to mepl Nuas kataoteépavrec®l. Therefore, what Cnemon
asks Calasiris for is a dpapa and not for a novel-like tale. Calasiris' review of
the first part of the 'Charicleia and Theagenes' adventures has then all the
characteristics of a good dramatic plot: descriptions, processions, spectacles,
¢kdoaots, and all the details? that, as I will argue in Part III, postpone the
main action and create out of it a tragic tableau, which is largely based on the
Helen pattern.

The second dramatic episode, which continues with a Euripidean

reworking of the Helen myth, includes the events at the mouth of the Nile,

= 2.32.3, 6oXAAAW YA Kal aTOS OUK AKOUTAC.
** Books 2.26.1-4.21.5; the Delphic oracle occurs at 2.35.5, and is the closure of Book 2; the actual meeting is in 3.5.4.

The sea adventures start ar 5.17.1 and finish at 5.33.2, with Calasiris’ last glimpse of Charicleia bent over Theagenes’
body.

S11.3.1.
= Bartsch, (1989) p.130ff.
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and the separation of the lovers. Before the last battle Theagenes urges
Charicleia not to fight but to surrender. The terms he uses indicate that their
adventure is to be interpreted as a play, a tragedy, whose plot the actors may
change at will:

1 obv ovx Umotéuvopev avTOD TV TOAYKNV TavTV moinow kal Tolg
BovAopévolg avalgetv Eyxelilopev; pn 7 kat OTEQOYKOV TO TEAOG TOL dEAUATOS

PAOTIHOVHEVOS Kal AVTOXELQAS NUAG EavT@V éxPldonTat YevéoHa®,

Charicleia’s refusal to commit suicide leads to the next big unit of the
Aethiopica, which occupies the whole of Book 6. It is a crucial sub-plot whose
theatricality is underlined by three recognition scenes. The first is the
dramatic mutual recognition of Charicleia and Calasiris at Nausicles’ place*.
Then follows their departure and arrival at Memphis, where a double drama
takes place: that of Calasiris’s miraculous, &x unyxavrg, reunion with his
children® and that of Charicleia and Theagenes, in which the virgin bursts in
as a maQeYKUKANHa to0 doapatoc? and she is happily reunited with
Theagenes. The narrator takes care to inform the reader that everybody
enjoyed the happy ending, and ¢’ &naot 10 éQwtiOV UEQOG TOL dEAUATOS
N XagikAela xkat 0 Oeayévng...aAANAoVG ameAndoTec?,

The passage corresponds to the general idea of 'wvBoig xal kwuwdiag'
that Cnemon had asked to hear earlier. In Book 7 the two different narrative

threads, that of Calasiris and that of Charicleia, are unified in a single story.

35,634,

7#5.11.2, 0 b NawowkAnic veos EYeyOveL..Tig O kKaBATEp £ML OKNVIS AVAYVWQLOMOS BXmopiv.
5764,

B67.74.

3 7.8.1-2.
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But a few lines further a new episode is introduced:

vovi 8¢ 1] 1 kat avtovg dbAoBetoboa TUXN TEOG OAlywv wWQWV HEQOS
avanaboaoa Kal €lg XaQav EONUEQOV AVEDR, TAQAXQNUA T Avmovvia

ETUOVVATITE Kl DETPOTAS (0TIEQ AVLOAQETOUG TH) TtOAE i TEOOT Y E™®.

Meanwhile, the stage is set for the third play, which is based on the
Phaedra myth: the scene is that of Arsace’s palace, described in tragic terms as
1O TEAYIKOV NG OikNoews kal UTégoykov?. The same terms have been
used before by Theagenes to describe the toaywrv moinow and the
Untépoykov téAog of their sufferings?®. Therefore the passage above refers to
both the theatrical setting of the passage and the overwhelming tragedy of the
chief characters, which awaits them once they step in. Indeed once they accept
Arsace’s hospitality Theagenes and Charicleia find themselves to be her
captives.

The next, fourth, and final sub-plot of the Aethiopica begins with the
capture of the couple by the Ethiopians, is patterned on the two Iphigenias,
and is introduced domep &v dpApatTL TEOAVAPWVIOIS KAl TTQOELTODLOVHL,
The dramatic character of the last chapters of the novel which find their
culmination in the phrase womneo Aapnddiov dgduatoc?? is clear: this is the
recognition of Theagenes as Charicleia’s husband, after she herself has been

recognised as an Ethiopian princess, treated fully in my Part III. The

7122,

= 7.12.1; of. Plutarch, Publicola, 10.3, xal yao éviws 6 OvaAéoloc (PKEL TEAYIKGWTEQOV UTLEQ TNV KXAQUUEVIY
Ovediav oixiav énngepapévny t dyooi kai kaBog@oay £ Ooug dravto.

564,

#18.17.5.

%210.39.2
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culmination of their adventures is underlined by the abolition of the custom
of human sacrifice in Ethiopia.

The four dramas of the Ethiopian tale are introduced precisely by a
comparative adverb. Thus Cnemon asks Calasiris to t0 doaua kaBameQ emi
oknvig @ Adyw daokevalerv; Theagenes complains about their
misfortunes to Tyche, who has made of their travails womeg oxnvrv ta
nuétega kai doape; the Memphis chapters are introduced womep eig
avrayoviopa doapatog and the Ethiopian events of the finale begin womep
év doauatt mpoavadpwvnog kal meoeoodov, The emphasis on the
comparison speaks for itself: the Ethiopian tale is a narrative staged by the
narrator as if it were a theatrical piece. However the same comparison argues
in favour of similarities between the two genres, since Adyoc if used évapydcg
is capable of communicating the content and the emotional impact of a

drama.

Definition of uv6og as dpaua

The above study reaches two different conclusions. On the one hand,
Heliodorus’ persistence in using a comparative every time a new episode
begins - as against the cases in which the term doapa is used without any
particular introduction — recalls Chariton’s meticulous effort to introduce
mythological parallels by a similar comparative phrasing. An exact equivalent

can be found in Chariton’s staging of the couple’s first meeting, which is

*$223.5,56.3,7.6.4,8.17.5.
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presented ‘as if in the theatre?*’. AT does not offer as precise terminology as
Chariton and Heliodorus, although he follows a more or less precise
segmentation of his narrative. Xenophon and Longus should be placed
among the least theatrical. The insistence on stage terms that introduce
narrative parts when these terms do not invite a direct comparison with a
particular mythological tale or dramatic hypothesis should be interpreted as a
pointer to generic intertextuality.

Yet this does not mean that the novel ‘imitates’ drama, be that tragedy
or, in fewer cases, comedy; alongside the domeg-cases I have listed occasions
on which the stage terms are implemented directly in the narrative without
particular indications. The domep-cases and the non-simile metaphors, at
least in Chariton’s and Heliodorus’ narratives, emphasise the role of drama in
the novel. Rather than an imitation of the stage, the novels’ narrative seems to
engage in a free dialogue and terminological exchange with drama.

The second observation is that Chariton's, AT's, and Heliodorus' novels
seem, according to my study, to be divided into four sub-chapters. The
generic dpapa-terminology is used precisely for these sub-sections of the
novels and not for the overall narrative. I am aware that different scholars
might wish to see the segmentation of the individual novels differently.
However I believe to have shown that the doapa-terminology is related to

subordinate phases of the narrative. These can be further analysed into four

%582, €dolac av v Beatow nageivat.
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structural chapters: the love-drama; the adventure-drama; the temptation of
the hero; and (the final chapter) the recognition. These four chapters show
affinities with Euripides' Helen (for the love and occasionally for the
adventure dramatic chapter), with Iphigenia (for the adventure and 'escape’
dramatic scenarios of the novel), and with the two Hippolytoi (for the motif of
the temptress). Nevertheless, because these mythological patterns may be
found without specific allusions to the plays mentioned above I have
separated between 'implicit versions' of the Helen/Phaedra/Iphigenia myths
and 'explicit versions' of them. The reason is that the popularity of the pattern
in folktale does not always allows the classification of a novel under a precise
e.g. 'Helen' title, and therefore terminological flexibility is required. The
freedom with which these chapters engage with the dramatic myths that they
allude to will be further explored in Part II of this study.

Myth! then describes one of the various dramatic sub-plots which
articulate the novels’ main plot. They are generally referred to as doaua
and/or with different stage-terms, e.g. émeloodiov, oknvn. Seldom are they
referred to as pvBog (once in Chariton 5.8.2; once in AT 8.15.4; once in
Heliodorus 2.23.5), but even on these occasions there are adjacent indicators
that direct a reader to a ‘dramatic’ interpretation of the passage. These
dramatic chapters, which are based on the Helen, the Phaedra and the
Iphigenia motifs, are not direct mythological parallels although they may be

interpreted as generjc intertexts. Most of them, although not all, can be
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associated with the relevant dramas from the classical stage. Nevertheless,
even on these occasions the intertextuality is of a broader dramatic calibre,
regardless the allusion to specific plays.

From now on [ will call these sections of the novels ‘dramas’ and/or
‘dramatic plots’. Photius too classified the works of ITamblichus, AT and
Heliodorus as imitations of ¢fowtikax doapata®®. Photius” use of
UmexQiBnoav seems to point in the same direction as the domeg-cases that we
discussed above: occasions on which the sub-sections of the novels are
introduced as ‘dramas’ and their theatricality are supported by an abundance
of stage-terms. However, Photius offers another term for the novels, that of

dujynua, which I will discuss below?#.

1.2.4 M0Bog as dynua and/or Adyog

In the above chapters I discussed the use of pvBog (a) qua tale from
mythology and (b) qua dramatic plot. Now I would like to proceed to a study

of pvBog as a term describing the overall plot of a novel.

=% Photius, codex 94,73b.

= It is difficult to include in this research what Photius had in mind when he classified most of the novels’ plots as
doapata: regarding 87.66a; lamblichus, 166.111a; AT 99.73b, oi v toeig oDToL oXedéV TL TOV aVTOV TKOTOV
QoBépevol ik doapdtwy vroBioels URexQiBnoay. Photius’ judgement seems to be inspired by the
theatricality of the novels’ setting and, probably, by their affinities with classical dramas, other wise the
Uriexoifnoav, imitate or rather ‘acted outis not clear (Wilson, (1994) p.104 translates: ‘writing a novel with a love
interest’). Besides Photius does not use the term duyroeis and duyyrjuata for the novels: at 186.130b he uses it for a
collection of various tales: Gveyvaofn BipAGoLOY Kdvwvog Aupyioeis. We also find dujynua referring to the Book
of an ascete, loannes, at 198.162.a; the tale about Susanna is referred to as dunynpa at 34.7a; In the case of lamblichus
the term refers to the structure of the narrative not the genre, 6 uévtot TapPAxos, 6oa ve eig Aékews doeTv xad
auvBKng kal Thg €V toic dunynuaot taews, 94.73b. '
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Towards this interpretative direction, I find useful to refer to an
important passage from Chariton, which describes Callirhoe’s tactful silence
about her past, since it now seems to her that dvewog v T& Mot Kal
u000c?¥; Calliroe makes clear that she does not want to narrate dunyrpata
&miota Toig dyvoovol Dionysius then reassures her that whatever her past
is, mav €oti gov opkEdTeQOV Aapmov dujynua?®. The most significant
instance in the novels is probably the beginning of AT, where he makes clear
that his story is a oufjvog Adywv, which uvboig £owe?”. Longus” narrative
presents Philetas’ tale as a A6yog ov uvBog??; also it insists on presenting
Chloe as the protagonist of a pvBoc that Eros is plotting and makes
Dionysophanes ask Lamon to tell (Aéyewv) the truth, and not to invent
uvBowc®'. Finally, Calasiris’ characterization of the Charicleia-tale starts with
an echo of AT’s incipit, advising Cnemon that he is releasing ournvog kakwv
Kal OV €k tovtwv BopPov dmnewgov €ni oeavtov kivelg®? Later Calasiris
asks him to move to a more appropriate place for the narration of paxpdteoa
dmynuato®®. Thus, there are two terms which refer to the novels’ narrative

besides u00og, which is the more ambivalent term: durjynua and/or Adyog.

[ RN
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1.2.4.1 Terminology: dirjynoig, dujynua, and A0yog

The term for used for a prose narrative is dujynua. The term refers only
to a component narrative, whereas longer narratives are described by
Hermogenes as Oujynois: 'duadéger d¢ dujynua dujynoews, @wg monua
omMoews: Toinua pEv yap kal dumjynua mepl meaypa £v, moinolg d¢ xal
dujynoig mepl mAelova'. Hermogenes’ definition seems to be appropriate
for the novels' narratives since the content of their story presents modayuata
both as vyeyovota and as g yeyovota; true and truth-like/fictional
narratives. Indeed, in Chariton, setting aside the implausibility of Callirhoe’s
and/or Cleitophon'’s tales, both narrators claim that they are ‘true’, although
they might seem untrue. On the other hand, Dionysius’ reaction is positive,
arguing that even without a tale — x&v ur) Aéyeig — Callirhoe does not need to
defend the truthfulness of her story. Longus’ narrator too rewrites a iotopia
éowrtog in the form of a novel. The Thucydidean background of the
introduction hints at a 'true' 'history-like' narrative, although Chloe’s tale is
presented gua uvBoc. As Morgan argues 'whereas Thucydides renounced the
pleasures of myth for the utility of history...for Longus, pleasure and utility
are inseparable?>'.

More striking differentiation between possible and impossible, truth and

mythological/fictional narrative is to be found in the reaction of Cleitophon’s

= Hermogenes, 2.

=" Morgan, (2004) p.16. Cf. Lucian's programmatic aims in his treatise How fo write history.
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interlocutor who requests the tale el kai uv8oig €owke?®, although Cleitophon
has anticipated the fictiveness of his, overall 'real’ narrative.

Heliodorus presents Calasiris' narrative as a tale of Homeric dimentions
- TA160ev?. The opposition between the true narrative and Calasiris’ myth-
like one is underlined by Cnemon's reactions every time the tale happens to
mention names of people who are 'real and known to him'. In this cases,
Cnemon, who has already met the couple, is not surprised by the Béupog of
Calasiris’ talk but wishes to hear the full story as if it were a spectacle,
tactfully hides his emotions every time the narrative introduces someone
already known to him and thus does not allow 'reality' to interfere with the
fictiveness of Calasiris' tale?s.

The cases above show that in this set of texts the margin between myth
and fiction is not unbridgeable. The modyuata yeyovota might evoke the
province of history, on which there is not much in the novels, as discussed
above, although they share the same prose medium; yet the internal audience
of the novels, like Dionysius, the AT narrator and Cnemon is more than
willing to hear the most incredible stories, whether these are presented as
veyovota or as wg yeyovorta. It appears that the long-term habit of Greek
thought of viewing as u06og both a sacred tale about the gods, which might

have an allegorical interpretation, and a fictive and fallacious tale, facilitated

122,
1215,

o 9= . . . . ‘ - . . s ,
2257, ovvegtdAn méAw 6 Kvijuwv doneg @ ovépatt o0 Ouapidog BAnOeic v axofy, kat 6 pév
EKAQTEQNUE TIWNNOaL TWV €ENG Evexev.
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the transition from myth to fiction®®.

Scholars have been eager to interpret the novels as dinyrpata although
their results do not agree. The influence of the rhetorical handbooks has been
most often underlined: Rohde traced the origins of the novels in the
‘dramatischen Erzahlungen’ of the rhetorical categories and Ruiz-Montero
gives the novel the label “dujynua mAaouatikov/pvbucov’*!. However even
Ruiz-Montero’s attractive argument does not seem to maintain its solidity if
one reconsiders Theon’s text: the handbook identifies a category of
mythological narratives’, dijynua pvOucdv, to be distinguished from other
narratives — 10 d¢ MAaouatikdy, O Kal doapATKOV KAAODOLY, Ol T TV
TRaYIK@WY, TO 0¢ lotoEkdy, TO 0¢ moAltkov T duwtikdv*?. Theon’s
terminology does not make clear what distinguishes the doapatucov from the
uvBikov. However 1 agree with Ruiz-Montero that the closest generic term
that one can attach to the novels is dujynua, although this does not need to be
classified as dpapatikdv, pubdv, and/or mAaouatikdv. One should take for
granted the lack of theoretical terminological precision, which is also clear, six
hundred years later, in Photius' terminology, and investigate how the texts of
the novels refer to their own content.

I will here argue that the novels share a conscious self-referential

terminology to describe the linear narrative of a tale of novelistic content and

¥ MacQueen, (1990) p.109: 'to the modern reader, the obvious solution to the resulting artistic impasse is to dispense
with the constant retelling of traditional myths, and write fiction; but this is only obvious because the leap from myth
to fiction is so far behind us now that we have gorgotten how dangerous it was'.

*"Rohde, (1876) p.350, p. 262; against Rohde’s thesis see Walden, (1894) p.3ff.

! Ruiz-Montero, (2003 (1995)).

*» Hermogenes, 2.
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that these terms are provided by the novels’ texts alone:

- dujynua, for a short narrative of an event.

- dmynuata in the plural, for a collection of short narratives.

- duynotig, and dupyovuat for the act of narration.

- and duyyovpay, as the main verb used to refer to describe the action
of narrating a novel-like tale.

- occasionally the more general term Adyog, when used to describe a
narrative, may be used for a recapitulatory narrative; but in these
occasions there are always external indicators, since the term is very
broad and could mean 'speech’, 'words', 'talk’, and more.

The list with the relevant references can be found in Table 8 of the

Appendix.
1.2.4.1 The novels as narratives

Chariton

The terms dujynua, dmynpata, and dinyovual are very frequent in
Chariton. They are mainly used to describe a narrative that happened in the
past which is presented and/or accepted as being true within the framework
of the novel.

It is Callirhoe who recapitulates the events of Book 1 to Dionysius and

refers to them as dmynuata &mota toig dyvoovol although Dionysius
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comforts her that her beauty shines more than any dujynuo®®. Dionysius is
convinced that Callirhoe will tell him v aArjBexv; but the beautiful
Syracusan narrates &vta, pévov Xawéav éotynoev®. Later, when Callirhoe
considers aborting her child, one of her arguments is that it will not learn of
TV TEQL TG UNTEOG duynudtwv; yet, when the incident of Callirhoe’s
pregnancy is introduced we learn that it is a (unimaginable) fact, moayua
napddogov, naAAov drmotov®. The phrasing recalls the earlier dinynuata
a&mota and comments on the content of the tale narrated.

The second use of dujynua is on the occasion of Chaereas’ discovery of
the empty tomb. This time Dionysius is contemplating the upcoming spread
of the xatvov eig ZikeAlav dujynua.

Dionysius has guessed well that the unbelievable tale will soon reach
Syracuse and will be received with an excess of passion: kai v 6pov &0
mokidax  kAadvtwv, Bavualdviwv, movBavouévwy,  ATOTOUVTWV:
EEEMANTTE YaQ aVTOVG TO Kovov dujynua®. But the news travels fast the
other way too. Soon after Dionysius learns about Callirhoe’s identity,

Chaereas’ boat arrives, but Phocas has it burned. When Phocas is interrogated

he anticipates his narrative as follows:

25.9.2.5.10; the request formulated with the verb: 2.5.8, bijynoai oy, KaAAwgdn, té savtig.
124.10,24.11.

*72.9.3; the verb: 2.9.5, wx g pnrgog abtotg dupynom).
w6283,
#7327
#0341
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Aéomota, peydAwv yaQ ayabwv déow oot dimynuata. €nel d¢ okvBpwmoTEQd

E0TLV AVTOD TA TRWTA pNde AvTNONG, AAA X tepipevov €wg 00 TAvVTa AKoVOoTC2.

Phocas’” twofold story is mentioned in the plural because the first part,
the oxvBowmov, narrates Chaereas’ quest, but the second part tells of
Chaereas’ eventual death. Dionysius then constructs a convincing way to
deliver the news to his wife, although he tells her only half the truth of the
dmynuata®®. When Dionysius himself learns the whole truth about t@v év
Kagia dumynuatwv via Chaereas’ own letter, he tightens the control of
information that reaches Callirhoe. Even in front of the court he contests the
letter’s authority and presents his own verisimilar version, dujynua, of
Mithridates” plot?:.

The new event, the arrangement for the trial, is also part of 1o ¢ dikng
dujynua”. Callirhoe laments her fate in the same words, mentioning that she
has become durjynua kai g Acing kai g E0wmmc?3. The new tale about
Callirhoe approaches the status of a legend. On his part, Chaereas’ rebellion
against the king is presented as capable of becoming a long-lasting #vdo&ov
dulynua for the generations to come?*. These new narratives are not &miota
but rather évdo&a, not mere tales, but tales worthy of eternal glory. Lastly, the

final recapitulation of the couple’s adventures is also described as

*39.8.
t3.10.1-2.
15.69.
S24.7.5.
355.3.
+7.1.18.
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duyruata®s. The recapitulation of Chaereas’ adventures to the Syracusans is
also presented as a two-fold set of dujynuata: those before his departure and
T UETA TNV ATrodnpiay dimynuata®®.

The same terminology is used by the Chariton-narrator to describe his
work. The novel begins with the phrase: m&0o¢ éowtikov év Zvgakoboalg
yevouevov dunyrjoopar’”. The narrator grasps every occasion to remind the
reader of his work-in-progress as a dujynuo. This is realised by a set of direct
questions: tic &v Ppoaor v vikTa Ekeivy Toowv dujynudtwy peot’s; or
in a more direct way, as in the recapitulation at the beginning of Book 5,
where the narrator intervenes in the first person: T d&¢ €&Mg vov
dumynoopa?. It is the last authorial recapitulation at the beginning of Book 8
that might appear as less precise, terminology-wise. Chariton-narrator

informs the reader of the shift in Aphrodite’s plans, and comments as follows:

vouilw d¢ kat 1O teAevtaiov T00T0 TUYYQAUHA TOIS AVAYLYVWOKOUOLV 1dLoTOV
vevrjoetat. KaBAapotov Y&Q £0TL TV €V TOIG TEWTOLS OKLOQWTIWV...TAWS 0DV 1) Bedg

edwtioe TNV aAndewav Kal Tovg yvooupEVous €del&ev dAANAoLG AEEw?,

The passage is interesting because it replaces the key-term with
ovyyoaupa, which I will argue here is to be understood as dujynua. This is
to be taken into account together with the closure of the novel: tocavta mepi

KaAAwong ouvéyoapa. The formulation of the phrase corresponds to the

+58.1.17,8.1.15.

*8.7.3; cf. the recapitulation to the King by Stateira 8.5.9.
11

5 8.14.1; of. 4.1.11, ieog &v e diynonTan kat’ dliav T teAsvtain TG TOUTAG;
¥9351.2.

»281.3-5,
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equivalent phrase in the opening of the novel and the one at the beginning of
Book 5. The difference here is the breaking of the illusion. In the previous
occasions the Ego-narrator’s work-in-progress was assimilated to the
equivalent inset narratives, which are also works in progress, gradual
revelations of the truth, but now that the end is close the whole story has been
transposed from a narrative into a book.

Indeed there are many occasions on which a narrator promises to tell
ndvta, and on most of these he/she omits one crucial element of the truth,
which will be studied in detail in Part III; but this final recapitulation leaves
no gaps. Chariton’s narrative then seems to be a well-woven narrative, which
reveals its truth gradually, like Aphrodite, who in the very end uncovers the
truth. The only reason for the description of the last narrative as teAevtaiov
oUyyoapua seems to have to do with the shift from storytelling to story-
writing. Besides, what the reader has in his hands is a written mtepl
KaAAwodnv éowtika dinyrjuara.

Alternative terms to refer to storytelling are those of Adyog®' and
Aovormotion®?, However these refer to non-certified tales and are partly
interpreted as rumours, ¢npoaL Therefore there seems to be a distinction
between unofficial reports, which are spread almost simultaneously with the
event, and the official version of the story, which is related a posteriori in one

of the recapitulations.

*13.4.11, 0 Adyos eig mAtiovag diedodn).
f’3 ’3.2.15, on Callirhoe’s identity in Dionysius’ court, Aoyonotiiai; on the empty-tomb, 3.3.4, Aoyomotion ToAAai kail
dadogoy; 6.8.3, Aoyomotol kail HEVTELS.
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Xenophon

Xenophon also uses the term with specific reference to the recapitulated
action. When Hippothous and Habrocomes first meet they exchange
narratives, their personal stories, which are both described as duynuata:
Hippothous describes his love affair as ‘peydAa dupyfpata kal moAATY
éxovta toaywdiay’ and urges Habrocomes to narrate (dnynoacOai) ta
ko oV, When Habrocomes finishes his tale Hippothous remembers one
tale that he did not mention, the very tale about Anthia®*.

The term is used again to describe a love-narrative when the old woman
Chrysion tells Habrocomes the dujynua of the unhappy marriage of Perilaus
and Anthia®5; Chrysion's story recalls the opening of Chariton, since the
subject is described in both as mdBoc. An old man’s dujynua is also the one
that Aegialeus tells Habrocomes about his elopement with Thelxinoes.
Finally Anthia recapitulates her dwxpémta and &vdoéa dmynuata to
Hippothous amazed that he already knows part of it?®. The notion of
incredible tales, such as we encountered above in Chariton, emerges in
Habrocomes words, when he hesitates to go to Ephesus without his wife. Had
he done so, without any witness, he would have to narrate dinynfuata iowg

arota®, In Xenophon the main dujyfuata are évdofa although druora.

*3314;3.15.

*3.3.3, Ao oot dirynua magiABov.
#3394,

513,

B75.9.7.

*35104.
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The ‘facts’ of a novelistic narrative, then, seem incredible and unbelievable,

but worthy of commemoration.

Longus

Longus, whom we have cited above for his precision regarding the use
of the term uv0og, does not use dujynua as a noun, but he does use the verb
duyovpuou for short recapitulatory narratives: Lamon dinyettat to his wife
how he found Daphnis; so does Dryas to Nape concerning Chloe??; Chloe too
duyeital to Daphnis mavta that happened during his kidnapping although
she tactfully omits the kiss?.

The term Adyog in Longus has a different weight. Because of his
precision of terminology regarding ut0og, Adyog is presented as a ‘true’, non-
mythological narrative. Therefore, when Gnathon attempts to get Daphnis to
the city, Lamon decides to éxkaAvmrtewv T xoumtd. Therefore he asks
Dionysophanes to hear mnag avdog <vyégoviog aAndn  Adyov®l
Dionysophanes interrogates Lamon thoroughly and asks him taAn6n Aéyewv
unode dpowx mAdTTELY pHUBOIS €Ml T KaTéxewy TOV LIOV¥2 The same need
urges Dryas to reveal ta &oonta®?. The revelation of truth, then, is what leads
to the completion of Eros” uvbog regarding Chloe, her marriage to Daphnis

and their happy end.

“1.3.2, rava avm duyyettay,; 1.6.2, T6 yovauki dyeital  0bOévia.
= 1.31.2.

14183, 4.194.

2 4.20.1.

5.4.30.3.
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Achilles Tatius

As already stated above, AT programmatically delivers a myth-like
narrative. As also observed above, the term dujynua is used in the narrative
to describe the mythological tales of Cadmus, Syrinx and Philomela. However
the term is used in a non-mythological context, just as in Chariton, Xenophon
and Longus, to describe a recapitulatory truthful narrative.

The first of these occasions is when a slave reports in full detail,
dmyettay, Charicles’ death?. Cleitophon’s companions also duyyovviou their
personal stories and Cleitophon tells the general the whole truth, drava®>.
Again, when he recapitulates his adventures to Cleinias he duyyettat ta meQl
™me Agvki{nmng &navia®e. Leucippe also considers whether to dunynoacBo
the truth to Thersander?” in the same terms.

The term duynoi is used in Cleitophon’s final recapitulation of his
adventures to Sostratus and Leucippe, with the exception of his affair with
Melite?®. Nonetheless this post-event narrative seems to have all the qualities
of an artistic tale, one that is meant for Yvyaywyia. The same pleasure in
storytelling is evident in Leucippe’s recapitulation of the Pharos events?”.
MvBog, as an artistic narrative meant to entertain, can even be used of re-

telling the main narrative. It is at the table that the main characters

#1121,

*3.14.1, duyyetro d¢ GAAOG GAAO T, Kyw T Eud Elnov. Emel 00V &navta éuabev.

583 also the same phrasing for the recapitulation of Calligone’s adventures 8.18.1, 6 KaAAoBévng
duyyeitat..megl v KaAAydvny,

*76.16.4, dinyroopar v dAnBeiay;

844, énerta 10V Egywv RaeABGVTWY 1) BUTyNOLS TOV OUKETL doXOVTAL buxaywyel pdAAov 1) AuTmel.
#8153, ta ouuPdvia petd Ndovig duyeito.
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nvBoAoyovot their tales®.

AT's use of dmjynoig, for the act of recapitulating a series of events,
maintains its previous connotations as truthful narrative, which is not always
fully revelatory. Moreover, AT’s narrative presents much more explicitly than
the previous texts the affinities between dirjynoig and pv0Oog, this time not as

a tale of mythology, but as an extraordinary tale of “yevoueva!.

Heliodorus

It is clear that Heliodorus uses the term dmynua and the verb
duyyobpar in very precise contexts: those of recapitulated retrospective
narrative, without exception. Hence, Cnemon’s narration of his adventures to
Charicleia and Theagenes is a dujynua®®, Calasiris dujyeital in summary
form his personal adventures®?, and Thermouthis dinyeitau to Theagenes™
his passion for Thisbe; further, Persinna’s band is an exposition of the
o ynua kata v rixida, Charicleia too, makes a selection of the important
incidents of her story, & kaQuotega Twv diynuatwy, in order to inform
Persinna about her relationship to Theagenes®®.

A duyynua, then, is a part of a story in Heliodoran terminology. When
there is need to refer to a lengthy narrative then supplementary terms are

used: thus, Calasiris asks Cnemon to follow him to Nausicles’ place because

#8153,

187, 1o dupymua g vuktds; cf. 1.10.2 éuBgLd duryoupevog.
A2 2245
32143,

*#2.31.2; and again at the reading of the band, 4.8.1, 0 vodppa dayyoduevoy.
*510.33.4.
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the Nile is not a convenient place for paxgdteoa dmynuata®®. Charicles'
twofold narrative, the death of his biological daughter and his adoption of
Charicleia, is marked as paxdtegov dujynuo”. Occasionally these
narratives might seem unbelievable, but true, like Charicleia's whiteness®®,
The same notion is woven around Thisbe’s death, which certifies the accuracy
of her dujynoc?®™, as opposed to her previous mischievous lies.

Amjynua then may refer to the structural parts of a longer dujynot,
which is an alternative term used to describe a long narrative. The term does
not refer only to the narrative but also to the act of narrating; Calasiris” tale is
twice referred to as explicit, évagyng dujynoig, by Cnemon:

0UTwG €vagyws te kat obg olda WV 1) Taa oL duynaots Umtéderlev...coote, el

omevdels TV Béav, mAT)eovL TV EmayyeAlav Kkal eig TéAog dye v dujynowv 3.

The narration in the quotation is the extended subject of a narrative but
also an act unfolding in time, with a beginning, middle and end. Calasiris
does not stop his tale even during the night and he is amazed at Cnemon'’s
auditory resilience:3!.

Calasiris’ extended narrative, though ambiguous and not always
truthful, as Winkler has discussed, at least reveals to Charicleia the full
truth®?. Whereas on the other occasions Calasiris at each stage discloses to

Cnemon the right amount of information he needs in order to get along with

+221.6.

¥ 2.33.6, HaxQOTEQOL T1QOS oE TOU dinyNpatog £denOnv.
18,6, 0V vaQ moTEVoELY OVDEVA.

2111,

0 3.4.10;5.1.3..

1442,

2 412.1; of. Winkler, (1982).
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the narrative. So we, along with Cnemon, do not learn about Calasiris’ visit to
Ethiopia, before this is revealed to Charicleia, and poor Charicles learns the
truth only at the very end. Calasiris also does not give a straightforward
interpretation of the oracle at Delphi, mentioning only that he partially
understood the meaning although he appears to be a metaphor for the
omniscient Heliodorus-narrator®®. Therefore the policy of the Egyptian priest
is analogous to the one displayed by Callirhoe-narrator, Dionysius-narrator,
Dryas and Lampon and AT, i.e. the delivery of a verisimilar narrative while
retaining crucial information; and the term for this account is dujynoic.
Finally, Heliodorus’ closural line about the composition of his cOvraypa
advertises the particular narrative strategy he applied in order to make an

intriguing composition out of the paxpotega dujyruata.

Definition of dujynoig

What then may be identified as Myth!! is the novel as a compilation of
duynuata, as the product of an extensive act of dujynowc. This last
interpretation of myth, whose definition is best found in Chariton, Xenophon,
and Heliodorus, has several points in common with the previous two
definitions of the term.

On the one hand it appeals to the fictitiousness of pofoc, being itself a
tale of incredible content, while maintaining the illusion that it is a dmjynua, a

truth-like narrative, an cg yeyovoés. The difference is that the mythological

1 Winkler, (1982) p.329.
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tales are in most cases introduced as similes, whereas the incredibility of the
narrative is not stressed. On the other hand, the term dujynua, like doapa,
enables the segmentation of the novels’ plots into shorter narrative units,
which form the content of the recapitulations. The difference between the two
lies in their presentation: whereas dujynua refers to an event focusing mainly
on its informative function (hence the accumulation of information), the
dramatic chapters of the novel are the ones that provide its theatricality and
are largely characterised by description.

It is not enough to tell a story; one has to be able to present it
accordingly, and this is where stage terms enter. The use of dmynoic (and of
dinyovuat) then as an act of ordering the novelistic content is the term that
links the two. And the key technique for doing this is the withholding of
information. In what follows then, part II, 1 will try to show how the
manipulation of a particular set of plays enriched the novels’ structure and in
Part III I will discuss the narrative techniques shared by the novel and the
Odyssey. Therefore, Part I will have examined the dramatic structure of the
above mentioned dramatic episodes of the novels, and Part II will engage
with the techniques of structuring a lengthy narrative of epic dimensions

around the subject of the gradually revealed novelistic dujynot.
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PART II - MYGOZXL AS DRAMA

2.1 The myth of the Beauty: Helen

I will here study the ‘Tale of the Beauty and her suitors®¥ as follows:
first I will examine the relevant motifs in the implicit versions and then I will
proceed with the study of the extant, explicit versions. The motif is classified
as povbog-drama, because the novel makes use of it in its dramatic 'chapters'’
and not throughout. The main Greek mythological model is of course Helen,
although the pattern refers to the 'Beauty' in general terms, since in the
implicite uses of the motif, there is no mention of Helen, and besides it is a
universal tale pattern. In the occasions when we deal with an explicit Helen-
version the closer to the novel mythological sub-text is the eponymous
Euripidean drama, because it represents the chaste version of the Beauty.

[ am aware that it is not always possible to separate the very popular
Homeric version of the pattern from its Euripidean reworking. However, if an
explicit novel-version does not bear sufficient witness to the myth, allusions
to the myth or intertexts from major Helen texts, like Homer and/or the
tragedians, will be classified alongside the implicit versions. It is only natural

that the fragmentary novels are not dealt with in the explicit versions section

7“*.The title of the chapter is inspired by the tale of the Beauty and the Beast', where the 'Beauty' is endowed not only
with physical attractiveness but of moral purity; cf. the versions of Gabrielle-Suzanne Barbot de Villeneuve (1740)
and of Jeanne-Marie Le Prince de Beaumont (1756); motif AT 425 in the Aarne and Thompson, (1928) classification.
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— unless linguistic evidence and/or precise allusion is available. This
classification is based only upon the current state of the texts; should more
evidence emerge, a shift of category may be needed. Therefore in every study
of the three myths the classification will remain the following:

First, 1 will study the motifs of the myth and equivalent non-
mythological motifs, what I will call here, the 'implicit versions', this meaning
on the occasions where the pattern is used but without a specific allusion to
the Helen myth as such. This approach aims to identify the major thematic
characteristics of prose erotic fiction and detect the patterns from which it is
constructed. Secondly, I will deal with the conscious treatment of these motifs
in the 'explicit versions'. The criteria for placing a novel in this category are,
on the one hand, direct allusions to the relevant myth and/or text, which are
classified as intertexts, and on the other, the reworking of particular structural

units of a particular text, which are classified as textual mythological motifs.

2.1.1 The implicit versions of the Beauty plot

There is no more widespread motif than that of the beautiful and
seductive woman, who captivates the eyes of men and ends up captured by
them. The variations on the motif are charmingly developed in Gorgias’
Encomium of Helen: fate, gods’ will, persuasion or love. In other words a
woman can be kidnapped, unwillingly, or she can elope, willingly. The Greek
novels play with both these versions; the first is normally reserved for the

bandits and the pirates that crowd the world of fiction, whereas the second is
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reserved for the beloved.

However, the pattern of the ‘tale of the Beautiful’ and her lovers is not
necessarily associated only with the Helen myth. Implicit version prose-
fiction, like J&A, the Babyloniaca, and Sesonchosis, as well as Xenophon of
Ephesus, attests the popularity of the motif, without using the Helen myth as
a pattern. Metiochus and Parthenope and Ninus and Semiramis are
categorized here with them due to lack of concrete evidence and hence are
examined only at the level of plot. The texts are listed more or less
chronologically3®.

[ will study hereafter the motif of the love friangle with a male
antagonist. The pattern is very thoroghly developed in the Helen myth®s,
which gives the title to this section, although its background has a lot of folk-

tale material3?’.

2.1.1.1 Joseph and Aseneth

The J&A narrative in its second part®® presents a fight for the beautiful
Egyptian princess®”. This time it is the son of the Pharaoh who tries to steal
Aseneth from Joseph. The young prince employs Gad and Dan, whom he

sends after the couple. But Benjamin protects his brother’s wife by throwing a

** For the chronology used here see Bowie, (2008). When I was writing my dissertation the Book of Tilg, (2010),
Chariton of Aphrodisias and the invention of the Greek love novel, was not available. Tilg argues for a very early

date for Chariton, suggesting him to be the inventor of the first novel, in the mid first century AD.
316 See Table 1 in Appendix.

*7 Trenkner, (1958) p.50, on the folk-tale elements in the Helen and the IT,

#* For the discussion of the ‘originality’ of the second part Kraemer, (1998) p.40.

:"“9 For the similarities with the Greek novels see Philonenko, (1968) p-43 and Wills, (1995) p.176, on the motif of the
Jealous rival; against the similarities with the Greek novel see Kraemer, (1998) p.11, p.200.
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stone. The assault on Aseneth ends with the reconciliation of both parties,
unlike the standard model’?.

In J&A the motif has no real importance for the action except for stating
the moral of the story: Aseneth, although a meguudynrtog yuvij, gives herself
an Egyptian lesson of fraternal concord and succeeds in reuniting the rival
brothers®!. This could also be read as a reaction to the stereotypical pattern
that wants the beautiful woman to be kidnapped. Therefore, the Jewish-
Egyptian reconstruction of the pagan myth minimizes the ‘romance’ of the
story by emphasising the power of God’s the grace over his subjects: Aseneth
claims to be saved by God and not by Joseph, contrary to how the motif was
exploited in the later novels®?, and the narrative’s closure with God’s will
stated is one that cannot be contested, therefore the motif of fraternal strife

cannot be repeated.

2.1.1.2 Metiochus and Parthenope

It is more difficult to reconstruct what happens in Metiochus and
Parthenope®®: here one of Metiochus’ rivals seems to be Polycrates’ successor,
Maiandrios, who imprisons Parthenope; we have no idea how Parthenope is

sold as a slave and how, four years later, her master, Anaxilaus of Rhegium,

28,16,

* Rautman, (2000) p. 197, on the similarities of the myth of Osiris and Seth and the Tale of the two brothers. There
seems to be a tradition in Ancient Egyptian story-telling regarding fraternal discord.

3+ 28.9, Di0TL KVQLOG DTEQNOTLTE pov.

3 The plot in Hagg, ((1987) 2004).
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recognises her??. We cannot know securely whether Metiochus is captured by
Phoenicians during this time and/or arrives in Persia — where his historically
mentioned Persian wife might have been treated as a temptress for the
novelistic purposes?. What is important for this study is that the novel starts
only when a rival threatens the heroine’s chastity and, eventually, separates
her from Metiochus. Eustathius’ summary emphasises the motif of male

rivalry as follows:

Aéyovot TlagBevémn moAdols avdodoty émiBovAevdeion, kal THv magBeviav
dLAGEaoa, eita Mntidxov Pouyds éoaobeion, tag te Toixag éteuev akoopiav
eavtic katamdlopévn, kal eic Kapmavovg éABoboa @xnoe: kal taxa dx v

oLV owdooHviv &yviv 6 Atoviaiog thv Tlapbevormy wvopacev.

If Anaxilaus of Rhegium was the same sort of enlightened king as
Artaxerxes in Chariton, then we may guess that there was here another
instance of an unconventional love triangle, when Parthenope arrives in
Rhegium with the rest of the Samians and the Ionians, whom Anaxilaus
encouraged to besiege the later Messina®?”. But all this is highly speculative.
The only plausible conclusion seems to be that the plot was arranged around
the different rivals fighting for Parthenope’s beauty until her reunion with

Metiochos, according to Eustathius” summary3%.

32 Stephens, (1996) p.659, although I disagree with her separation between Tdeal-Romantic Novels', 'Nationalistic
Novels', ‘Criminal-Satiric Novels' and 'Antonius Diogenes'.

= Cf. Herodotus, 6.41 and Hagg, ((1987) 2004) p.265-266, studies the historical sources of Metiochus’ second wife, not
the Athenian one. My suggestion is that much of the historical material has been used with liberty; therefore this
detail could have been used, outside its historical context, only in order to spice up the story.

32 Eustathios, Comentary on Dionysius Periegetes, 358.

¥ Herodotus, 6.22.23.

> Stephens, (1996), thinks that this is speculative too and that this early novel was atypical. Bowie, {2002) has
suggested a chronology for Metiochus and Parthenope that makes it almost contemporary with Chariton (Chariton
50’s, late 60's; Metiochus early 70's). Given the stereotyped form that Chariton presents it would have been odd to
classify Chariton as typical and the later novel as ‘atypical’.

90



PARTII

DRAMA - HELEN
2.1.1.3 Ninus and Semiramis

The fragments of this novel do not allow us to guess whether Semiramis
followed Ninus in his campaigns or remained waiting for him at home, like
Sesonchosis’ fiancée®?. This leads to two possible scenarios: in the first her
active participation would only lead to her kidnapping by one of his enemies
and his campaign might have resulted in a fight to recover her, as is the case
in Chariton and Iamblichus. But there is no concrete evidence for such a
development, although Ctesias’ accounts® mention that Semiramis was
indeed a capable military leader; if now Semiramis remained at home waiting
for his return, it could have turned out that an internal rival, like in
Parthenope’s case, might have tried to seduce Semiramis. In both cases
though, I am keen to accept that Ninus’ campaigns could have been related to
the recovery of his beloved as well, as in the case of Chaereas and, to some

extent, Sesonchosis.

2.1.1.4 Sesonchosis

The Sesonchosis novel seems to be more about the military campaigns of
the hero than about the love-tale. The return of the exiled king to the throne of
Egypt is effective after his ‘reunion’ with his “former fiancée’, Meameris, the
daughter of Webelis, former king of Arabia, and now his vassal. But the

sequence of the love pattern is problematic: Sesonchosis appears to be

> For Semiramis Braun, (1938) p7 ff.
¥ Jacoby, FGrHist, 688.
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betrothed to the girl before his military campaigns, although she only falls in
love with him after his return from Egypt. There seems to be no abduction of
the wife, although recognition — or a first encounter — does not seem
impossible®?; it is tempting to imagine how Sesonchosis returned to Arabia,
disguised, to check the reliability of his fiancée, who instead fell in love with
the handsome stranger, as P. Oxy.47.3319 describes®. It would have been
interesting to show the husband/fiancé in the role of suitor of his wife*. But

the fragment does not allow further speculation.

2.1.1.5 Xenophon of Ephesus

There is no reference to Helen in Xenophon’s novel, either by name or
by any other explicit parallels. This is why 1 prefer to discuss it here and not
with the explicit version-texts. The only reference to the myth is a
geographical one, when Habrocomes crosses Schedia, a bridge allegedly
constructed by Menelaus®™. Despite the similarities to the myth of Helen,
which is the reason why there have been attempts to associate the novel
directly with the myth, the novel does not mention Helen explicitly as one of
Anthia’s models. Indeed, the novel presents strong structural similarities to

the plot of the ‘Beauty’ and there seems to be direct influence from, at least,

2 O'sullivan, (1984) p44.

= Winkler (1995). p.247, speculates them having met at all, or the fatehr being present, but he opts for neither.

3 3.6.8.

‘f—‘ 4.1.5, only in a geographical detail we are told that Hippothous and his bandits cross dudguya 100 motapod v
v710 MeveAdouv yevopévny. The bed-scene has also been presented as an allusion to Demodocus’ song in the
Odyssey, 8.266-366, Blazquez, (2003); however the éxdoaots in Xenophon is there because of its eroticism and may e

read as an Stoic echo of the merge of the male and the female element. For allegorical interpretations of myth see
Brisson and Jamme, (1995).
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the first part of Chariton®3; hence there is no need to argue, like O’Sullivan,
for an orally transmitted story of the epic cycle®.

The beautiful Anthia marries the handsome Habrocomes in the very first
chapters, and they sail off to Egypt. On their way they are captured by pirates
and then sold off to Apsyrtos. The narrative time of Anthia’s adventures is
spread between her being the object of a suitor (Corybos, Moiris, Hippothous,
Perilaus, Psammis, Anchialus, Polyidus, and the pimp in Sicily), and her
attempts at self-defence: she is sold by Corybos and Moiris (because of
Manto), immolated by Hippothous, commits suicide when wedded to
Perilaus, tricks Psammis by pretending to belong to the Isiac priesthood, kills
Anchialus, and tricks the pimp into believing she is mad/epileptic. Every
suitor carries Anthia to a different land, or threatens to diminish the chances
of a reunion with Habrocomes.

The protagonist, on the other hand, searches all around the world for
Anthia, not taking part in military campaigns but following Hippothous’
bandits until he sets off alone to Alexandria in the hope of capturing the
thieves of Anthia’s body3¥”. Habrocomes’ despair is a new addition to the
motif, since it emphasizes not the military skills of the protagonist but the

depth of his emotional distress; Habrocomes is said to be driven to

** For Xenophon as an imitator of Chariton and not of the genre, see Reardon, (2004a) p.190, The Ephesiaca is neither
folk-tale nor novel; Reardon suggests that it should be classified with Lucian’s Toxaris, Philopseudes, Vera Historiae
than with Callirhoe. The summary of Chrysion’s tale describes its content as na8og, 1.1.1; cf. Xenophon 3.9.4.

#2 O'Sullivan, (1995) p.173: 'the story of Paris and Helen, the archetypical romance'.
#73.10.5.
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Alexandria by an ¢Amig duoTtuxric®®, without concrete plan. The passivity of
Habrocomes results in his being sold as a slave to Cyno, at which point he
shares the same treatment as Anthia. More surprisingly, it is Hippothous who
takes up the role of Anthia’s saviour. The latent homosexual relationship
between Hippothous and Habrocomes results in him searching for his
beloved along with his company of bandits, a search that brings him as far as
Fthiopia gathering a large amount of spoils®®. It is with this money,
supplemented by Psammis’s wealth, that Hippothous buys Habrocomes’
freedom®?° and it is again Hippothous’ gold that frees Anthia from the Sicilian
pimp?*, something which helps the reunion of the couple.

The plot of Xenophon does not have the precise Helen myth in its
background but only the pattern of the ‘Beauty”: since Anthia has much in
common with more than one character of the rest of the novels it is difficult to
argue for a Helen myth, via some other novel: she is buried alive like
Callirhoe, she is shy, like Semiramis, kills, like the violent Sinonis, lets herself
be seduced like the reluctant Leucippe, and she is as cunning as Charicleia. If
compared with the rest of the fragmentary novels, Xenophon, regardless of its
dating - circa 117 C.E,, although O’Sullivan and others argue for an earlier
date*?- presents an alteration in the motif: the male hero is no long in centre

stage, military exploits are not required, and the focus is upon the main

3104,

#4135,

=445,

#1599,

=2 (¥Sullivan, (1995) p-169; for an earlier dating of c. 90 AD see Bowie, (2002) and Rife, (2004) p-106.
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couple. This alteration should not be considered as a development of the

genre, but as an alternative narrative choice.

2.1.1.6 Antonius Diogenes

Antonius Diogenes’ narrative is not one of love and faithfulness but
rather one of adventure; thus the motif of the ‘Beauty’ and her suitors can be
found as a sub-plot. Photius’ summary mentions that when Derkyllis, chased
by Paapis, reaches Thule, Thruscanos, one of her suitors, kills himself after
killing Paapis, believing his beloved dead®®.

Unfortunately this summary does not give enough information about
the relationship of Derkyllis to Thruscanos, although it seems there might be a
parallel in Thermouthis’ suicide over the body of Thisbe or Thyamis’
attempted suicide ‘in battle’ after having, as he thinks, immolated
Charicleia®4. Moreover, given that this is a tale of Derkyllis to her lover,
Deinias, we cannot be certain of the amount of information she might have
hidden from him, as in the examples of Callirhoe or Chloe. But the passage is
important because it emphasises the repetitive nature of the male antagonist

pattern - tovtwv &tepar MOAAX maparAfowx — or of the pattern of the

‘Beauty’.

2.1.1.7 Rhodanes and Sinonis

Another controversial case is that of Sinonis in the Babyloniaca. Photius

*3 Photius, 166, 110b.
1314,
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tells us that Garmus desires her, although she is in love with and already
wedded to Rhodanes; yet, somehow, we find Rhodanes on the cross and
Sinonis urged to marry Garmus®*®. The following part of Photius's account is
patterned around Garmus’ pursuit of Sinonis and Rhodanes. The plot is
reflected in the inset tale about Mesopotamia, with whom Sinonis is
compared, her three suitors, the judgement of Borochos and the killing of the
suitors. Another suitor appears in the person of Setapos, whom Sinonis
pretends to desire, but whom she kills after making him drunk®’. The rest of
the plot describes Sinonis’ jealousy towards the farmer’s daughter, whom
Rhodanes appears to have kissed; Sinonis, to get revenge, announces her
wedding to Garmus, but she later appears to be marrying the young king of
Syria. Garmus sends Rhodanes against the Syrian king, planning to kill him
on his return, but Rhodanes returns with Sinonis and gets the throne of
Babylon, having eliminated Garmus. How faithful Sinonis has been to
Rhodanes is impossible to judge given her wild emotional reactions; but we
still know that both for her and for Rhodanes aipetwrtegov yoao avtoig o
Odvatog 1) F'douov detv3e,

The incident with Setapos, whom Sinonis beguiles and kills, may be
indicative for the interpretation of Sinonis” double wedding. Rather than read

it as faithlessness to Rhodanes, it might be taken as a ploy that allows her to

** Photius, 94, 74a.

* Photius, 94, 75b.

“ The name of Sinonis in Greek means ‘wild’; cf. the verb aivopay, owvéopal, oivvopat, to hurt. Russell, (1993) p.78.
™ Photius, 94,75a, the phrase ends up to be typical in the Greek romances cf.7.6.8, yépov ovx DTOpEVR Bdvartov
eryouan; 4.11.3, 1) 08, AAkauéver pév, €gn, tdpov TEOTEQOV T YaHOV TOV EUdV eVTEeMEéTa.
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avoid difficult situations; hence she promises marriage to Garmus, and in
order to escape her promise, she pretends to want the Syrian king, who has to
fight against Garmus to gét her. Anthia and Charicleia perform similar
beguilements in respect to Perilaus and Thyamis and/or Peloros respectively.
Photius' disapproval of the Babyloniaca, which he summarizes much less
diligently than Antonius Diogenes, is a sign that we are either missing
something from the plot, or that Photius’ account is not precise. The oracle at
the end argues for a happy conclusion to the couple’s adventures. Rhodanes’
campaign against the Syrian king echoes Chariton’s end, especially Garmus'
trick to send a lover against a rival*®. Just as for Callirhoe, Sinonis’ beauty is a
prize for the winner on the battlefield, a winner, who also happens to be, in

the end, the beloved.

Preliminary conclusions

The common motif in the plots above is that of the megipdyntog yuv.
lamblichus’ novel is exemplary among the fragments in that it makes of the
pattern continuous variations which constructs the narrative whereas in J&A
and in Diogenes it is used as a side motif to vary the main narration. Perhaps
Metiochus and Parthenope would have been interesting from this point of
view, but given the situation, there is no way to count Parthenope’s suitors.

Among the extant novels, Xenophon is unique in that Anthia moves non-stop

Photius, 94.78a, Poddvnv drovia 10D 0TaVQOD...KOOUEL TTQATITYIK@E, Kol TEUTEL TOD TOAE HOV...0TRATIYOV WG

€aoTy Kata 100 avtegaotov. Cf. 7.2.6, dV0 T MEOTEENTIWTIATA £ig Avdgeinv Exovres, OavdTov kai autvig
EQWIAL
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from suitor to suitor until her final reunion with Habrocomes. So far the
‘Beauty’ pattern consists of the following quadripartite structural motifs:

a. The heroine falls in love with the hero at a very early stage of the
narrative and their love is mutual: cf. Aseneth, Semiramis, Sinonis, Anthia —
but not Parthenope; Meameris is an obscure case.

b. The suitor(s) react/s by plotting against the heroine - kidnapping,
death penalty, selling as a slave; the oracle’s request as motivation for the
departure®® seems to be Xenophon’s innovative touch.

c. The heroine defends herself with violence and/or guile: cf. Sinonis and
Aseneth (who nevertheless uses a more peaceful approach). Semiramis, if we
take under consideration Ctesias’ tradition, would have been a good
candidate for such a plot too.

d. The hero recovers the heroine — recognition included: this part may
include military campaigns like that in the Ninus and in lamblichus, or a
quarrel as in Aseneth; Metiochus, as the older Miltiades” descendant, seems to
be a good candidate for heroic exploits, although so far we lack textual
evidence. Nevertheless, there is a second option, in which there might be no
battle, like in Habrocomes’ case — although the part of the accomplishment of
heroic deeds is transferred to Hippothous. Recognition scenes seem to be the
case in the Metiochus and Parthenope, the Sesonchosis and in the Rhodanes

and Sinonis. The frequency with which they are used and varied in the extant

1 Griffiths, (1978) p-416: 'destiny, according to stoic thought, cannot be defied or change but endured'.
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novels possibly indicates that the recognition scene was one of the novel’s
main closural tools.

The main characteristics of the pattern discussed here is the dynamic
exchange between motifs of passion or retarding and motifs of action: the
beginnings of Eros, which are the pathétique part of the novel are part of
motif (a); however a novel needs to cover pages and space, therefore an
external force is required to unbalance the perfect bliss of the couple, which is
the function of motif (b); motif (c) is equally characterised by its extreme
dramatic impact whereas the final one, (d), includes both action, the battle,
and emotional scenes. Xenophon is probably the most characteristic,
switching between highly expressive scenes, like Anthia’s wedding night, or
Anthia in the tomb, and scenes of overwhelming action. Further, emotional
motifs are characterised by their lack of mobility, whereas action motifs
stretch over time and space.

The pattern of the recovery of the beautiful has much in common with
equivalent folk-tale material. However there seem to be no other examples in
Greek mythology that approximate this plot, besides the Helen myth.
Moreover, one has to rely only upon the Euripidean version of the story, so
that motif (c) remains unchanged. Indeed there were not many women in
Greek literature, who were allowed to travel, while remaining faithful®. For

models one would have to look further at the East, where the Ramayana is

= Lalanne, (2008).
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probably the best example of the kind: in the Indian epic poem Rama’s
faithful wife, who followed him into exile, Sati, is kidnapped, and the hero
begins a great war to win her back. It may then be that for national heroes,
like Ninus, Sesonchosis and Rhodanes, the explicit demonstration of heroism
is a necessary ingredient of the plot, as confirmation of their identity, whereas
for individuals, like Habrocomes, the need may have appeared less urgent,

hence the emphasis on the emotional distress of the hero.

2.1.2 The explicit versions of Madame Swann??

The above study has shown that, despite the lack of intertextual
evidence, there is a strong connection between the pattern of the ‘Beauty” and
the plot of the fragmentary novels. The extant novels, on the other hand,
make explicit use of the Helen myth, as a simile, model or plot. If there existed
a myth of the ‘Beauty’ in the Greek mythological language, she could not
have been other than Helen. The Helen myth was one of the hot topics of
Homeric criticism, which was constantly contested, reshaped and
reinterpreted. The first centuries C.E. inherited a large mythological tradition
autour de Madame Swann of the Greek mythology, which they further

questioned and readapted.

2 The wife of the educated Charles Swann, in Proust's A Ja recherche du temps perdu, Un amour de Swann. Mme

Swann, born QOdette de Crécy, is a courtesan with dubious past, but through her marriage she made it into the higher
class. She is here cited as a modern model of the Odyssean Helen.
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2.1.2.1 The second sophistic on Helen

Dio, Aristides, Lucian, Plutarch, and Philostratus

Despite Stesichorus’ and Euripides’ efforts to re-establish Helen’s
chastity®?, the writers of later antiquity®® do not seem to follow this
innovative approach, but when they are attracted by the Stesichorean version
it is always because of its moral message of Stesichorus’ blindness and not
because of the myth; among Dio's multiple references to the unfaithful Helen,
only two allude to the Stesichorean Helen and are used only as similes™. His
Trojan discourse is not a reworking of the main pattern but a transposition of
it, since Helen is still in Troy and cause of the war. Lucian shows no mercy to
Helen even in the underworld, where she is still the faithless wife of
Menelaus®®. For Aristides Stesichorus is the vague hypotext of his Palinode,
although the majority of his Helen-related intertexts come from Homer,
including Sacred Tales which alludes to Odyssey 4*7. For Pausanias®® and
Plutarch®® Helen is mainly the Homeric version of the myth and it is only

Philostratus who gives an idealised version of Helen in the Second

= See Wright, (2005), who contests Stesichorus' authorship of the myth ‘chaste Helen'.

#* The reception of Helen in Kahil, (1955), Lindsay, (1974), Clader, (1976), Austin, (1994); see Gumpert, (2001) for an
interesting revisiting of Helen in myth and as philosophical, theatrical, rhetorical metaphor and text; for the
Euripidean treatment of Helen as a parallel to Penelope see the seminal Holmberg, (1995). For the text see the
commentaries of Kannicht, (1969) and the recent Allan, (2008).

7213 (Stesichorus' blindness and the poet who is bribed by the kings); 80.4 (freedom is like Helen's ghost).

“= Dialogues of the Dead 5.1.

 Aristides 47.1 (Keil), Sacred Tales, 1.1, box@ pot katax v EAévny v Oungou tov Adyov nomjoesal. kai Yao
EKELVT) TTAVTAG PEV OUK dv dnoty etnetv ooot Dduootiog tadacideavis eiow eBAot. moaiwy dé Tiva avytod pioy
aoAafoloan, olpay, dupyeltal.

3 For Pausanias as a ‘classic’, like Plutarch in his interpretation of myths see Veyne, (1983).
“* Hardie, (1992).
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Sophistic*: Helen in the Heroicus lives in the Islands of the Blessed not with
Menelaus, who is unworthy of being the husband of such a chaste beauty, but
with the bravest and handsomest of the Achaeans, Achilles, with whom she
fell in love only by hearing his story: 'undé 0p0éviag aAAnAovs, aAA'T) pev
kot Atyvrtov, 6 d¢ év TAlw &vteg®. But, given that Philostratus comes
chronologically later than the majority of the novels, the influence should be

traced from the novels to the Heroicus and not vice versa.

The text of the Helen

The textual tradition of Euripides’ Helen presents some problems
concerning the reception of the play: only one papyrus survives and the text
has come down in a single manuscript, not forming part of the Hellenistic
‘selection’. The interest of the novelists in plays like the Helen, the Iphigenia
and the Andromeda indicates that the selection might have been mainly a
scholarly or educative initiative, as Barrett argues®?, despite the fascination of

authors of non-scholarly prose-fiction works with those plays.

Structuring units of the Helen myth?3

The structure of the Helen myth viewed in its totality provides us with a
well defined pattern, analogous to the one described in my treatment of the

implicit versions myths of the ‘Beauty’: it includes (a) a romance (her

" See Bowie, (2008) p.30, for Philostratus and the Persian tale of Odatis for Zariadres.
% Heroicus, 54.3tf (De Lannoy).

“= Barrett, (1964) p. 52.

* See Table 1 (Appendix for Part II).
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wedding with Menelaus or romance with Paris) and a set of disappointed
suitors; (b) the suitors’ reaction to the Beauty's romance and their plot (Paris
forces Helen to follow him/ the Greeks besiege Troy, in Dio’s version), (c)
Helen’s wit in avoiding the suitors’ advances (only in the Egyptian episodes)
(d) Helen’s recovery by a lover, who has proven his value on the battlefield
(Menelaus/ Achilles). What is not a main part of the Helen myth is motif (c),
the self-defence of the heroine against occasional suitors, which figures only
in the Euripidean Helen. The play does indeed contain the four basic parts of
the pattern: (a) Helen marries Menelaus, (b) there is a plot against the heroine
(by the gods/Paris), (c) the heroine defends herself (against Theoclymenus)
and outwits him; (d) Menelaus recovers Helen after a fight, a parody of the
tight for Troy®*.

The above classification shows the distribution of retardation and
motion between the different motifs of the pattern (Table 10). The marriage
and/or love romance is not a parameter for action, but the plot of the suitors
is, since it carries the heroine away from her house/husband. Penelope is
included in my Table because, just like the Homeric Helen, the Penelope myth
uses motifs (a), (c) and (d) of the classification. Both the Homeric Helen and
the Penelope do not conform fully to the pattern. It is only the Euripidean
Helen, which follows exactly the structure of the motifs; faithfulness,

adventure and reunion could not be found in one myth. The xawv) Helen is

™ Helen, 1602-1604, ¢:dvey d vabs €0geito. magakéAzvopa & Av/muuvnOev ‘EAévng mod 10 Tewikdv kAéog/;
dellate oog Gvdoag Bagpdogous.
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the only evidence for this merge.

As we have seen J&A as well as lamblichus and the Sesonchosis novel
attest a non-Helen-based tradition of the pattern. Moreover, the more
Hellenocentric Xenophon does make explicit use of the ‘Beauty” pattern, but
not of the Helen. It is therefore plausible to claim that the already existing
‘pattern of the faithful Beauty and her suitors’ was eventually transcribed into
a ‘Helen pattern’. The existence of the Euripidean Helen facilitated the process
by joining the two incomplete versions of the tale, the Homeric Helen and the
Homeric Penelope. The gradual adaptation of the Helen myth in each novel
argues for an already existing pattern, which the Helen myth enriched by

providing new dramatic possibilities for the treatment of the motif.
2.1.2.2 The Greek novels on Helen

Chariton

The most thorough study so far of the Helen myth in Chariton®® is
Laplace’s seminal work “sur les légendes Troyennes®®, which deals with the
double aspect of Callirhoe as Helen, thus related to the Greek past, and as
Aphrodite mother of Aeneas, thus related to Roman mythology. Laplace
makes use of all possible intertextual triggers of the Trojan myth at the level
of plot and especially of characterisation; she concludes that ‘pour Chariton la

légende de la guerre de Troie se résout en un ensemble de thémes rhétoriques

* For intertexts and patterns Table 2.
* Laplace, (1980) p.100.
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symbolisés par les mots — dwoov, eldbwAov, ovoua, TAlov &Awoig - celles du
concours et du feu, des proverbes, le jugement de Paris, la pomme de
discorde, la palinodie, la guerre pour un fantdme. Leur interprétation
romanesque sappuie sur l'lliade et surtout sur 1'Helene d’Euripide.
L’imitation d’Homeére n’apparait que dans les scenes de dénouement (le
proces de Babylone, la guerre des Egyptiens contre le Grand Roi, ou elle
s’avoue par des citations. Au contraire les situations romanesques empruntées
a Euripide (le transport du fantdme, les fausses funérailles, la fuite de I'épouse
aux cOtés de son premier mari) sont mentionnées plusieurs fois au cours de
I'intrigue, mais seulement par allusions ou jeu de mots'.

Laplace interprets the myth symbolically, on the level of thematic
words/meanings, and not structurally, which is the reason why she does not
follow the allusions to the ‘légendes Troyennes’ in the order they appear but
makes of them an un-contextualised semantic composition. Laplace’s reading
of the Callirhoe is on a secondary level, which méans that it is to be
understood by those who have finished the first, straightforward reading of
the novel and can judge the mythological intertexts retrospectively. I here
follow her analysis, although I start with a first-reading interpretation of the
Callirhoe. Unlike Laplace, I am trying not to choose between a prevailing
Homeric and/or a Euripidean intertext, but to apply different focalisations of

the Helen myth, that of Callirhoe, of Chaereas, of Artaxerxes, and of

Dionysius.
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A closer reading is that of Hirschberger, who studies the epic and tragic
intertexts. Hirschberger gives more credit than Laplace to the Homeric
parallels, studying more closely the two texts and taking into account the
many citations. He reads Chariton as an ambitious imitator, or rather an
avatar, of Homer¥". Hirschberger’s study is intertextual and does not insist on
pointing out systematically the structural parallels between the Homeric myth
of Helen and the Callirhoe. Just like Laplace, when it comes to the proper
discussion of myths, he presents a mythological biography of Hermogenes’
daughter, in which figure all of Helen, Penelope, and Alcestis*®. Another
mythological biography of Callirhoe is given by Cueva, who traces the
mythological hypotext of the novel in an obscure mythographical account by
Paeon of Amathus®®, discussed by Plutarch. The same idea with a hasty
mention of the Homeric parallels is further elaborated in his more recent
book*?. Finally Marini presents Chariton as the first novelist to incorporate
theatrical elements in his work, therefore adapting the Heler®”.

But the problem of the structural parallelism between the variations of
the Helen myth and the Callirhoe remains, resulting in a confusion that is
visible on the level of tentative characterisation: who is Callirhoe’s legal
husband? Is Chaereas Paris or Dionysius, who takes Chaereas’ wife, or is

Chaereas a Menelaus model, whose marital bliss is threaten by Mithridates

* Hirschberger, (2001) p.157, on Chariton 7.1.8 and lliad, 7.357-8 in respect to the forthcoming fame of his
composition, inscribes Callirhoe in the epic tradition.

** Hirschberger, (2001) p.167-168.

**Jacoby, FGrH, 757 F2.

¢ Cueva, (2004) p.18ff.

7 Marini, (1993).
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and Artaxerxes¥?? What is the role of the Great King¥®? Is Callirhoe a
Euripidean faithful Helen or a Homeric one¥*?

In the following analysis I will try to differentiate between the reading of
mythological intertexts at two different reading levels: I will distinguish
between intertexts qualifying as myth!, ie. tales from mythology often
introduced as a comparison and/or simile, and intertexts major for the plot,
the Helen motifs, which belong to myth" and can be interpreted only during a

second reading of the novel.

1. Mythological models: myths’ and the Callirhoe

Chariton makes the most out of the intertextuality with the Helen myth
in both its Homeric and its Euripidean versions. Callirhoe is on many
occasions compared to Helen, especially with respect to her divine
appearance. Callirhoe, like Helen, is the image of the goddess upon earth, the
most beautiful woman that captivates both male and female gazes.

The instances in which Callirhoe is compared to a goddess or a
mythological figure are in most cases introduced with a comparative or
equivalent. On the first occasion her beauty is presented with the schema
‘ovde.. . M...&AAGY? and in the procession to the temple she appears @omep

Aotéudog &v éonuia kuvnyétawg émotaong. Callithoe on her deathbed is

7% For Chaereas as Menelaus see Hirschberger, (2001) p.165 and Dionysius as Paris see Marini, (1993); for the capture
of Tyre as an model for the capture of Troy, hence Chaereas as Menelaus, see Laplace, (1980) p-99.

7% Artaxerxes as Theoclymenus and Stateira as Theonoe Hirschberger, (2001) p.166; for Artaxerxes as an expansion of
the amorous-trio motif by a third person see Fusillo, (1991 (1989)) p. 26.

7+ Schmeling, (2005) in respect to Callithoe abandoning her child, like the Homeric Helen.

111, xaAhog Belov, ovdt Nmouridos ) NUpdne...cAa avtic Adgoditrc.
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compared to Ariadne®s and when she has returned to life Dionysius’ servants
are stunned by her presence oia Bex éwgaxévar”’. The same comparative
formula is used to describe Chaereas’ handsomeness®®. Dionysius too when
comparing her to Helen uses a superlative phrasing ‘ovdt...o0twe™’ to
describe the difference between his ‘would-be’ reality and the ‘would-be’
reality of the myth. These comparisons are common mythological parallels
that are used throughout the literary prose of later antiquity and on a first
level they have the same function as that of myth! discussed above®: i.e. they
provide the reader with a well known story upon which he can reconstruct
the current, not well known, story. In other words the mythological models
provide, at a first reading (the second will be analysed later), the context in
which fiction becomes more accessible. For Dionysius then Callirhoe is indeed
the most beautiful woman on earth.

These comparisons illustrate physical or moral analogies between the
characters and their mythological models, here Helen, but they can also be
used to describe scenes and situations. The most illuminating example is the
comparison of Dionysius to Menelaus: Dionysius receives Callirhoe as a

present from Aphrodite and he starts to imagine his life, pakagiov vTéQ

7 1.6.2, eixalov avtiv Aguidv); the verb in the active voice meaning compare, in the passive resemble.

1140

1.1.2, olov AxiAAéa.

*2.6.1, ovde vag v EAévnv evpogdov olitws vtoAapBave.

¥ of. Dio, 3.31, Zéo&ng 6 1@V IMeguarv Baohels TV HEV YV Enoinoe BaAattay...doreQ ofpan tov Tooewava
onowv ‘Oungos; Ludian, Hippias, 1.15, (on wise generals) olov maAat pév Ayopé pvova kai AxtAAéa, T@v katw d¢
Tov AAeLavdgov kat TTigeov iopev; Lucian, Philopseudes, 5, dnéoot fj moAeuiovs ¢Enmatony ...ola TOAAX Kai 6
Oduocebs énoiet Ty T& Ao YuxTV GOVOHEVOS.
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MeveAéwv TOV TG Aakedatpoviag yovaikog®:,

Dionysius here does not, on a first reading, refer to the pattern of the
Helen myth, but to Menelaus’ marital bliss, although the reader can interpret
it differently: for him/her the comparison is of course ironic since he/she
knows about Callirhoe’s background and her prior marriage to Chaereas™,
which is enough evidence for a possible Helen pattern. Dionysius will
continue to compare his situation with that of Menelaus when he is invited to
Babylon; there, in the centre of Asia, he sees Paris®® everywhere. Later,
Chariton-narrator will let us know that Callirhoe, as dwgov 10 k&dAAloTOYV,
olov o0dt & AAéEavdgog O Tlage®, was first given to Chaereas by
Aphrodite. The phrase is a comparison again, but this time the analogy has
been repeated so many times, and especially the word dwoov®, that it is no
longer a mythological analogy but a mythological pattern embedded in the
novel’s plot.

Another example is Thetis as mythical model for Callirhoe’s wedding (-
s): in her first wedding to Chaereas we learn that the marriage was perfect,
like that of Thetis and Peleus, mANV kai évtavB& Tic €VEEON Paokavog
daluwv womeQ daotv v ékel 'Epwv. Accordingly Callirhoe’s second

wedding is compared to the wedding of Aphrodite with the same phrasing,

*12.6.1.
418, g v AevkwAevov kat KaAAiodvgov édaivero i Oprjgov.

*35.2.8, Mevédaog ev M owdgovi Enaetn v EAEvnv ok étrignoev...moAAol [Tdowdes ¢v [Tégoais.
4813,

#26.1.10 (for Artaxerxes).
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since on the same day the faokavog daipwv was not absent™.

The passages above should not be interpreted to the letter. Indeed both
Callirhoe’s marriages are compared to mythological ones but the important
point for the plot is not the Nereid or goddess with whom Callirhoe is
compared®, but the repetition of the phrase 'Bdoxavog daipwv' that acts as a
reminder for the reader. It is not the mythological model but the novel's first
wedding that foretells the fate of the second wedding; in other words, it is not
Eris, the cause of the Trojan War and/or Aphrodite's vanity, but the novel’s
treatment of the amorous jealousy that ruins the lives of characters and varies
the typical plots of the Greek novels.

Therefore, the model is there to facilitate the first reading — in the case of
Thetis’ marriage the reader knows from the myth that a misfortune is coming
— but it is the repetition within the novel's very plot that makes the model a
pattern. This is the reason why other examples, like the Ariadne and/or the
Thetis myth, although brought up more than once, cannot be fully developed
into patterns®. The Helen myth leaves the realm of model and enters the
sphere of pattern not because of its comparative introduction - oiog, woTeg,
oia — but because the repetitive Helen motifs, which, as Laplace has observed,
may also be clustered around connotative words, like aywv, abAov,

TOAEH0G, €dwAoV, kdAAog, dwpov. But in this case the reader does not

> 1.1.16; and 3.2.17.

#3356, tic Bewv avtegaoTig pov yevouevos KaAdwony amevivoxe... obtw xai Onoéng AQukdvv &deiAeto

AOVLoos kal Axtaiwvos LepéAnv 6 Zede..@étis.. [InAel magéuewve; 643, 7 éx Bardrmg avaPéBnrev GAAn
QfTic.

* For a discussion of the educational background of Chariton see Hock, (2005).
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interpret the model linearly but is engaged in a dialogue with the respective

intertexts, here the Iliad, the Helen, and the Callirhoe.

2. The Helen pattern

The first Helen-pattern of the Callirhoe is not necessarily based on the
Helen myth, although its development may appear thematically dependent
on the Euripidean version, as suggested by Laplace. Callirhoe the Beautiful,
daughter of Hermocrates, is given in marriage to her chosen one with the aid
of Aphrodite, whose priestess she is. This first motif of the pattern is followed
by the jealousy of the unsuccessful rivals, who are now united against
Chaereas: the narrator informs us that ol y&o pvnotiees anotuxdvteg Tov
YAuov...wuovonoayv, because of their common ®06voc®.

This last verb makes the reader consider the difference between Helen’s
wedding, which is alluded to in the simile of 1.1.16, and Callirhoe’s: instead of
solidarity between all the suitors, initiated by Odysseus, Callirhoe’s wedding
resembles the marriages which in the novelistic world are threaten by various
rivals. The second motif of motion consists of the suitors ‘conspiracy against
Callirhoe’s chastity: Callirhoe, as the tyrant of Acragas mentions, is not only
above suspicion, ebotabrig, but she is also incapable, anewgoc karoroug
vrtoPiac™, hence cannot be corrupted, which is the reason why the first plot

against her chastity, the wdpoc®!, fails. Therefore, much unlike Helen,

211, €010aToAGYT aTolE £t TOV AoV & DPOGVOS.
1 1.2.6.
#11.3.3.
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Callirhoe is not prone to flirting or adultery, but her slave is, who is described
as the TwwtamVv T@OV Bgoamawvidwv of her maidens®2. A double of
Callirhoe is then used for the role of the unfaithful woman in a plot which
assimilates it more to tragedy than comedy. Regarding the double of
Callirhoe as his ‘unfaithful’ wife, Chaereas storms into the house and kicks
her dead. The plot against Callirhoe results in her burial and transportation to
Miletus by Theron and his bandits, who find her recovering her senses in the
tomb.

The pattern, unlike the one discussed in the implicit version-section,
does not include detention of the protagonist by one of the suitors, because
the text opts for a different choice: Callirhoe is handed over to Dionysius,
who, not respecting the law of hospitality, wishes to keep her for himself.
Callirhoe defends her chastity until she discovers her pregnancy by Chaereas
upon which she consents to marry Dionysius. Meanwhile Chaereas, finding
her tomb empty, decides to search for her, captures Theron from whom he
learns the truth, and he sails to Miletus.

This pattern has nothing in common with the Helen myth so far; rather
it appears to be much more a tragic version of a New Comedy, with certain
comic elements avoided, as discussed in the section above. However, the
main four motifs of the pattern are included: (a) marriage and chastity; (b)

plot against the heroine and her transportation; (c) the heroine’s defence of

W14,
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her chastity against her suitors, waiting for her husband’s return; and (d) the
husband’s sailing to recover his wife. The first part of Callirhoe’s drama does
not have strong allusions to any Greek myth in particular, despite Laplace’s
claims, and one should congratulate the inventiveness of the narrator for
making Chaereas and not the suitors responsible for the apparent death of his
wife — this is the reason why I believe it is more plausible to search for
Chaereas’ mythological background in Achilles rather than anyone else, a
choice which would serve the development of two mythical patterns, those of
Helen and Iphigenia. Whichever mythological or historical source is the most
plausible candidate for this variation®s, the result is that Chaereas, unlike
Menelaus, discovers the truth immediately after and has no reason to doubt
his wife’s subsequent chastity.

The plot of Chariton could have been closer to historiography than
fiction if it weren’t for Callirhoe’s resuscitation®, which brings the story
closer to the Helen myth. Myth in Chariton, like his mythological simile, is
not only a matter of pattern but also of interpretations: thus the Helen myth as
we will see is inscribed in Chaereas’s and Callirhoe’s readings of the plot and
in Dionysius’ separate reading, and it depends on the amount of information,

and literary background each of them has.

** Chaereas may allude to Chabrias, for which see Salmon, (1961); or Cassius Chaereas, the assasing of Caligula, for
which see Bowie, (2002); for Chaereas' resemblance to Polycrates, Nero, and Herodes Atticus see Hunter, (1994)
p-1079-1080. The mythological 'characterisation’ of Chaereas assimilates him to Achilles and Nireus (the most
handsome hero of the Trojan war), Hippolytus (most chaste), and Alcibiades (for his fierce nature); Alexander the
Great as a 'semi-historical' model for Chaereas is echoed in the capture of Tyre in 7.2.7. Cf. also Arrian, Alexander’s
Anabasis, 1.12.1 for the relationship of Alexander and Hephaestion as a model for Achilles and Patroclus; Alexander,
like Chaereas, had a reputation for killing his lovers, e.g. Clitus in Alexander’s Anabasis, 4.8.9 and 4.9.3.

* Chariton's ‘historical fiction” in Hunter, (1994) p.1084.
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Chaereas’ first reading: Callirhoe not in Egypt?
Callirhoe, in a prolepsis of Book 2, adds in her recapitulation and

lamentation at the end of Book 1 the following comment:

Kl oU uév mevOels kai petavoeis kal tddw keve magakadnoal, petd Bavatoyv

UOL TNV 0WHQOTUVITV HAQTLQWV.

Callirhoe sketches here the flow of the story: eventually the truth will
emerge and Chaereas will exculpate her, only too late; then he will visit her
tomb in remorse, to find it empty. In front of the empty tomb, Chaereas

delivers a lament:

dvaBAédag el TOV 0DRAVOV Kol TG XERAG dvateivas ‘tis doa Bewv avtegaotng
uov yevopevog KaAAwdnv amevivoxe kail vov €xet ued’adtov un Gélovoay,
aMa Buxlouévy OO KQelTTOVOS HOIRAG;...(NTHow o¢ dwk yni¢ Kai Galddoong, Kav

elg aLTOV avaPhval Tov aépa dvvwua®®.

Chaereas’ theatrical gestures, the lifting of his hands and his monologue,
have the appropriate impact: the crowd, which has come urged by ®yun to
witness the arnotov event®, laments the supposedly ‘dead” Callirhoe, as if
she had just died*®. For Chaereas at this early stage, only a god could have
kidnapped Callirhoe — the similes that we examined above introduce Ariadne
and Semele; yet, whereas both Ariadne and Semele willingly gave themselves
to Dionysus and Zeus respectively, the detail ur} 8éAovoay, AL Bualopévn
in combination with Chaereas’ vow to look for her upon earth and sea points

to the Helen myth; the supplementary broadening of the quest to the air is

#71.14.10.
337
#1332
337
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reminiscent of Helen’s aerial transportation to Egypt by Hermes**. The reason
is that Helen, alone among the other famous kidnapped beauties of antiquity,
left behind a loving husband, whereas Ariadne was deserted by Theseus,
Jason used Medea to achieve his goals, and Io and Europa, whom Cadmus
tried to recover, were not married?®,

Chaereas’ speech cannot allude directly to the Helen myth because
Hermocrates’ son-in-law does not know what has happened in Dionysius’
household. It is the reader who can interpret this comment retrospectively, as
part of the Helen pattern, knowing that Dionysius cannot let this beauty go.
In order to extend the suspense, Dionysius is not presented immediately as a
rival, since he appears ready to marry the newly bought slave to a cowherd or
a shepherd, following other possible novelistic motifs, in which the heroine is
sold and thus kept moving by passing from hand to hand“!. But Aphrodite
has reserved a better (p)lot for her protégée. The first part of Callirhoe’s tale at
Dionysius” house has strong connections to the Helen. Dionysius is presented
as well educated and ¢AdvOowmog and his household as an dya67) otxia®®?.
Dionysius’ maudeiax®® hints at a better treatment of Callirhoe. Indeed the
beautiful protagonist, when asked, recapitulates her adventures to her master,

closing her speech with a supplication:

*+Cf. Helen, 44-45; Theron as Hermes in Laplace, (1980) p.90.
" For Chaereas’ expedition to save Callirhoe patterned on Menelaus’ Trojan expedition in Alvares, (1997) p.619.
#*2.3.1; this is the case of Anthia inof Leucippe at Sosthenes’ hands and probably t of Parthenope. The excuse for

selling Callirhoe as a handmaiden from Sybaris is also analogous to Anthia’s treatment by Manto: she is sold because
of the jealousy of her mistress, 1.12.9.

#=2.2.1, Plangon to Callirhoe.

#7241, tenadevpévog dvie xal E£aQETAG HQETAS AVTITOWDUEVOS.
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10V AAkivoov dydueBa 1 xal mavtes Grloduev OtL eig TV aTeida avémeupe

TOV IKETNV" IKETEVW O KAy ™.

Callirhoe is requesting hospitality, as implied by the comparison with
Alcinous; moreover, in contrast with the Homeric intertext, Dionysius does
not behave according to the laws of hospitality, despite promising her his
help. Hence the delay in dealing with Callithoe’s return changes Dionysius
from a potential wise Proteus*® to a Paris*®. The major difference is that, at
least in the beginning, Dionysius is unaware of Chaereas’ existence and even
when he learns about him he is not ready to cede his, by then, wife; yet he
knows from the beginning the other dangers of keeping Callirhoe, especially
with the expected arrival of Hermocrates’ fleet*"’.

Dionysius is represented in a liminal position between a potential
Theoclymenus and a Paris, who ends up being a Menelaus*®. Being Greek, he
is not willing to force Callirhoe into marrying him nor is he willing to return
her*”. Tyche, however, decides upon a third option. Calliljhoe’s pregnancy
compels her to give up her fidelity for the sake of her unborn child“?. And
with this twist of the plot maternal diAootopyia wins over female chastity*!.
The traditional pattern is altered although the function of the motif,

retardation, remains the same: further, more than in the traditional scheme

#%25.11-12.
“* Helen, 46-47, Zetg —tévdy eic olkov MowTéws idpvoato,/ maviwv meokgivag owdeovéotatov eotav.

245, eprrovikel 8¢ 6 Egws BovAgvopéve kaAws kal DLy £doKet TV owdgootviy THv ékeivou.
#7327

“> For Dionysius as Theoclymenus see Laplace, (1980) p.94.
#*2.6.4, 0 £mti ) oWHEOTVVT) TEQLBOTTOC.

A %10.?, TEQL UeyioTwv 1) algeais, 1) cwdeoovvis T tékvov. Contrary to Helen, as in Sappho, Fr.16, wbdé naidoc
0LdE GIAWY TOKNWVY ATV EPVATET).

1291, ebontan metBois EvEXUQOV. VIKITEL CWPQOTUVIIV YUVAIKOS HMTEOC PLiooTopYia.
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Callirhoe’s wedding to Dionysius makes the permanence of the situation even
more durable. Unlike the other chaste female heroines, who expect a reunion
with their partner or an ‘apparent death’ that will allow them to move
forward in the plot, Callirhoe’s marriage to Dionysius diminishes her hopes
of meeting Chaereas again*?, the child would appear to be Dionysius’ and she
will have to wait until her son grows up so that his looks confirm his descent
from Chaereas*®.

Chaereas’ first reading of the Callirhoe plot is misleading since he lacks
information and instead of finding his wife in slavery*“, as a traditional
novelistic plot could have had us expect, he finds her married and seemingly
happy, beyond every novelistic expectation. This is the first, meta-novelistic

reading of the Callirhoe.

Dionysius’ reading: Callirhoe in Troy

Dionysius receives Callithoe as a present from Aphrodite and he is
willing to make her his legal wife, dreaming that at her side he will lead a life
happier than Menelaus did*®. This ironical dream is realised sooner than he
hopes in all its details, so that one could argue that the simile classified as
myth' above may function on two levels: within the narrative, as pure
comparison, and (mis-)understood only by Dionysius or as a hint to the

reader that pre-sketches what the plot has in store.

** Indeed it is only Plangon who tries to persuade her to do the opposite. Cf.2.10.6-7 (Plangon), ovdév DmamTEvE
KaAAgon...navovgyiag amegos dovAuxis.
H32.11.2.

73.5.9, el pn duvauat T yovaika T UV aroAaBeiv B£Aw kiv dovAevely pet avTic.
95261,
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Callirhoe’s second wedding is described in more detail than her first and
it is compared to Aphrodite’s wedding*. She gives herself freely to him in
marriage?’, according to Dionysius’ official version, and in the popular
opinion she remains a simulacrum of the goddess*s. The marriage of
Callirhoe to Dionysius appears to be one of perfect bliss, especially after she
gives birth to ‘his’ son. A second Helen pattern starts without completing the
part (d) of the previous motif.

Chaereas, arriving on the shore, not only finds his wife married but,
soon after his capture, also learns from Mithridates that she is the mother of
Dionysius’ child. The interpretation thus given of her is full of Homeric
undertones that point directly to Helen, the macwv doefeotdtn among

women:

amote Kallipon kai macwv aoefeotdtn yuvak@v...ob d¢ £1oudag Kal yduovg
£Bveg Epov dedepévov. oK Tjokeoev OTL Yuvr] Yéyovag dAAov Xauwgéouv (wvag,

véyovag d¢ kat unno*e.

And here is when the first and the second patterns of Callirhoe’s
abduction intermingle. Callirhoe, as a wife and mother, has a more than legal
place at Dionysius” side. Chaereas then has no reason to continue his quest
and motif (d) of the first pattern is threatened since he wishes to be crucified.
But Mithridates” cunning persuasion keeps him alive. The satrap is not a

traditional part of motif (d) but he is also a rival: hence although he promises

#832.16.

7329, evw yuvaika éAevBéav.. Ppavegis KAt VOLOUSG EyNua.
#3215,
#943.10.
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to bring Callithoe to Chaereas, his actions result in making the distance
between the two greater. With Mithridates” plot a new pattern appears which
is structured as follows:

(a) Callirhoe marries Dionysius and seems to live happily ever after. On
the fake news of Chaereas’ death Callithoe leads a public funeral for her
reported dead husband, which is attended by Mithridates and Pharnakes.
These two satraps are the new suitors of the Sicilian Beauty:

napfioav 0t kal dvo catpdmal. MBoats kat PagvAaKNG...MEOPACTS...TLUNTAL

Aovioiov, 1) ¢ aAnBeia KaAAdny idetv?.

(b) On getting hold of Chaereas’ letter to Callirhoe, Dionysius does not
interpret it in the straightforward way (i.e. that Chaereas is indeed alive), but
questions its authorship. As a well-educated man, he sees in Mithridates a
rival. In the court that takes place to decide on Callirhoe’s chastity Dionysius
accuses Mithridates of having acted dwx 10 g Eeviag dikatov...ovte WG
dAog ovte wg avre owdeov?. Mithridates is then cast from Dionysius’
point of view as the seducer, the rival, or in his Homeric reading of his and
Callirhoe’s tale, as a Paris, who has disgraced his friend’s hospitality. The
invitation to Babylon makes Dionysius, who is well versed in mythology,

question the outcome of such a public exposure:

415, 4.3.12, MiBoddtis...£dedoog pévav petalt Xapéou Te kai ALovuoiov adtdg dxoveri td &BAov amoioetal
<156.6.
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toAunot kal 100 péAdovrog amgoodgarte, eic BapuAamva KaAdomv avei, dmov
MiBowatal tocovtoy, Mevédaos év T owdgove Lmdetn Ty EAévny ovk
gmionoev, AAAQ agevdokipmoe kai Baciéa BagBagos mouny. moAAot TaQwdeg

ev [Tépoaici?.

It is not the similes which Dionysius inserts in each of his speeches, but a
narratorial comment that offers a more solid ground for basing the
interpretation of the Callirhoe plot within the limits of the Helen myth. Before
Dionysius’ claims the narrator presents the gnomic ¢voer ¢ éotL 0
BaoPagov yovaiuavéc?®, recalling the famous characterisation of Paris from
the Iliad: AVomagL €idog &Quote yvvatpavig mMrmegomevta. Hence,
Callirhoe’s second adultery insult is based on the notions of hospitality and of
womanising, appealing to the readers’ knowledge of the Homeric text‘2.

Mithridates’ conspiracy does not result in a new kidnapping of
Callirhoe, but it initiates her long trip to Babylon. Callirhoe regards this
expedition as more distressing than the previous one; wg O flkev e
notapdv Evdgatnv..téte 1101 mébog avtv Umedveto mateidog te Kal
ovyvevavi®, Callirhoe’s homesickness at the beginning of the new action
motif recalls Helen on the towers of Troy, who is invited by Aphrodite in

disguise to watch the duel between Paris and Menelaus*”.

The meticulous reader gets more hints regarding the further

y
i
1
Ur U
[SS el

2.8
2.6.
+# [liad, 3.39, and 13.719, Hector to Paris.

= Especially since the word yuveapavés in the post-Homeric tradition appears only once again in Quintus 1.726;
hence it is a rare gloss.

#£5.1.3.
* lliad, 3.139-140, &¢ eimovoa Bed yAukvv {peov épBade BuUG/AvdQSs Te TEOTEQOV Kat KUTEOG TidE TOKTwWV.
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development of the plot. The full intertext, that underlines a first level of
reading, comes a bit later when Callirhoe’s entrance into the court is followed
by a couplet from the Odyssey:

elofAOev elg 10 dikaotiglov, olav 6 Belog momtig Ty EAévny émotival pnot
ol ‘audt oiapov kat TavBoov 1de Bupoitnv..mavies drgricavto magai

Aexéeot kKALON Va3,

The chapters at Babylon, however, present the reader with another
version of retardation, whereas the Homeric intertext alludes to an action
motif*?; the duel. Artaxerxes, smitten by the beauty of the heroine, postpones
the decision without being able to choose between being Callirhoes’ égaotrc
or her dikaotc*®. This time it is Dionysius’ Homeric reading that classifies
Artaxerxes as Paris®!, against whom he has to fight for the prize Callirhoe*2.
But Dionysius’ readings of the Callirhoe are misleading too, like Chaereas’
previous one. Blinded into believing that he is Callirhoe’s rightful husband he
refuses to make place for another reading: the one proposed by Mithridates,
who asks him to reconsider his accusations and make a recantation, a
taAtvwdia®®, The recantation of Mithridates alludes to the Stesichorean
recantation and suggests a second level of reading, a more suggestive one:
like in the Euripidean play, Menelaus, who is thought to be dead at the

beginning of the play, is proved to be alive. Equally, the court session

5.5.8-9; cf. lliad 3.146 (Helen on the wall), Odyssey, 18.231 (Penelope and the suitors).
** Laplace, (1980) p.96, has argued that the legendary duel between Menelaus and Paris is transposed at the court of

Babylon. However, the court only postpones the action until the Egyptian revolte. The motif of action, the war for the
Beloved, is still to come.

+6.1.10.

#76.2.7, evdov E€xwv aAAoTolay yuvaika.
#26.2.1, v ¢ 10 ABAOV...kAAAOG TO TOETOV.
%577,
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between Mithridates and Dionysius resuscitates Chaereas from his Milesian
tomb and brings forth another possible pattern: that of the chaste Callirhoe in

Egypt, as in the maAwvedia.

Artaxerxes’ reading: Callirhoe in Egypt

This second plot of suitors against Callirhoe does not result in a war but
it introduces a new pattern with Artaxerxes figuring as the potential rival. The
third plot against Callirhoe’s chastity is manipulated by Artaxates, the Great
King’s eunuch, who encourages him to court Callirhoe. This pattern is
analysed into the following motifs:

(a) Callirhoe is legally wedded to two husbands (one should marvel here
at Chariton’s inventiveness). But the King wants her for himself.

(b) The King tries to persuade Callirhoe of his love insisting that
Artaxertes should use everything but eschew two ways of persuasion: unjte
akovoav prte dpavepws?, The king does carries away Callirhoe twice: first
he invites her into the forest for hunting — a passage suspiciously echoing the
Hippolytus in its treatment of hunting as a remedy for love; but the passage
also alludes to the loves of Aeneas and Dido in Aeneid IV, and to the Helen,
regarding the hunting practices of the king*® — and secondly, when the war is
declared against him, he keeps her with his wife, who follows him on his
campaign.

(c) The advances of the King however are not successful and Callirhoe

2 6.4.10.
+* Helen, 314.
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tactfully avoids direct confrontation, arguing that the king is showing her not
his love, but his pity, éAgei*®".

Callirhoe, whose eloquence Dionysius has already praised*”, behaves
here much like the Euripidean Helen, defending herself without offending
her barbarian interlocutor. Artaxates cannot believe that she is refusing the
Jove of the Great King since ovk 1jdet 8¢ dpodvnua EAANvikov evyeveg kad
uaAota 10 KaAApdng e owdoovog kai GprAavdeov®®. Once Artaxates
Jeaves she throws herself into a tragic lamentation, which recalls that of the

Helen**:

® ®dAAog émiBovAov, OV  poI  mAVIWV  KAKWY  alTiov... aye om,
KaAAQON...amdodhalov geautiv...&v 8¢ Pudtegdy Tt yévntar, tote £0Tal ool

Kaog erudelfat Xaéa magovL Ty miotev#0,

The passage shows an interesting twist in the pattern. Contrary to
Callirhoe’s, and the reader’s, expectations it is not the King’'s wrath (cf.
Garmus or Paapis), which she should fear but the Queen’s, introducing
therefore a possible Phaedra pattern. In other words, the point reminds
Callirhoe and the audience that we are not altogether in the world of classical
mythology. These words describe Callirhoe as the most faithful, promising to
offer her death to Chaereas as evidence of her innocence. Therefore the Helen

plot has reverted to its starting point, with Callirhoe ready to die rather than

#6.5.10.

#72.6.1, 1QdoeoTL dE AT kAl 1} TOV Adywv TEBW.

#6.4.10.

** Helen, 260-297, tégas yag 6 Bios kai & moarypat’ éoti pov,/ T pév 8 Hoav, té bt 10 kaAAOS aftiov... doVAT)
KaBeamni’ 000’ éAevBéQuv dmo...Oavelv KQATIOTOV.

0 6.6.4-5.
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marry Dionysius. Callirhoe’s passionate reaction is closer to what is expected
from the novel’s heroines than the story of Helen and the mythological
pattern seems unable to provide all the choices that the novel’s plot does.
Another opportunity for a twist of the mythological pattern is offered by
Chaereas’ arrival in Miletus. In an interesting mélange of the plots of the
Helen and of the IT, Chaereas, like Menelaus and Orestes, ends up
shipwrecked, like Menelaus and Orestes, on the shore where
Callirhoe/Helen/Iphigenia lives. Entering a temple, they are told by the
priestess — who is not Callirhoe, unlike in the myth — that the image of
Callirhoe is that of Dionysius’ wife. Like Menelaus in his first encounter with
Helen on the Egyptian shore, Chaereas cannot believe his eyes: he is surprised
to learn that what he believed the current situation of Callirhoe was, i.e.
Dionysius’ slave, is diametrically opposite to the truth, i.e. that she is the
mistress. In the Helen, the situation is different: whereas Menelaus thinks
that he has Helen, when he meets the real Helen, his queen, he discovers that
she is a prisoner of Theoclymenus and a slave in the foreign land*!. Both
Chaereas and Menelaus are tricked by appearances, Helen-Nephele or
Callirhoe’s golden image, and fail to see the real woman, or the real plot.
Chaereas needs someone to explain to him what he has read as a perfect
Helen pattern, i.e. the infidelity of his wife. It is from Mithridates that

Chaereas learns of the ploy Dionysius has used on Callirhoe - convincing her

# Cf. Helen, 260-297.
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that he is dead ~ and it is only then that he believes in her innocence*?. But
Chaereas is still wrong since he does not know that, just like the Euripidean
Helen*3, Callithoe would have preferred death, whether Chaereas was alive
or not, if it were not for the child. Callirhoe’s decision to commit suicide if the
King forces her is the evidence that she is indeed 'most faithful and chaste’
and echoes vividly its tragic model.

The first mutual recognition of the couple takes place at the Babylonian
court but they are not allowed to talk or touch each other. Not believing her
eyes and being convinced that Chaereas is dead, as Dionysius reported, she
wonders whether she is seeing a ghost of Chaereas, an eidwAov*. Her
surprise is equivalent to that of Helen, who, having learned from Teucer of
Menelaus’ death, cannot believe that the news was false once she meets him
in person*?. However this short recognition does not promote the action. It is
the second recognition that is important for the pattern.

(d) Artaxerxes’ desire results in bringing Callirhoe along with his family
to the battlefield. The war in Chariton is not over Callirhoe - and in this
respect it appears that the narrative is criticising Homer by protecting the
heroine from more accusations. However, Chaereas’ participation in it is a
result of his love for his lost - as he believes ~ Callirhoe*¢. Chaereas fights

against Artaxerxes and Dionysius but he is not fighting a war for a woman;

#2525, 0L pev o0V ovdEv adikeic. ov va odag ot Xaupéag L1).

% Helen, 290ff.

#3595

“* Helen, 126, G5 ketvog adavig obv dapagtt kARLetay, 132, Baviv ot kANCetal ka®” BAAGda.
#77.4.2, b00 T MQoTREMTIKWTATA €S AvdEEiny ExovTes, BavaTov kai duvvg EpwToc.
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yet his fight is to prove him to be the most brave and handsome among his
men, recalling in a subtle way an element essential for the plot, the initial
resemblance to Achilles*”. The Tyrian War, just like the Trojan War, presents
the capture of a city, without capturing the woman, and is also an
opportunity for Chaereas to display his heroism, thus evoking the Homeric
aploteio®s,

This last pattern of the ‘Beauty’ and her suitors ends in Arados, where
Chaereas captures the Queen and her followers along with the King's
treasure. The threat of another pattern, one in which Callirhoe is captured by
an Egyptian general, is introduced*®, but it is consciously left unfinished.
Chaereas, unlike the previous suitors of Callirhoe, does not plan to force her,
promising to let her choose ‘the man she prefers®”, whereupon he recognizes
her as his wife. The recognition is followed by Polycharmus’ warning that
they should not rejoice before they can escape from this foreign land. This
warning corresponds to both the plots of the Iphigenia and of the Helen,
where the escape from the barbarian land shapes the second part. This is not
accentuated in Chariton, because of Callirhoe’s trick: in exchange for herself,
Callirhoe advises Chaereas to return Stateira and Rhodogoune®' to

Artaxerxes and Megabyzus respectively and warns him that, should he not do

#7511,
** Laplace, (1980) p.99.

#4754, Callirhoe compares Babylon to Arados, 7.6.8, 6cvatov ebXOHAL
#0818,

1 Cf. Alexander’s respect for the captive Sisygambris, in Arrian, Alexander’s Anabasis, 2.12.6.
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this, he would cause a bigger war to fall upon him*=

What is this war that Callirhoe mentions? Is it the one that the Great
King would lead, with the pretext of recovering his wife and treasure, but in
reality with the intention to re-seize Callirhoe: in this scenario, Artaxerxes
would have been in the role of Stateira’s legal husband and Chaereas in that
of Paris. The text following Stateira’s recovery hints at this possible
development®3. When Artaxerxes receives the Queen as a dwgov from
Callirhoe, when the better present would have been Callirhoe, as we have
seen on other occasions, he is deeply disappointed, éAvmeito, and envious of
Chaereas, just as the Sicilian suitors and Mithridates have been**. In an ironic
twist, Callirhoe the chaste is not only the cause of the Tyrian war, but she is
also the peacemaker, who protects Greece from another Trojan and Persian
war®s,

This is the reading that Callirhoe, Artaxerxes and Chaereas know,
although we cannot be sure about the amount of information Stateira gave to
her husband or Callithoe gave to Chaereas; rather one could argue that the
two women are the only ones who know the real story, whereas their
husbands have to rely on their narratives. And Dionysius? Dionysius is left to
believe in his own Homeric reading of Callirhoe. Remaining behind, he is left

to believe, from Callirhoe’s letter, that she has not willingly followed

728.2.5, péyav moAepov KIVHOELS TEQUTD... EL0OUEBa TV TRATwY Bagltega.
** The two reunion scenes, this of Callirhoe and Stateira with Chaereas and Artaxerxes respectively, are introduced

with the same formula: 8.17.1, énel ¢ &Ag 7y daxgVWV Kkal dNYNUATWY. .. TeQiemA&knoay; 8.5.9, énel 9 &Aic v
v dMynuatwy Ltatea eine.
4 8.5.8.

837, Xawptag 6 &pog... némavta d¢ xai dAAakTaL kat oUKETL DRIV EoTt TIOA£ L0,
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Chaereas and that she still cares for him: Callirhoe writes that her soul
remained only with him and their, as he is left to believe, son**. Dionysius’
misreading goes so far as to interpret her words as an dmoAoyia, a speech in
defence, that UtedrjAov dg drovoa avTov kataAinod®. This is again a hint at
the Homeric Helen that Dionysius has been using to interpret the narrative all
along*8. Hence, Callirhoe’s chastity and tale depends on each narrator’s point

of view.

Discussion

Our analysis of the Helen myth leads to some interesting observations.
On the one hand it is possible to distinguish between the importance of the
similes and the motifs and patterns for the structuring of the novel. Secondly
it examines the structure of the Callirhoe in respect to the four motifs of the
Helen myth discussed above. Table 2a shows the similarities of the patterns. It
is difficult, if not impossible, to classify Chariton’s treatment of the Helen
myth only under the ‘epic’ or ‘“drama’ intertextuality. More than any other of
the novelists he is making use of both, depending on the focalisation.

The first pattern — the novelistic one — has the form (a), (b), (c), (d-
alluded).

The second pattern — the Homeric one — has the form (a), (b) ...(d-

alluded) and starts at the end of motif (c) of the previous sequence.

#8.4.5.
#78.5.14,
#* About Callirhoe’s child and Helen's see Schmeling, (2005).
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The third pattern — the Euripidean/ Stesichorean — is complete: (@), (b),
(c) and (d) and starting at the motif (b) of the previous pattern. The
accumulation of motifs results, as in a musical canon, in an acceleration of the
action that is completed with the full elaboration and conclusion of motif (d)
of the third plot. The attempt to insert another variation on the motif —
Rhodogoune and Stateira as Chaereas’ captives — and Callirhoe’s letter to
Dionysos are reminiscent of the previous themes/patterns. Just as in a musical
piece the repetition of the motif builds up the expectation of the readers, thus
making the ending more ka0doowov, just as the narrator of the Callirhoe
implies*®. It is precisely the threat of not attaining an ending, of having an
infinite narrative, that makes the ending more desirable.

And a final observation: despite the dependence of the Callirhoe plot on
the epic and the Euripidean drama, the narrative presents us with a novelistic
pattern proper (i.e. not influenced by the above mentioned genres): the
conspiracy of the suitors against Chaereas in Book 1. Moreover the treatment
of the Homeric version of the myth brings up an interesting observation:
Aphrodite in the end does not bring together Chaereas-Menelaus with
Callirhoe-Helen, but a Cevyoc kaAAlotwv*!: Callirhoe-Helen and Chaereas-
Achilles. This last is an implied critique of Homer, which as we have seen
above was fully developed later by Philostratus. Thus with the omission of

the dubious moral strength of Menelaus, the idealisation of the myth becomes

#9814

** Whitmarsh, (2009), discusses closure in the Greek novels.
#181.3.
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proportional to the idealisation of the novel.

Chariton’s reinterpretation of the Helen myth is seminal not just for the
way AT and especially Heliodorus make later use of the
citations/intertexts/myth! but also for the crystallization of the pattern, myth'.
But before moving to the adventures of Leucippe and Charicleia, I will
present an important rupture in the reception of the Helen myth, Longus’

version.

Longus

How far can one travel in/from Lesbos? Not too far from Troy. This is
the concept that surrounds Longus’ treatment of the Helen myth - the
patterns are in Table 3. Daphnis and Chloe might at first sight have nothing to
do with Helen and the various suitors’ motifs could have been included in the
general, implicit version, pattern of the ‘Beauty’. Nevertheless, Longus is
already working within a well-defined generic context and the irregularities
of his plot can be interpreted not as exceptions that confirm the rule, but as
variations of the canonical Helen pattern. I will here argue that Longus’s
novel adapts the Helen pattern in the miniature world of Lesbos and
reproduces it as a pastoral echo. The elements that enable this 'Helen' reading
are the relevant motifs, and especially their articulation, which alludes to both

the mythological pattern and the equivalent novelistic treatments of it.
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Three patterns and an allusion

Dorcon

The first two books seem to play with the pattern of the Beauty without
explicitly introducing the Helen myth. Hence the first triangle of Chloe,
Daphnis, and Dorcon is as follpws:

(a) Chloe might be in love with Daphnis and vice versa; the reader can
decipher their emotions, but the characters cannot. So the reading of the
‘Beauty’ pattern relies only upon the reader.

(b) Dorcon challenges Daphnis in a beauty contest — using the very
evoking phrasing UméQ kdAAovg €oic — whose &BAov* is a kiss from Chloe.
Unlike Dorcon, Daphnis cannot appreciate the prize, until after he has
received Chloe’s kiss. The contest is an opportunity for Daphnis since he too
€deL yvovat ta éowrtog €gya*’. The phrasing which describes the contest —
K&AAoG, €01g — is indicative of the Helen myth but here we are presented with
a funnier twist of the motif: on the one hand, the traditional beauty contest
involved female beauties (Athena, Hera, Aphrodite, and Helen as a prize) and
not two young boys, and on the other hand, the PouvxoAoc of the Longan
competition, who should have been in Paris’ stead, fails to win over the
goatherd Daphnis. Daphnis is further equipped for this role, because, like

Paris, he has been exposed by his parents and he herds their animals;

#21.16.1.
#31.154.
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moreover, Daphnis, like all the exposed Destiny-infants — Zeus, Paris — was
fed by an animal, a goat and a bear respectively. Dorcon is eager to use this as
an evidence of Daphnis’ social inferiority**, whereas mythology is full of
foundlings with exceptional lives.

(b) Dorcon asks officially for Chloe’s hand from her father, giving him
presents, but Dryas refuses, believing that, his daughter, according to her
tokens, deserves a better husband*®. Then Dorcon reacts like Callirhoe’s
suitors and tries to force Chloe. Dorcon’s device, the wolf’s skin, is not one
from the mundane world, but a naive, pastoral one. The narrator remarks that
the jealous cowherd émtexvataL téxvnyv moLUEVL TREMOLOAVHE,

Dorcon’s plot fails accidentally: Chloe is saved by the dogs that attack
the fake ‘wolf” as if he were a real one. When Daphnis and Chloe recognise
who is under the animal skin they are not able to understand his motivation,
since, DTO Te AMeWlAg EQWTIKWV TOAuNUATwY, they interpret the attack as a
TIOLUEVIKTV TTADLAVAY,

(c?) Dorcon’s narrative life is spared because because he is a central actor
in the next plot: a few paragraphs later we learn that Pyrrhian bandits attack
the seashore where Daphnis and Chloe herd. With suspicious realistic care the

narrator informs us that Daphnis was on the shore alone — hence ends up

++1.16.1.
#1193,
#61.20.1.
#71.21.5.
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captured - because Chloe Boaditegov wg koen ta moPata éEnye*®. The
comment may be interpreted as an allusion to the typical mythological motif,
in which the girl walking by the seaside is captured by pirates or others*®.
However, it is Daphnis that is captured and this gives the opportunity for a
more intimate focus for the triangle Daphnis, Chloe, Dorcon. In order to save
Daphnis, Chloe kisses Dorcon ~who gives her in exchange his ‘extraordinary’
syrinx that frees Daphnis. The young goatherd is happy to be saved from both
fates, being Anotriolov kat vavaylov, and these two words imply the
possible narrative choices, which are not adopted by Longus here. In the
rehearsal of the incident, Chloe does not confess the kiss, just as Callirhoe
does not mention her letter to Dionysius to Chaereas. Chloe’s secret kiss is the
pastoral variation of the traditional triangle pattern and the only sign of
betrayal. Yet, even this small detail is a massive subversion of the typical
pattern, since, with the exception of Callirhoe, no other heroine allows herself

such infidelity.

The Methymnians

Book 2 presents a more elaborate exposition of the ‘Beauty” pattern, this
time with Chloe in the central role.

(a) Daphnis is in love with Chloe: by now, they have been taught by

Philetas the name of Eros and they have further ‘practised’ kissing and

#~1.28.2.
* Cf. Callirhoe, Calligone, (and the myths of Europa and Persephone).
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hugging, during their vuvxteowvov maudevtnolov?™. Their bond is more
mature and this makes them more able to understand the consequences of
assaults, like the Methymnian attack.

(b) The Methymnian youths sail to the nearby shore. Daphnis” goats eat
the rope by which their ship is attached and, in retaliation, they capture —
against all expectations ~ Daphnis. This time the locals save the boy but the
whole incident results in a war between the two main cities of Lesbos. The
passage is inspired by Thucydides and according to Morgan it recalls a
‘recurrent feature of romance’¥!. Indeed, wars are a part of the pattern of the
‘Beauty” and mainly because of the ‘Beauty’, although in more ‘ideal’ fiction,
the woman is not held responsible for them; even the Egyptian rebellion is not
because of Callirhoe but still provides the ‘means’ to recover Callirhoe. The
attack threatens to displace Chloe by removing her, in Daphnis” words, as far
as the city*2. However, despite the small geographical scale, the action motif
is there. Daphnis hides himself in a cowardly way- like Habrocomes or
Cleitophon? or Paris?- and relies upon the Nymphs. The narrative summons
Pan to save Chloe, who is restored to Daphnis untouched*?. The incident
ends when the Mytilenians and the Mythemnians learn the real cause of

the apmayn*, therefore they opt for peace, ™v eigvnv eboiokov

#1291
# Morgan, (2004) p.186.
22222, XAom de Aotrdv OAW olkroeL.
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KeQdaAewTEQOV.,

The quotations may recall the Helen myth, especially the mentions of the
abduction and the war, but the mutual accord for peace is the new
implementation; besides the pastoral world of Longus has nothing to do with
epic, or epic-novelistic warfare, in which men can prove their courage. The
link between the war and Chloe is further underlined in the description of the
coming winter, which yivetar 3¢ xepwv Addvidl kai XAon tob moAépov
mTkOTEQOGYS. It is the winter that calls upon Daphnis’ courage: having to
walk through frost and snow Daphnis is smuggled into Dryas” house, where
he sees Chloe and they exchange oaths of love*”.

The third manifestation of the Helen pattern takes place after Daphnis’
sexual induction by Lycaenion. Book 3 ends with Chloe’s coming of age and
the preparations for her engagement to one of the pvnotujowv mATB0cS.
Daphnis is among the suitors, but being a goatherd, does not stand a chance
next to his wealthier rivals. Like the other poor herdsman, Paris, Daphnis
succeeds in getting Chloe’s hand, with divine help: the Nymphs provide them
with dwa, which Dryas accepts®”®. The Nymphs not only give Daphnis a
temporary monetary remedy but also foretell that in the near future he will be
rich too*. Daphnis is officially betrothed to Chloe when the first allusion to

the Helen myth appears: under an apple tree, Daphnis cuts the ripest apple

#5325,

% 3.3.1.

#73.11.3, we learn that Daphnis saw Chloe on other occasions too.
#3251

43271

#3273,
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for Chloe:

Thxa OF Kol EPUAATTETO TO KAAOV PAAOV EQWTIKD TOWEVL..AGPVIC DE AVADQAWY
¢E{rceTo TOUYROAL Kal kopioal dweov XAdn kal Adyov To1dvde elmev WRYLOHEVY: '
naQ0éve, ToUTO 1O pRAov Epuoav Noat kool kai GUTOV KaAov EBgepe
nentafvovtog HAtov, kal étrjonoe Toxn... tovto Adeoditn kdAAovg éAafev aBAov:
T00TO0 &yw ool ddWHL VIKNTHQWOV. duoiovg EXETE TOVG UAQTUQAG: EKELVOS TV

TOLUNV, AITIOAOG €Y ....EAa e YO KQELTTOV Kal XQuooL unAov GiAnuat.
Daphnis describes himself as an ¢gwtikog mowurjv, which is an allusion
to Paris*?, while being also an allusion to Sappho. Daphnis, more experienced
than his companion, recalls an event from the Epic Cycle, one that fits best the
bucolic atmosphere of the story. Paris, as a shepherd, was a favourite theme
of bucolic poetry, and Theocritus employed the story in one of his Daphnis’
songs*®. What Daphnis knows about the Helen myth may not be clear but the
subversion of the pattern is indicative of the Longan narrative technique:
pastoralising the epic and the tragic, while maintaining the narrative function

of the individual motifs.

Lampis
The apple scene makes clear that Chloe is by now almost a woman*,
and her beauty becomes a prize for her suitors.

(a) Daphnis is engaged to Chloe.

+13.34.1-3.
*? Lucian, Judgement of the Godesses, 3, (Tlagw) veaviag ot KaAdS kol TEAAK QWTikOS. Sappho, F105a. Morgan,
{2004) p.223, argues that Paris’ name is not mentioned in order to avoid ‘negative connotations’. I personally see it as

a passage inviting a two-layered reading, the Sapphic and the Helen one. The Theocritean intertexts, below, argues
for a merge of the two.

** Cf. Theocritus, Idyll 27, Qaristes, (Girl) t&v muvutav EAévav Tagis fiornaoe PovkoAog dAAos. (Daphnis) paAiov
exoio’ EAéva tov BovkoAov éoxe PprAedoa.

A ?n apples and their sexual connotations, cf. Theocritus, Oaristes, 49-65, ti 0€Lets, oatveioke; Ti &' Evdobev &lao
Hacan; poAa Ted TRATIOTA TadE XvodovTa BIdALW ... tagBévos EvBa BéBnka, Yuvn &’ eig olkov ddéQmw.
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(b) Lampis, one of the disappointed suitors, decides to take revenge by
destroying Daphnis’ garden*s. Lampis' assault brings the master’s son,
Astylus, and Gnathon to the fields, which results in a double seduction motif:
Lampis targets Chloe, Gnathon targets Daphnis. Daphnis resists Gnathon’s
assaults and has the tokens revealed. The celebrations for Daphnis’ recovery,
facilitate Lampis’ plans to abduct Chloe wg oOte Addvidog &t yapnoovtog
Kol AQUAVTOG EKEVOV &YATINOOVTOGHS,

(d) Once more Daphnis fails to protect his beloved and he needs the help
of Gnathon*”, who attacks Lampis’s household and gets hold of Chloe;
Gnathon's 'expedition’ is described as a 'war' since he was planning to capture
Lampis w¢ alypHaAwTtov ék moAEuov TIvOogHs,

The incident is similar to Anthia’s recovery by the homosexual
Hippothous for the sake of his friend. This subversion may be an echo of the
anti-heroism portrayed by Xenophon's and AT’s novels, but it also has an
intratextual explanation. As seen above, Gnathon is well educated in the
‘sympotic mythology’, and therefore able to act according to the requirements
of the mythological patterns. Gnathon can take the initiative because he
knows what is expected from him. With Chloe restored to Daphnis only the

question regarding her chastity remains — the motif (c) of the pattern; but

#*For the association between the garden and the sexual transformation of Chloe see Zeitlin, (1993).

++ 41.28.1-2.

*” The interlude between Gnathon and Daphnis, which also echoes the abduction motif with a homosexual shades, is
used as an accelerator for the recognition of Daphnis first and then of Chloe. The danger of moving Daphnis ‘to the
city” - 4.17.1, xopioew i TV TOAW avT® pév dovAov, éxeivw dt égwpevov — reflects alludes to the motif (c) of the
pattern. But the Gnathon-Daphnis interlude has one more function, this time as part of a playful Phaedra-motif:

where the hero is a slave, hence sexual slave of a powerful mistress - cf. Xenophon.
2 4292-3.
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Daphnis can reassure Dionysophanes in person that undév yeyovévai
G patog kol Sgkwv tAéov® and he is allotted Chloe for his wife. With the
official betrothal to Daphnis, Chloe is transformed from a virgin into a
beautiful, god-like young woman, since kal yvvaikes moAdal t@v péya
TAovoiwy Nodoavto Beotc avtal TuotevBnval pntéges Buyatgog ovLTwW
kAR, Chloe’s coming of age and her wedding to Daphnes close the cycle
of the three consecutive patterns of love triangles. Chloe is restored

permanently to Daphnis and they live happily ever after.

Discussion

Longus’ novel shows thematic similarities with the other novels
discussed above. From the three patterns above motif (b) is slightly altered:
the action motif does not leave the seashore of Mytilene and no transportation
is needed. On the other hand, Longus' abduction scenes are loosely connected
to the tradition of the motif, because the pirates and/or the Methymnian
youths have no sexual interest in Daphnis and/or Chloe. However, the result
of these abductions is conformed to the relevant plot practices: abduction,
chastity and recovery. Thus the Lesbian microcosm reflects the larger plot of
the novelistic quests.

Motif (c) is absent because the pattern follows the Homeric version, and
Chloe’s virginity cannot be fully elaborated thematically since she is too

young. It is the reader of novels that is able to trace the affinities between

#4313,
4334,
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abduction and loss of virginity and not the characters themselves. As Goldhill
observes the ‘desire’ lies with the reader and his/her voyeuristic reading of
the text*!.

Motif (d) receives the most playful treatment: Daphnis’ big words and
oaths are not enough to protect Chloe, but it is Pan and Gnathon who recover
her from Daphnis’ rivals. The motif of war on a small scale is developed in
Dorcon’s death, which takes place without a duel, and especially in Pan’s and
Gnathon'’s interventions.

However, what is important for the novel is the gradual development of
the motif (a). In the first instance, Daphnis’ kidnapping, they do not know
they are in love; in the second attempt, Chloe’s abduction, they are ‘almost’ a
couple and during the Lampis incident they are officially engaged: in this last
scenario Chloe is given to Daphnis, not by Aphrodite, but by the &AAog Bed¢
to whom the Nymphs alluded to earlier, Eros and/or Dionysus. The last part
of motif (a) is the banquet - not for choosing Chloe’s husband, but her father.
It appears then that Longus’ novel is structured around the gradually‘
conscious adaptation of the Helen pattern, which finds its peak at the end of

Book 3 with ‘Daphnis’ Judgment’ of beauty.

Achilles Tatius

AT’s novel begins with two programmatic allusions to women’s

abductions; the patterns are in Table 4.

1 Goldhill, (1995).
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1. Intertexts

The first is the ékdpaoig at the port of Sidon, Europa’s abduction, which
according to Herodotus, initiated the mythological causes of the wars
between Greece and Asia, and which may be characteristic of AT's wish to
insert the beautiful protagonist in the list of mythological women like Io,
Europa, Medea, and Helen, who became famous because of their beauty and
their elopement or kidnap. Leucippe’s appearance is described as stunning
and similar to that of Cleitophon’s second partner, Melite, with one
difference: whereas the virginal Leucippe is assimilated to Europa*” (and/or
Selene®®?), Melite’s beauty is that of a mature woman and she is compared to
Aphrodite*®®, but both have something in common with the famous
mythological beauties. As is expected from the novelistic pattern, Leucippe’s
beauty is the object of male desire. Nevertheless, as the narrative continues, it
is not Leucippe who is abducted, to the great surprise of the reader, but her
cousin, Calligone. Moreover, the geographical orientation of the novel is not
from the East to the West, but from the North (Byzantium) to the South
(Alexandria).

The Helen intertexts are more developed in Cleinias’ list of dangerous
beauties, most of which figure in the Iliad. In the passage there is a direct

mention of the Helen myth in its Homeric version by Cleinias:

“2 Helen in Herodotus, 1.3.7.

** For the debate see Morales, (2004) and above note 101.

#4143, (Leucippe), Sppa yogyov év ndovi, xopmv Eavor; (Melite) 5.13.2, éudouaigov adtfg o BAéupa..xoun
TOAAT) Kait BaBeia kai katdxQuLoOS.
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10 pév yao EAévng tdv yapwv mog avippe kata g Teolag aAdo moe. o o¢

[INveAdTNG YApOS Thg 0dQOVOG TGOV VUUPGIOUS AtwAETev* .

Cleinias’ aphorism is interesting because, unlike the common moralistic
oppositions between the lustful Helen and the faithful Penelope, he condemns
both the femme fatale and the cwdowv.

Leucippe’s beauty may not result in warfare between Europe and Asia,
but it is the catalyst for a plot of elopements and abductions, of which the first
recalls the Homeric treatment and takes place at Cleitophon’s house and the
second, which echoes the Euripidean treatment, is set in Egypt. The first
corresponds to Cleitophon’s first doaua®®, the one narrated to Cleinias,

whereas the other is one of the Leucippe dodpata.

2. Patterns

The Homeric version of Leucippe’s seduction

The first pattern of abduction has Cleitophon in the Paris role. Leucippe in the
first two books is also portrayed as rather reluctant but does not oppose
Cleitophon, who finds his way into her bedroom. The articulation of the
motifs in this case is as follows: (a) Leucippe is Cleitophon’s guest and
therefore should be protected and respected. (b) Cleitophon desires what he
should not; he flirts and finally elopes with Leucippe to Sidon, which figures
as a Paris-Helen destination from the Iliad*”’; then they travel to Egypt, which

is mentioned among Helen and Menelaus’ post-Troy wanderings, or as

+51.8.6.
¢ See Part 1.
+ Iliad, 6.289-292.

141



PARTIT

DRAMA - HELEN

Proteus’ kingdom in the Stesichorean/Euripidean version. Cleitophon is
depicted as a suitor in his effort to convince Leucippe to sleep with him and
he also favours a close relationship to Aphrodite, as Cleinias observes*®.
Cleitophon is not expert in matters of love, but he is further supported by
Aphrodite: the goddess, in exchange for his patience, promises him Leucippe,
just as Aphrodite secured Helen for Paris; the one difference is that

Cleitophon must be patient:

VOV oUk €£e0Tl ool TaQeABELV E0w TOD vaon. v O¢ OALYoV dvapeivig XQOvov, OUK

avoi&w got HOVOV, AAAX Kal Legéa o€ motr|ow 16 Beot*.

Motif (c) is not yet fully developed, since Leucippe is willing to invite
Cleitophon into her bedroom. Nevertheless, the beauty of this novel is highly
offended by her mother’s rebuke that flight appears to her as the best option
for supporting her chastity.

This Homeric version of Leucippe’s seduction is underlined by the
parallel event of Calligone’s abduction. The two Helen patterns should be
examined alongside, because they complement each other and they provide a
double version of the myth: the Leucippe, where the protagonist opts for

elopement, and the Calligone, where she is abducted by force.

The Homeric abduction of Calligone
The second pattern contains the abduction of the supposed Leucippe by

Callisthenes. The sequence of the motifs is more typical in its structure despite

#2.38.1, pn mowtdnE1Qos GAA YéQwv eig AdQOdiTIV TUYXAVELY.
9437,
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the superficial variations and runs as follows: (a) Callisthenes™” fails to marry
Leucippe. Not having seen her, and already in love with her like Paris*”, he
decides to abduct her. Callisthenes, although from Byzantium, is described
with all the typical equipment of an oriental womaniser, ready to take by

force even what does not belong to him>®:

veaviokog v Bulavtiog, dvopa KaAAw8évng...axcobwv tv Zwoteatov fuyateoa
elvat KaANV... AVATAGTTWV YAQ EXVTG) TG TALdOS TO KAAAOG kat pavtalouevog

T ddpata EAabe ohpodea Kokwg dlakeiuevogs e,

Laplace has correctly observed that for Callisthenes, Leucippe, like
Helen for Paris, is just an empty name not related to a body®. However,
unlike the Paris of the standard myth, Callisthenes abducts the wrong girl>*®.
Calligone’s abduction is also patterned on the Helen myth: (a) Calligone is
engaged to Cleitophon; (b) on the day of her pre-wedding celebrations
Callisthenes abducts her using a boat and sails away; (c) Calligone remains a
virgin®® because of Callisthenes” decision and (d) as expected, the un-heroic
Cleitphon does not go after his bride-to be. Callisthenes participates bravely
in the war in Byzantium, and gains a distinction and Calligone’s hand. The
motifs (c) and (d) are not narrated until the end of Book 8 and the pattern is

interrupted by the Cleitphon-Leucippe motif (b).

*+ 2.13.1ff. Callisthenes has never seen Leucippe before. Cf. Dio’s 11t where Paris falls in love with Helen, without
havine seen her.

i The Homeric myth is criticised by Dio, 11.54, owdmet 8¢, €¢n), v evrjBeav To0 évavtiov Adyov. In Philostratus’
Heroicus, Achilles and Helen fall in love without having seen each other.

*- For despotism and lust in Greek tragedy see Liapis, (2006) p-12. For Paris and lust see Dio, 20.29, viv d¢ £meldn)
TUQANVYVOS KAl DLUVACTTNS NV ... T& Aot 11O €pyw eLepyaoaro.

232131,

** Calligone and Helen and the problems between the ‘bruit du nom et réalité visible’, see Laplace, (2007) p.575. For
the main study of ‘body’ and ‘name’ in the Helen see Solmsen, (1934).

*78.17.3, dipaQtnBein d¢ 10 mav Epyov.

2 8.17.1-4.
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Leucippe in Egypt

The negotiable motif (c) of the Beauty pattern is explicitly present once
Leucippe lands on Egyptian soil: the Artemis dream, in which the goddess
advises her to remain a virgin until her marriage to Cleitophon®’, marks a
change of mood in the course of the novel. The transit to Egyptian ground is
sprinkled with echoes of the Helen myth and Leucippe’s resolution to remain
a virgin until her wedding with her beloved fits the scenery well.

In Egypt the couple meets a certain Menelaus, a love-stricken Egyptian,
who is wandering after the death of his boyfriend*®. The irony regarding
Menelaus finds its peak at the introductory phrase of Menelaus’ narrative,
namely in that his wanderings are due to an £wg PBdokavog kai Oroa
duotuxrc®. The first part of this well-balanced sentence in association with
the name of the speaker alludes to Helen’s disastrous wedding, to which
Cleinias has referred at the beginning. In this context it would not have been
unlikely to find a deceived Menelaus wandering on Egyptians shores, with or
without Helen. Nevertheless the first part can be also read as an allusion to
the reinterpretation of the Helen myth by Chariton,*? and therefore as raising
expectations of another ‘ideal-love’ narrative. The second part of the sentence
clarifies the context by echoing Cleinias’ unlucky romance with Charicles.

Hence Menelaus gives the homosexual, Adrastus-like, version of his life. That

414
2331
2341
#71.1.16,3.3.17.
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Menelaus is homosexual classifies him immediately with the allies of
Cleitophon and Leucippe. Despite his first name he is not a threat to the
protagonist’s virginity and he proves to be the right-hand man of Cleitophon
in his Egyptian adventures'.

The first Egyptian chapter presents an almost fully developed Homeric
transposition of the Helen myth with a Euripidean setting. Three men are
after Leucippe: Charmides the general, Gorgias (a soldier), and Chaereas.
Charmides is fearless at Cleitophon’s presence and he is ready to discharge
him>2. He has not much in common with Paris, or Menelaus, and he seems to
be rather the typical novelistic rival, rather than a mythological echo. Besides,
he wants Leucippe not as a prize of war, but as a pre-war interlude.
Menelaus tries to defend Leucippe’s virginity by using her menstruation as an
excuse. And this is when a further (b) motif steps in to replace the previous
one. Gorgias tries to poison Leucippe; this time the transportation part of the
motif risks being fatal, but another rival, Chaereas, interferes and saves
Leucippe.

Chaereas, whose name may echo Chariton’s protagonist, is presented in
Paris” colours. He approaches the couple as a friend, but after he gains their
confidence, he transgresses the rules of hospitality. He is reported to be 10

Uev vévos ek g viioov g Dagov, trv d¢ Téxvny dAtels, éotoateveto dE

# For Menelaus as the ‘hand of providence’ both in the Iliad and the Helen see Laplace, (2007) p.576.
247.6, 1ov KAartopovra arodogticacdat.
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WoB® katd v BoukOAwV TV év tais vavol otoatelav®. Chaereas is a
fisherman from the island of Pharos, and is further described as a OaAdoociog
&vBowmoc, His native place, Pharos, suggests that he is probably an ally of
the couple, just as Proteus had been of Helen, but things develop differently:

WS 00V AufXavov TO TUXELV, ovvtifnow EmBovArnv, AOTIQIOV OHOTEXVWY
ovykgotoag, dte BaAdoolog avBownog, kai ouVOEpEVOS avtolg & det Tolety, émi

Leviav Nuags eig v Ddgov kaAel, oxnpduevog yevebAiwy dyew nuéoava®.
Unlike Proteus, Chaereas not only proves to be a Theoclymenus, but on
top of that a dangerous Paris — who instead of receiving gives hospitality.
Pretending to be a friend of the couple, he fools them into a trap in which he
does not participate personally. At Leucippe’s abduction Cleitophon is once
more unable to react vigorously; wounded with a knife in the leg he begs one
of the warlords to help him recover Leucippe®¢. The general pursues the
pirate boat and the crew, fearing that they will be captured, decapitates the
aBAov7; the small-scale battle that follows is about recovering the prize of
Leucippe. Chaereas’ plot includes all the main motifs: (a) the engagement, (b)
the abduction, that results in Leucippe’s transportation in Miletus, (c)
Leucippe appears defenceless but her life is spared, and (d) a war for
Leucippe, which does not result in her recovery. From this point onwards the

story seems to merge into the Euripidean version.

With Leucippe apparently dead, Cleitophon finds consolation in Melite

fr118.2.
4332
B533.1.
F5.7.3.
574,
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but refuses to consume their engagement until their arrival at Miletus. Melite,
frustrated, laments her ‘kawvov’ suffering, not the usual kevotadiov, but an
empty-sex marriage, a kevoyauiov?. The word kevotadlov in association
with the strange situation, kavdv, is reminiscent of the Helen and to the fake
funeral for Menelaus®®. Melite appears to know the meaning of the second
word kevotadiov, because of her recent loss of her husband to the sea. One
assumes that she had to offer the funerary rituals for Thersander on an empty
tomb - yet Thersander, like Menelaus, is alive. In this sense the word is used
to the letter.

On the other hand, this allusion to the Helen evokes the funerary ritual
that the eponymous heroine offers in order to postpone her wedding to
Theoclymenus and save the newly recovered Menelaus. Cleitophon too uses
the excuse of Leucippe’s seafaring ghost®® as an excuse for the postponement
of his marital duties to Melite. The kevoyaputov in AT then has the same
retarding function as the kevotadiov in the Helen.

But the narrative seems to subvert the epic tradition by a twist in the
interpretation of kevoyapiov: in the final testing Melite appears to have been
chaste during Thersander’s absence™, just as Helen has been patiently
waiting for Menelaus’s return in Egypt. Nevertheless, Melite, like Calligone, is

the subordinate character that underlines the basic pattern of Leucippe.

35144,
** Helen, 1564.

5161, Adyova dE Tag buxas év Bdam avnonuévag unde eis Adov kataBaivel SAwe.
8112
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Whereas Cleitophon thought of Leucippe as dead, and Menelaus
thought of Helen as abducted, the protagonist’s reality is a different one. To
the surprise of Cleitophon, Leucippe is alive and sold into Melites
household??? under Helen's ethnic name, Adkaiva®®, throggh the agencyof a
slave-dealer whose name is also Callisthenes.

This Callisthenes has nothing in common with Calligone’s abductor, but
the name alludes to the previous failed plan of the Byzantine youth. The name
that the merchant gives Leucippe may be a result of her beauty: if Callisthenes
saw Leucippe before she cut off her hair, then he gave her an appropriate
nickname. Callisthenes’” involvement results in the transportation of the
protagonist to a foreign land, where she has to face more advances.

The peak of Leucippe’s adventures are Sosthenes and Thersander, who
are portrayed as the most dangerous rapists®*. It is the Lacaena that
Thersander plans to marry®, if not willingly, by force, thus recalling
Theoklymenos’ assault on Helen®*. When Leucippe is on her own she laments
over her fate that has ‘stolen” even her name; yet in order to escape from the
perilous situation she decides to re-perform the role of Helen: ®épe maAwv
evdvowual pov 10 doaua. Pége, mepl@wuat v Adkawvav®. Leucippe

seems conscious of acting in a play, until the solution comes.

25179,

** Laplace, (2007} p.579: 'c’est sous ce nom générique, usuel pour les esclaves, qu’elle (Héléne) est souvent désignée
de fagon péjorative’.

*16.13.2, 0tav &5 Tas aAAoTeiag pn évupeIln yuvaikag; 6.22.3, GAnBwév todTo mepaTigLov.

F6.11.3.

= Laplace, (2007) p.580.
6.16.5.
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The escape motif in AT is interwoven with the Iphigenia myth, as I will
discuss later and includes trickery performed by the ‘other Helen’, Melite: the
Ephesian widow appears to be an example of marital devotion and

Thersander is judged guilty.

Discussion

The novel plays with both versions of the Helen myth on different
levels. First it maintains the main feature of the motif, which is the
transporting of the heroine from place to place because of one of her suitors.
In this respect the pattern is the one already encountered in the implicit
version section of the ‘Beauty’ pattern; nevertheless, the text gives precise
evidence for a conscious subversion of the Helen pattern. Europa’s abduction,
Calligone’s abduction, Melite’s apparent faithfulness, are all part of both the
Trojan and the Egyptian versions of the myth. But the most intriguing factor
is that every time an element from the Helen myth is introduced, e.g. a
womaniser like Callisthenes, a character by the name of Menelaus, an
inhabitant of Pharos by the Charitonian name of Chaereas, or words like
kevotadov and eldwAov, the narrative immediately changes direction and
defeats the expectations raised: Callisthenes gets hold of the wrong woman,
Menelaus is homosexual, Chaereas is not a Proteus-like supporter, and
Melite’s chastity is negotiable. But the most interesting variation is Leucippe’s
gradual transformation from a playful girl into the stereotypical chaste virgin,

from Paris” Helen into the Egyptian Lacaena. This switch of roles, which
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undermines the above described playful mythological interpretation, seems to
be directed by the prerequisites of the pattern, and despite the narrator’s
flexibility with his mythological material, his manipulation of motif (c) does

not diverge from the novel’s plot rules.

Heliodorus

1. One allusion

Heliodorus does not mention Helen by name but direct knowledge of
the Helen by Heliodorus seems indisputable®; there are similar motifs
evoccative of this text as will be shown below, and an echo of a Euripidean

line in Book 852,

Heliodorus, 8.7.4 : @ dawpovia...teUYoVOR KAl KaTavaAiokovoa patnv.

Helen, 1285 1 0V O’ tadAava. .. teUXoVCH TAVTHV.

However, Heliodorus uses the Helen pattern not only for two major
episodes of his plot, Theagenes and Charicleia’s meeting and eloping and her
time in Egypt, but also to present Charicleia as the perfect image of beauty
(see Table 5). Charicleia’s other mythological model is Andromeda®,
although as I will discuss, Charicleia does not look like Andromeda outside
Ethiopia but only in the Meroe setting; in the Greek geographical space

Charicleia’s itinerary is constantly compared to that of Helen.

= See Feuillatre, (1966) p.12, and Fusillo (1991) p.32 etc. Although Feuillatre and Fusillo have noticed the Euripidean
intertext they have not followed its reworking by Heliodorus. Paulsen (1992) p.72, cites Helen mainly for its influence
on the development of the plots of New Comedy.

=" Neimke, (1889).

 Bartsch, (1989), Billault, (1990).
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2. Many patterns

The prodigious childhood and teenagerhood of a god-like beauty

Divine or prodigious conception seems to be an indispensable element
in a hero’s/ heroine’s life. Although Charicleia’s>® mother has not been
unfaithful to her Ethiopian husband, as Leda had been to Tyndareus, yet the
offspring of their union too seems illegitimate: the daughter of the royal pair
of Ethiopia turns out to be white®, because her mother was looking at a
painting of Andromeda®*. Convinced that no one would ever believe her she
gives the newborn baby to a priest Sisimithres, who, in turn, finds for her an
adoptive father in the person of the Greek priest Charicles™, in the way that
Tyndareus and, in one source Leda, were the adoptive parents of Helen>*. By

the time the girl is aged seven she is already a great beauty:

KONV aunxavov Tt kal dapudviov kdAAog, fiv adtog uév émTa €1n yeyovevat

EAEYEV EHOL DE KAL WQA YAHOL TANCLALELY €KY,
As with Helen®, the age of seven is the time of first travel outside the

homeland. It is a transitional age that corresponds with the end of childhood

i Raglan, (1996).

= Cf. lon, exposed by Creusa at Delphi, has a prominent place in the Aethiopica, and the Oedipus myth. However,
in these cases we have to do with male heroes. In the Ion myth, there is divine conception but no wandering. In the
Oedipus there is wandering but no divine conception; yet one should not forget that ‘incest’ is what Oedipus was
mainly known for. For the influence of the Ion on the Aethiopica see Clavo, (2003).

*** There is an interesting story in Plutarch 563a of how a Greek woman gave birth to a black baby and how she was
tried for adultery until they discovered that she was Ethiopian.

**4.8.5. For the painting see Bartsch, (1989) and Billault, (1990).

TE23118f

¥ Apollodorus, Library, 3.10.7 (LOEB); Nemesis and/or Leda as Helen's mothers.

72313,

™ Tzetzes on Lycophron, 513. The detail also in Hellanicus, FGrH, 323aF18 and F19, (Fowler 168b).
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and the beginning of puberty®®. The seven-year-old Charicleia is described no
longer as maic but as kogn and looks as if she is ripe for marriage>. At the
same age Helen was not only stolen by Theseus because of her premature
beauty, but also bore him a daughter, Iphigenia®!. Charicleia shares with
Helen this premature femininity>? and the god-like beauty that cannot be
hidden3®,

Being a great beauty and a virgin priestess of Artemis, {akogoc™ in
Charicleia’s case is not contradictory>®. Even Helen had been a priestess of
Artemis, the Spartan Artemis Orthia, and it was from Artemis’ temple that
Theseus stole her?. Like other heroines of the novel, Charicleia is moulded
from the divine matrix of both Artemis and Aphrodite®”. Charicleia’s godlike
beauty makes her an almost twin soeur®® of the other stunning beauty,
Callirhoe, but unlike the controversial virtue of her Syracusan predecessor,

Charicleia’s devotion to Artemis casts her as the most beautiful and chaste®.

Charicles” Homeric Charicleia

The first Helen pattern of the novel involves the coming of age of

= See also Aristophanes, Lysistrata, 641, érta €1n yeywo’ e0OUS rjpendogouv. See also Henderson (1989), p.159 and
Burkert and Raffan, (1987) p.229.

= Charicles, after having adopted the girl, refers to her as a child in 2.33.1-2 as a proof of his paternal feelings
towards her. For the passage from naig to kdon/magBévos, yuvr) and noeoBitis see Lalanne, (2006).

= Plutarch, Theseus, 31.2 presents Theseus putting the young Helen under the protection of Aethra until she was
ripe for marriage. The story of Helen bearing Iphigenia is found in Hellanicus, Antoninus Liberalis’ account of
Iphigenia-Orsiloche (27) and Pausanias 2.26.2.

“= An example for the opposite is Chloe, who is slowly turning into a Helen.
32313

=2.334.
** King (2002 (originally 1983)) p.92: the parthenos is not asexual.

" Plutarch, Theseus, 31.2. kai tiv kognv €V ieoq Agréudog Opbiag xogetovoav graoavteg éhuyov.
“ Frve, (1976) p.90ff.

=" Reardon, (2001).

“*Holmberg, (1995).
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Charicleia and the preparations for her betrothal. The pattern resembles that
of AT, with Theagenes in the role of both the beloved and the abductor of the
virgin.

Obviously, choosing the groom for such a beauty is no easy task>*. The
girl must be given to one suitor and the others should accept the father’s
choice. In the Aethiopica Charicles has already chosen for Charicleia’s
husband his nephew, Alcamenes®. This recalls Tyndareus’ choice of
Menelaus, a choice that would have endangered him, were Odysseus not
there™. Similarly Charicles’ and Alcamenes’ lives are in danger since
Theagenes reacts violently to the news of the arranged marriage:

EYW pev, elme, kal TEAELTAV 0V dadégopat TUXWV XaQikAelag...o0 yaQ o1 un
ava&ilot ve dvteg Tt XapikAel kndevowuev...olpwlel, €dn Beayévng, OoTig

BaAauevoel XapikAeoav3,

In the Aethiopica it is Calasiris who takes up Odysseus’ role, calming
Theagenes’ anger, and who deters him from any thoughtless actions.
Calasiris’ advice functions in the same way asOdysseus’ oath laid out the
framework of the Trojan War, and prepares for the development of the
novel®. The decision then to organise a kidnapping of Charikleia, seemingly
involuntary, is all part of Calasiris’ plan. Furthermore it is a plan which is

based on a common mythical story®?, that of the young girl, married or not,

** In Dio, 11t, Paris as the legal husband for Helen causes the war.
479,

7 In an interesting story reported by Plutarch, Phocos is killed by the suitors of his daughter, Callirhoe; Plutarch
Love stories, 774d ff.

T 16.6-7.
For Calasiris, as the intradiegetic narrator who ‘organizes’ the plot Winkler, (1982).
" The word “&omayr is used mostly in the case of Helen, Persephone, Ariadne, Medea and Io.
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who elopes or is abducted by a young suitor. Given that Helen is the best
known mythical example of that tale, Calasiris stages his protégee’s tale
according to mythical ‘common sense’.

Nonetheless in Heliodorus’ chaste universe things are slightly different
from the ‘standard’ version of the myth: Charicleia is not married but
betrothed to Alcamenes and there is no risk of real adultery. The possible
pattern that arises is the one in which (a) Charicleia is engaged to Alcamenes,
and (b) Theagenes, as a rejected suitor, elopes with Charicleia. Of course
Charicleia’s famous denial of marriage and love exculpate her from any guilt.
Theagenes too, although he is taking the place of Paris, is not altogether
presented as a Paris-model. The reason is that for the authors of later
antiquity Paris exemplified not only the handsome youth but, mainly the
‘uox0os® and the ‘Eevamatnc®™’. On the other hand it would have been
difficult to see in Theagenes a model of Menelaus, who, because of his
meekness, enjoyed no better reputation than Paris. Theagenes, therefore,
shares some of Paris’ characteristics, but on the other hand he shows the
influence of the tradition according to which Achilles and not Menelaus is the
only appropriate husband of Helen; this last mythological alignment had
already been treated in Chariton and subverted in AT’s allusion to Achilles on

Skyros. Unlike Chaereas who refuses to seduce Dionysius’ wife, Theagenes,

= Plutarch, Sympotic questions, 655a.
" Euripides, Trojan Women, 866 and earlier Ibykos, F. 5151 ‘Eetvanatav [Taowv'.
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despite his Achillean calibre8, acts as Paris when advised by Calasiris to
carry Charicleia from the temple of Apollo. This is according to Charikles’
version®™. However, from Theagenes’ and Charicleia’s point of view he is the
brave benefactor® of Hydaspes and Persinna, the one who brought their
daughter back, still a virgin, faithful to his oath®!, Therefore, Theagenes’
mythical models, Paris and/or Achilles, vary according to the focalisation of
the narration. The Paris-like behaviour of Theagenes is described in the
Delphic chapters of the Aethiopica. Here, Theagenes is the ‘seducer” of the
chaste Charicleia: he carries her away, along with the help of some Thessalian
youths, and, moreover, takes some movable possessions of value found in
Charicles” house®?, thus recalling Paris stealing Helen along with Menelaus’
treasures.

Motif (c) is not developed in this Homeric version but motif (d) is
present: as is the case in the Helen story, the abduction of the beautiful
priestess of Artemis is followed by a war; in Charicleia’s case the general
Hegesias commands the Delphians to attack the Thessalians®. The attack of
the Delphians on their neighbours and co-amphictyons, the Thessalians and
Ainianes, perhaps recalls the Sacred War against the Phocians, in the 6% c.

B.C, but Charicleia is the only sacred reason®®. In a mythical context however,

** In an attempt to idealise Achilles, Philostratus, in the Heroicus, attributes his wrath to the wrong done to
Palamedes and not because of Briseis.

<+10.35.1.

= 10.37.1.

- 4.18.6.

L4171

=34 19£.1f.

710363, ex TV AdVTWV aLTOV TNV KOENV ATOTVANO0S.
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this internal strife might well recall the first Peloponnesian attack on Aphidna
in Attica, by the Dioskouroi: in that case the mythical cause was the abduction
of Helen by Theseus’s. However, this is not the only war for the sake of the
beautiful Charicleia. Two consecutive Homeric motifs arise before
Charicleia’s landing on Egyptian soil.

The Beauty and her lover sail away in a Phoenician boat apparently
towards Tyre®é. The Helen pattern is continued: (b) the Phoenician merchant
desires Charicleia, and simultaneously, a pirate named Trachinus plans to
abduct her. We should be reminded at this point that both the Phoenician
and Trachinus are associated with Heracles: the former with Heracles of
Tyre® and the latter - by his name - with the Heracles of Sophocles’
Trachiniae. Furthermore, Heracles was known for the first sack of Troy that
happened for another beautiful woman, Hesione>®, in a similar Helen-like
mythological pattern. Indeed, Trachinus calls the beginning of the first battle

between himself and the Phoenician a war, whose prize is Charicleia:

0 Toaxivog g XaptkAeilng emAaBopevog, 'ovdev, Edn, mpdg o& 6de 6 TOAEUOS, @

bATaT, AAAX dwx ¢ yeyEévryTos®,
Charicleia therefore joins the group of beautiful women, whose
abduction was responsible for greater or lesser wars”’, next to Helen and

Hesione. Trachinus takes the place of the malicious abductor, Paris, a role in

** Plutarch, Theseus, 31.

* 4.16ff; before arriving at Troy Helen and Paris visit Sidon, the major Phoenician city. cf. Homer Iliad 6.289-291. For
Heliodorus’ allusions to Phoenicia, his claimed homeland, see Bowie, (1998).
7 4.16.6.

" Apollodorus, Library, 2.5.9; the Hesione myth seems an echo of the more widespread Andromeda myth.
*¥35.26.1.

“* Cf. Herodotus, 1.3ff.
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which Theagenes was only partially cast. However Trachinus’ plans, like
Paris’ plans, fail when they reach Egypt. The land of Proteus provides
protection to Helen and the land of Calasiris to Charicleia: in a last Homeric
echo, another brigand, Pelorus, enamoured of Charicleia, is urged on by
Calasiris, and attacks Trachinus. The pirates are divided into two parties®”,
Charicleia, beautifully dressed®? like Helen on the walls of Troy, is the
prize®”> who watches the fight. The result is settled by a duel, which recalls the
fight between Menelaus and Paris; Pelorus wins and a battle follows, evoking
Iliad 4. The novel uses a water acoustic image to describe the sound of the
combat:

BaAdttn moooeikaoag &v Tovg dvdoas aipvidiw oTiAAdL kataoeloBévracg, oUTwS
AaAGYL0TOG OQUT) TROS APEAOTOV AVTOLE TJYEQE TAQAXOV, dTE oivw Kal Buuw
KATOXOUG YEYEVNHEVOULG... Kad TV olpwyr) pia EVAolg AtBolg koatneot daAoig

aTtélats PaAAOVTOV kal PaAlopévawy.57

The Iliad as Rattenbury has observed™ gives a similar acoustic image of
water, this time a torrent flowing on the mountains—a detail which reinforces
the Homericity of the scene. It appears then that the duel between Pelorus
and Trachinus is patterned on its Homeric prototype of the duel between
Paris and Menelaus, with Pelorus and Trachinus cast alternately in the roles

of Paris and Menelaus, since they both present themselves as the rightful

5.32.1; cf. Iliad 3.333.
5.31.2.

“*Helen as a prize in the scene of the teixooxomia, liad 3.15ff.

5321

7 On ‘Batévwv kal Baddopévey' cf. lliad 4450453, vBa & &y’ olpwyr Te Kai eoxwAT TEAEV GVBQEY
J'O/\Apvmw e kai OAAvpévov, Qe ¥ afpatt yaiajog O dte xeipagool motauot kat dQeodl déovrec/ic
uoyaykewv ovpdAdetov OBopov Gdwe. Cf. Rattenbury (1935) p.80 note 3. vol.2.

-
ol
R
-2.3
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‘owners’ of Charicleia but are both her kidnappers. Moreover Theagenes, the
only rightful consort of Charicleia, also shares some of Paris’ characteristics.
Therefore the staging of the Homeric Helen in the Aethiopica is arranged each
time according to the focalisation of the narrative. Nevertheless this last
staging results in an unexpected result: Theagenes, with Achillean bravery -
equalled only by Chaereas in the surviving novels — participates in the battle
and kills Peloros, his main rival; nevertheless, the beginning of the novel finds
him half-dead in Charicleia’s arms. The Homeric plot reaches a deadend

when the Egyptian version of the plot arises.

Charicleia in the land of Proteus

In the narration of the Egyptian episodes of the Aethiopica the
focalisation is no longer through Calasiris, but through the omniscient
narrator, and this could be interpreted as a shift in the narratorial intentions:
Calasiris constructed for Charicles a "Homeric Charicleia’ plot; the Heliodoran
narrator will present an — even better? — Euripidean version of her
adventures. The geographical background, Egypt, favours the choice: Egypt
in Euripides’ Helen is the land of Proteus and Charicleia’s trip to Egypt also
takes place under the protection of an Egyptian®¢, Calasiris, whom Cnemon
compares to Proteus™. Nevertheless, the linguistic versatility of Calasiris is

not the only reason for this characterisation.

“* Herodotus, 2.112ff.
7 Heliodorus 2.4.4, ebonea yag oe xata tov Howtéa tov Pdglov. Proteus appears as a simile for sophistic
elusiveness in Plato, Euthydemus, 288b8.
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Calasiris like king Proteus is an old man®®, with prophetic powers>”.
Like the mythological king Proteus™, he has two sons, who fail to follow the
example of their father’s piety. After fighting each other for the priesthood,
the elder son, Thyamis, ended up as a bandit killing people, and the second
son, Petosiris, stole his post at the temple of Memphis®!. This attempted
fratricide reshapes the Oedipus myth and not the myth of Proteus®.
However, Calasiris, like Proteus, knows beforehand the fate of his sons,
which is one of the reasons for his wanderings. Proteus flees from Thrace to
Egypt, whereas Calasiris flees from Egypt to Greece. The Thracian woman in
the Proteus myth, Torone, is represented in Calasiris’ case in the person of the
beautiful courtesan Rhodopis®. Calasiris’ Bewgix brings him to Thebes,
Meroe and Delphi, where the Pythia foretells him his return to his
homeland?®. In Delphi, Calasiris is entrusted with the love and the welfare of
Charicleia and Theagenes® and he is finally able to return to his homeland®*
and to prevent his sons’ fratricide’®. Having set the mythological biography

of Calasiris the plot moves forward to the rest of the pattern.

> There are different stories regarding Proteus all of which seem to reflect a side of Calasiris: Greek literature knows
two figures called Proteus; the first is a son of Poseidon, Odyssey, 4.365, 4.385. In Herodotus, Proteus becomes a
mortal king of Egypt, 2.112, and Pausanias, 3.18.16. A third Proteus is in Apollodorus 2.5.9 ; he is still a son of
Poseidon, who among his many voyages went to Thrace. There he marries Torone and has two aggressive sons,
Polygonos and Telegonos or Tmolos and Telegonos; cf. Tzetzes, on Lycophron 124. Because his sons deliberately
killed every stranger who set foot in Thrace, Proteus prayed to his father Poseidon to re-establish him in Egypt; this
last Proteus has more in common with Calasiris.

3112

* Cf. Herodotus, 2.112-2.118.

11.33.2, 744 etc.

©22.25.5; Morgan, (1996a).

* Rhodopis was originally from Thrace. For her mention in Herodotus and the Aethiopica see Bucher, (1989).
2265,

* For the ambiguous presence of Calasiris at Delphi and his journey see Futre-Pinheiro, (1991).

7714
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For Charicleia, Calasiris is her father and her protector. He is the one
who helps her dead or alive®®; just as Proteus’ tomb, situated near the Nile>®,
protected Helen from Theoclymenus . The Aethiopica opens next to one of the
mouths of the Nile, with the aftermath of the ‘Iliadic’ episodes of the novel:
Trachinus and Pelorus are dead, along with the rest of the pirates; Theagenes
is half dead. Trachinus’ ship, which has been prepared to be Charicleia’s
bridal suite, figures in the background®®. The setting — Nile, shore, ship, battle
— recalls the #£0doc of the Helen with the single difference that instead of
departing, Charicleia and Theagenes remain on Egyptian soil. It can be
argued, therefore, that the Egyptian episodes of the Aethiopica reflect the
structure of Euripides’ Helen but in a more or less reverse sequence, from the
end to the beginning. This partially inverted reflection is mainly based on the
geographical setting: Helen and Menelaus leave Egypt for Greece, whereas
Theagenes and Charicleia move deeper into Egyptian territory, in order to
reach Ethiopia, Charicleia’s native land.

Once the battle is over, Egyptian bandits under the command of
Calasiris’ son Thyamis appear and the motif (b) reappears: Thyamis is the
new suitor of Charicleia, but having been a priest, does not force her to marry
him immediately and awaits the time when they will reach Memphis for the
marriage. Charicleia, without Calasiris at her side — just like Helen when left

without Proteus’ protection — must show all her rhetorical skills and all her

= 811.2.
~ Helen, 1ff.
~*1.1.2 and 5.29.3.
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wit in order to postpone this wedding*', according to motif (c). Being clever,
she manages to convince him that she has feelings for him*? and to hide her
relationship with Theagenes, as is the case in the Helen too. Additionally, the
Aethiopica provides a situation analogous to the exchange of oaths between
Menelaus and Helen®: Theagenes, alarmed by Charicleia's acceptance of
marriage, wants to be reassured of her love. Charicleia like Helen has to
convince him of her love and her chastity and once more she underlines the
real motivation of her decision to elope with him, unlike Helen she followed a
husband:

oV YaQ @¢ égaoti metBopévn GAA g avdol oUVOEHEVT TOTE TRWTOV EUAVTIV
ETEdWKA... TG 0DV oK &v elng dtomog el tov BaoPagodv pe to0 "EAAnvog, tov

ANOTV TOD £QWHEVOL TIOTEVOLG ETiTTQO00EV drye v,
In the Helen there is a similar scene, where Menelaus unconvinced of Helen’s

chastity demands an oath from her:

Helen: Bavi). yapoovuat & 1) tdAawy’ €y Big./ Menelaus: 11QoddtTi av €ing. v
Blav oxrjpao’ €xeis./ Helen: &AA” ayvov Gpkov oov kaga katwpooa./ Menelaus: Tt

ong; BaveioBay, koUToT dAAGEeS Aéxn™.

However, in a coup de théatre, a new battle is imminent>® and
Thyamis hides his bride in a cave, where he returns to kill her soon after®’.

The plot is still following the Helen®®, but in a sense backwards, since

*11.227, Charicleia fakes accepting the wedding, but postpones the ceremony until Memphis. She is using the same
‘plan’ as Calasiris, when he was trying to protect her from Trachinus.

12544

™ Helen, 794ff.

1.254.

™2 Helen, 843-846.

™ 1.27.2ff.

=7 1.29.14f.

¢ Helen, 424.
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Charicleia is not dead but miraculously replaced by another woman, Thisbe.
At the sight of his ‘dead’ beloved Theagenes collapses and believes that all
their misfortunes, all their endurance were in vain®. Menelaus too reacts
similarly when he learns of the disappearance of his wife®. Theagenes is
ready to end his life when he hears the voice of Charicleia’s ‘phantom’
shouting ‘Theagenes”:

fi€w PAtdrn Yoxr, EAeyev, eddnAog el megl YAV &tL degopévn...to d¢ dux TO

atadov iowg VTO VeQTeQiwv eldWAwWY eigyopévr ¢
Yet, the dead body is not that of Charicleia and a eidwAov has been killed in
her place. Thisbe then, the negative version of Charicleia®?, is the ghost, as the
Cloud in Euripides is the faithless Helen, the opposite of the real, chaste one.
The juxtaposition between body and name, famous from the Helen®”, is once
more repeated in Charicleia’s case, whom Theagenes lamented &év aAAotgiwt
OWHATIOM,

The association of the Egyptian chapters of the Aethiopica with dramatic
poetry is further developed when Theagenes, teasing Cnemon, refers to

Thisbe as a ghost and to Cnemon’s story as a ‘drama’:

oL TTAVOT)...ayav GvOQLLOpEVOS eldWAG te kal oklag eVAaBovuevog; o yag On
KOUE TE Kol TV EUNV Oty €lmMOIg av ¢ EYOT)TEVOEV, OLOEV KOLVWVODVTA TOD

doapatogt®,

4 2.1.2, vioBw, AeAvoBw ta mavta.

" Helen, 603, Aéyw Ttovous o€ pugiovg TAfvat uatnv.
~r2.5.2
~=Morgan, (1989a).

"% Helen 43, 66, 199, etc. See also Solmsen, (1934) on 66, s, ei kaB” EAAGD dvopa duorAeis déow, T oL T0 O@pd
v evBad’ awoxvvny 6¢An.

Y4272

~82113.
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Thus, Thisbe is the lever that connects Cnemon’s drama with Theagenes’ and
Charicleia’s drama®s. In Cnemon’s drama Thisbe is a dead phantom of the
past, but in Theagenes’ drama she is a ‘phantom’ of the here and now, in
whose body and name®” Charicleia finds shelter. It is because the novel’s
broad screen makes it easier for different ‘dramas’ to take place
simultaneously and to interact, a possibility of which the dramatic stage was
neither aware nor capable. Thus, Thisbe’s complex role serves the purposes of
the novelistic ‘plot’ just as effectively as the unxovi® of the dramatic stage.
Regarding finally the staging of the Helodoran Helen one should keep in
mind that it does not follow the Euripidean drama straightforwardly, but
alters the order of the events, in a slightly reversed way: first, the battlefield
near/on the shore and the encouraging cry of Charicleia to Theagenes®®; then,
the marriage proposal from the son of her protector which is to be postponed
by Charicleia’s wit; the hiding in the cave, which happens in line 424 of the

Helen, finally the disappearance of the fake heroine and the appearance of the

real heroine.

Discussion
With Heliodorus’ adaptation of the Helen story not only on the level of

pattern but also with explicit allusions to the eponymous Euripidean play, the

re-adaptation of the myth finds its most idealised treatment. Heliodorus’

"7 1.1.3, 10 k@' uav doapa.

" Charicleia is sold as Thisbe in 5.2.10.

> Thisbe as pnxavr] in 2.8.3.

" Heliodorus 5.32.5; cf. Helen 1603 ragaxéAevopa menpuvidey BAévig.
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novel follows in its broad lines both the Homeric and the Euripidean versions
and it seems that there are also possible allusions to the first abduction of
Helen by Theseus, her first departure from home and the war that followed it.
Charicleia is virginal like Andromeda and the Helen of Spartan cult. She is
also chaste and faithful like Penelope and the Euripidean Helen. However,
because she is so beautiful and chaste she has to confront all the temptations

Helen has encountered.

Provisional conclusions

Unlike then the orators and sophists, in whose work the image of the
Helen-adulteress prevails, Heliodorus, as is the case in his possible model,
Philostratus, creates an idealised image of Helen-Charicleia, reinforced by her
union with a descendant of Achilles, handsome and chaste as well. The end of
the novel recalls the happy and blessed union of Achilles and Helen on the
island of Leuke, a place which is presented like a utopia and reserved only for
the privileged. Likewise, Theagenes’ and Charicleia’s wedding takes place in
a utopian Ethiopia, which has re-established the blessing of the gods with the
abolition of human sacrifices.

The elevated tone of Heliodorus’ ending®! is not strange in the overall
context of the Helen myth in later antiquity. Admittedly, in the orators and
even in Lucian the Stesichorean version was used only on a few, more

elevated, occasions, set against a strong moral background, influenced by the

" Morgan, (1989) p.319.
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Platonic Phaedrus®! and Republic®?. In a different context, Plutarch, who
mainly adopts the Homeric version of Helen and often presents her as a
negative example, still insists, even if she is the cause of the War, on
presenting her as guiltless. It seems, therefore, that outside the sophistic
milieu, there is a need for an innocent, if possible virginal, beauty, capable of
exciting passion and desire, which, in their turn, are followed by wars and
misfortunes. Moreover one may bear in mind that this is a characteristic not
only of the pagan literature but of the non-pagan literature contemporary to
the Aethiopica as well - and by this we mean the Christian novels and the
lives of the martyrs. Consequently there was enough material, amongst both
pagans and non-pagans, for the creation of the virginal but sexual beauty.
Charicleia, the last novelistic heroine, fits this category perfectly, much more
than Callirhoe and Anthia.

What is interesting in Heliodorus’ case is that in following the less
common version of the ‘chaste Helen” he does it by taking up the pattern of
the Euripidean Helen, whereas his contemporaries®® almost unanimously cite
Stesichoros and not Euripides as the ‘inventor’ of this version®*. Admittedly,
the story of the blindness of Stesichoros and its moral and philosophical
context, related to its Platonic treatment, might have excited more the mind

and the pen of the sophists. However, this was not the case of the novelists,

- Plato, Phaedrus 243a5.
= Plato, Republic, 586¢4.

~* There is an exception: Plutarch, On the Stoics’ self-contradictions, 1049b (about Chrysippus), kat tov Ebguridnv
HaRTUQA KAt TOLS AAAOUS TROTGYETAL.

7% The lack of more than fragments of the Epic Cycle and Stesichorus’ other poems makes it difficult for us to
understand the literary background that privileged Stesichorus’ version.
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notably Heliodorus and his precursor AT, who show that they found in the
eponymous Euripidean drama fertile ground for further exploration®®. I
would even go further and suggest that it was because of the increased
interest in Platonism that there was a turn towards the Euripidean Helen,
since this version of the myth does not appear either in Chariton or in
Xenophon. After all, the Phaedrus is one of the key intertexts for the Ideal
novel and it contains Socrates’ own celebrated Palinode to love. As such, both
the myth of the Stesichorean Palinode along with its dramatic, Euripidean
representation should have been warmly welcomed among the novel's ideal

plots.

"% The preoccupation of AT and Heliodorus with ‘drama’ within the ‘staging’ of their novelistic plots is reflected
charly in their language by comparison with the other authors. There are 13 mentions to the word ’drama’
{sing/plural) in Heliodorus and 18 in AT as against 3 in Chariton and none in Xenophon and Longus.
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2.2 The myth of the'other woman': Phaedra

2.2.1 The implicit version of the 'other woman' plot

The tale of the adulteress wife who desires her stepson (or a protégé of her
husband, his brother, or even a slave), is denied (or not?) his attention and
retaliates by accusing him to her husband is an ancient pattern®*. Hollis rightly
sees, at least, a three-part motif, contrary to Stith Thompson’s binary one®’. The
Egyptian Tale of Two Brothers is probably one of the oldest of its kind, dated
around 13% c. B.C.Eé8, The tale is divided into two parts: the first part narrates the
unsuccessful approaches of Anubis’ wife to his younger brother, Bata, her
accusation and his subsequent emasculation; the second part develops the plot of
Bata’s unfaithful wife, who tries twice to have him killed after eloping with the
Pharaoh. The tale, apart from exaggerating Bata’s bad luck with mischievous
women, also exemplifies two narrative possibilities: a plot in which the woman is
older than the hero or at least in a more powerful position, and a plot dealing
with the unfaithful wife®. This division between the two plots makes clear that
unfaithfulness can be of two different kinds, incest or adultery. In other words
the story offers two possibilities for the treatment of a love-triangle: husband-
wife-stepson and/or husband-wife-lover. Further, the tale has a fourth part,

probably owing to its folk-tale background, that of the punishment of the wives,

“* For a general overview in ancient Greek, oriental and European literature see Yohannan, (1968).

¥ Hollis, (2008) p.105.

" First critical edition by Maspero, (1915). For its influence on Greek storytelling Trenkner, (1958) p.99-108; regarding the
influence on the novels see Barns, (1956) p.35 for the influence of Egyptian narrative fiction on Greek fiction.

" For the connection between the two parts and the identification of Anubis’ and Bata's wife with different aspects of
Hathor see Hollis, (2008) p.192.
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the exoneration of the hero and his ascent to the throne.

In Greek mythological terms this would mean that the Helen myth
discussed previously is a model for the wife-lover triangle, while the wife-
stepson motif immediately alludes to the Phaedra. Aristophanes makes an
interesting comment on the intersection of these two possibilities by juxtaposing
Penelope (normally opposed to Helen and/or Clytemnestra) with Phaedra®. Yet
as becomes clear from the Tale of the Two Brothers it seems that the Phaedra
pattern retained its autonomy vis-a-vis the Helen one, since it offered different
possibilities of plot, one of which is its transformation of the stepmother into the
type of the saeua nouerca in Latin declamations, which accordingly enriched the
plots of the novels®!.

I shall now procede to a study of the treatment of the motif in Egyptian

literature and then in the Greek novels, for which see Table 6 (Appendix).

2.2.1.1 Joseph and Aseneth

The tale of Joseph is well known 2 his sale as a slave to Potiphar by the
Ishmaelite, the desire of his master’s wife for him — she is not mentioned by her
personal name but only by a toponym, either as Memphia or as the Egyptian®®-

her unfounded accusation based on a piece of his garment, and his spending two

Aristophanes, Thesmophoriazousai, 547, piov y&g ovk av eimowc tv vov yuvawov IInveAdnny, Oaidoag
aalanacas. The play performed in 411 B.C.E, a year after the chaste Helen; for the references to Hippolytus see Austin
and Olson, (2004).

= Van Mal-Maeder, (2001).
= For questions related to its date see Wills, (1995); Wills also traces the tale back as the 6t ¢ B.C.E. and discusses its

emergence from a possible Persian source (p.160).
"= Genesis, 39.7.
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years in prison until he explains the Pharaoh’s dreams and ascends the Pharaoh’s
thrones*. The tale presents all the main characteristics of what was going to be a
typical pattern: (a) the chaste and beautiful hero - faithful to his God*?, (b) the
unsuccessful attempt at seduction by an older woman and her unfounded
accusations to her husband (c) the youth’s punishment and (d) the revelation of
the truth and the youth’s reward. In Joseph’s case there is also one more motif,
that of retardation of the action, because he is thrown in jail for two years®®.

The tale of Joseph was known in the Greek-speaking world via the
Septuagint, Joseph’s Testament?”, Flavius Josephus’ Jewish Antiquities’® and
Philo. The Septuagint presents a slimmer version of the rather extended and
voyeuristic version of the Testament®. As for J&A, its context suggests that the
background of the story was well known®®. It is uncertain, whether Greek readers
were aware of the striking similarity between the names Petephres®! and
Pentephres®?, as the Judaeo-Egyptian community might have been, given the
Midrash allusion. Indeed, as argued by Goldman, there is a version of the tale of
Joseph in the Midrash that ties Aseneth directly to the Potiphar’s Wife episode.

According to one Midrash, Aseneth, still an infant, assured her foster-father

= For a discussion of primary and secondary literature see Humphrey, (2000).

= J&A, £.19, kai Eoty Twond aviye Beooefns kal 0wdowy kat taBévos wg ol OTjHEQOV.

== Genesis, 39. 19-20.

= For intertextuality with the Hippolytus, (the motif of hanging herself) see Braun, (1938) p.46.

== Flavius Josephus, Jewish Antiquities, 2.39-59.

=" The Septuagint gives only the request of the Egyptian woman ‘xotprjfnm pet’ éuot’, whereas the Testament gives a
full account of her attempts. For the influence of the Hippolytus play on the later Joseph saga see Wills, (1995), who also
discusses the elaborate, quasi-novelistic, description of Potiphar’s wife’s emotions (p.164-165).

= J&A, 4141, ovy 00105 €0y O KowunBels ueTa TS kuglag avTol;

 See (Petephres, as Joseph’s master) in Flavius, Philo Judaeus, On dreams, 1.78; Genesis, 37.36, Genesis 41.45; (as
Aseneth’s father) in Josephus, Jewish Antiguities, 2.39, Genesis 41.45.

-3 Philo Judaeus, Sacred Laws, 3.236.
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under oath that the charge against Joseph was false®®. This Jewish version, in
which Aseneth is the adoptive daughter of Potiphar and biological daughter of
Dinah, unifies the tale of Joseph into a three part romance in the best possible
way: the first part has Joseph sold as a slave and the news of his ‘apparent’ death
reaching Jacob; there follows the interlude with Potiphar’'s wife; and finally
comes his ideal romance with Aseneth®*,

Even without this detail — therefore even without the benefits of the novels’
exploitation of the interaction and recycling of characters®® — Joseph’s tale
provides us with all the requisite ingredients for a novel plot: child exposure and

recovery, adultery and/or incest, slavery and torture, and finally marriage.

2.2.1.2 Metiochus and Parthenope

What the exact relationship is of the Metiochus story to the pattern of
Potiphar’s wife is not easily inferred from the remaining text. P.Berol 7927 offers
some hints of a plot by Miltiades’ second wife, Hegesipyle, against her stepson
Metiochus®. The comparison of the remaining evidence of Metiochus and
Parthenope with its Persian reworking, Vamiq and Adhra, led Hagg to conclude
that there was no romance between Hegesipyle and her stepson ‘provided it is

not the Persian poet who has purged the narrative®”. The missing link may be

% Goldman, (1995) p.110.

It is commeon to have the daughter of the seductress as a wife for the hero: cf. Bellerophon.

" A novel plot appears to be more coherent if its characters intersect and intermingle in a cohesive ensemble. Heliodorus
is the master of this art, especially in his treatment of Sisimithres in the context of Charicleia’s recognition at the very end.
= P.Berol, 7927etc lines 12-15, ¢[iJAdTervos yog ws | JrataTov [ei]g émBovAny On-[
Q0-{ Ja HynonojAn tawv éavtig [ aidav.

" Higg, (2003) p.221.

Jta amoBgl..].< kal kot
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hiding in the following omission: the Greek fragment nevertheless suggests that
Metiochus did not finish his tale to Polycrates — perhaps due to Parthenope’s
arrival? — since the king encourages him to join the banquet:

[ ]... To0 tateog OArywola [..][ Jpeva dropbwoopat o Aot[...][ Klataotoag

eic DUmAdTegov[ ] paAdov yévntal ) MagBevo-[nne.

Half-told stories are not rare in Greek novels: Hippothous, recounting his
adventures, remembers to mention Anthia only at the very end, and almost
accidentally. Callirhoe’s tale, narrating her past to Dionysius, is only halt-
revealed, since she does not mention her wedding to Chaereas; further, Cnemon’s
tale of Demaenete’s plot against him is also presented in two parts. Besides it
seems natural, despite Metiochus’ quality of 10 eVBECEcH, to avoid mentioning
all the details in front of a large audience, or perhaps, precisely because of his
straightforward approach, Polycrates felt like interrupting him before he revealed
too much.

Metiochus’ tale appears to have all the typical characteristics of the Phaedra
pattern: (a) the chaste youth is Metiochus, whose very name means the one who
has wisdom, untic (+ €xw), or is driven by wisdom, (+toxoOpat). His candidness
is such that he goes as far as Hippolytus in rejecting Eros” dominance over the
human soul. His rejection of Eros sounds like an Hippolytean echo and could

perhaps be read in the context of a previous Phaedra pattern:

~** P.Berol.,, 7927, lines 5-10.
" P.Berol 7927, 8av]uacdvtwv 16 e08aQoic.
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el '] av kdxevo mavteAds aniBavolv, eil[Boédloc éotiv 6 "Bowg, meQuvooTely

aUT[o]v [AN]V, T [V][olkov]pévny...Eyw [0¢ ¥ ob]mtw—pnde mewabeiny TO OUVOAQV. 849

(b) The plot of the stepmother results in his (c) exile from his home country
~ cf. Bellerophon, Phoenix — and eventually (d?) the proof of his innocence and
the marriage to Parthenope. Motif (c) in this case is not of retardation but of

motion.

2.2.1.3 Ninus and Semiramis

How much of the Hippolytus tale is in the Ninus novel is hard to judge.
Nevertheless Ninus’ first words to his aunt and Semiramis’ mother show that he
has been, like Hippolytus, bound with an oath of chastity: ddwxpOlogov kai
amelfoatov Adoditne dpvAdéew] 7 wpw]udker®d. Ninus’ chastity, just like
that of Metiochus, seems to be patterned on a Hippolytean model. Nevertheless
both youths soon find their soulmates and the omnipotent Eros challenges and

tests their bond over earth and sea.

2.2.1.4 Rhodanes and Sinonis

lamblichus' Babyloniaca provides a rather complex vision of the topos of
chastity. In this case the third woman is a farmer’s daughter, kaAn v dv dortt
\nowbBeioa xat 1) mEOg TOV dvdpa evvola tag toixas meQueepapévn®2. This

characteristic assimilates her to Melite and other female rivals sympathetic to the

~ P.Berol. 7927-9588-21179, lines 54-60.
=+ P.Berol. 6926, lines 18-20.
2 Photius, 94.76b.
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reader. Being a widow®?® also makes her a more threatening candidate than
standard examples of the Phaedra pattern, since she is allowed to take the hero in
marriage. Rhodanes, although committed to Sinonis, shows compassion for the
unnamed woman’s sufferings and the help she has offered him, and kisses her;
Sinonis, bewildered after witnessing the scene, reacts like the vengeful ‘other
woman’ we encounter in the Greek novels and tries to kill her rival. This
variation should not be classified as conflicting with the remaining motifs; rather
it provides an interesting variant on a positive version of the ‘other woman’,

while it furnishes material for an elaborate description of Sinonis” jealousy.

Preliminary conclusions

The discussion above has demonstrated that the pattern of the ‘other
woman'’ is adapted in the novelistic narratives in many variations: the stepmother
— stepson relationship is not a necessary element, although it seems to intensify
the feelings of guilt of those involved —-whether the relationship is perceived as
incest or adultery. Equally common, however, seems to be the variant of the
chaste guest, who like Bellerophon does not allow his eyes to rest upon the wife
of his host. What is more, the punishment of the adulteress and the reward of the
hero seem to have been a part of the fairytale tradition as well as the marriage of
the hero with the ‘kin” of the ‘other woman’, as is the case in some of the

traditions regarding Joseph and Bellerophon.

A review of the motif in Huber, (1990), for the similarities of the Widow and the Phaedra tales in Petronius see
Macglathery, (2001) p.124ff. and Harrison, (2006).

173



PARTU

DRAMA - PHAEDRA

How much the Phaedra myth directly influenced the fragmentary novels
and the novel of Joseph is impossible to determine, given the scarcity of allusions.
It is only the Metiochus that shows precise Hippolytean characteristics, with the
hero’s absolute rejection of love, a theme that we do not encounter in the myth of
Bellerophon and/or that of Phoenix. With regards to Joseph however, his vow of

chastity can be interpreted without being related to the Hippolytus myth.

2.2.2 The explicit versions of the myth of Milady de Winter¢*

The popularity of the Phaedra myth

At this point I shall move on to examine the reception of the Phaedra
pattern in later antiquity, which, according to Pausanias its Euripidean staging
was probably one of the most popular tales even among the barbarians®. The
reworkings of the Phaedra myth tried to investigate Phaedra’'s emotions and to

exonerate her, by positive models of Phaedra and/or of Hippolytus.

2.2.2.1 The Second Sophistic on Phaedra‘

Plutarch, Lucian, Philostratus

Plutarch, while denying the historicity of the tale®”” and condemning the

~* Milady de Winter in the Trois Mousquetaires of Alexander Dumas, is accused, among other, of adultery, poisoning, and

political conspiracy. She is executed by her ex-lover, Athos, and the reason she is cited here is because of her resemblance
to Heliodorus’ Arsace.

~* Pausanias, 1.22.1.
-+ Table-6.

= Plutarch, Theseus, 28.22, thg ¢ meQi Talmy xai 0V VIOV avTod duatuyiag, émel undév dvtmintet ToPR TV
LCTOQLKMWV TOIS TEAYIKOLS, 0UTWS Exety BETEOV WG EKELVOL TEMOMKACLY KTAVTEC.
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moral message of such plays®$, presents a positive Phaedra in the person of the
chaste widow Ismenodora, who happily marries a boy much younger than
herself**. Lucian, who also despises twv mdAat tag paxAotatas, daidoag kal
[MagBevomas kat Poddmag Tvac®™, reinterprets the Phaedra-like tale of
Stratonice and Combabos, in which the queen did not accuse Combabos out of

vengeance. Lucian comments with insight that true love cannot result in slander:

gy uév vuv ovdd LOevefoinv meibouar ovdé Paideny Toldde emiteAéoal, €l TOV

TrnméAvTOV dTRekéws EmoOee Daidon. AAAX T& HEV ExéTw OKWS Kal EyEveTo®!,

Next to these positive Phaedras, Ismenadora and Stratonice, stands
Philostratus’' positive Hippolytus, who finds his incarnation in Timasion's
person®2. The youth although accused by his stepmother does not reject
Aphrodite, and Apollonius, who himself had been often the victim of such
slander because of his self-restraint®®, proposes to EotedavwoBar avTOV
(Timasion) énti cwdeoovvny kat med TnmoAvTov 100 Onoéws®. Like in the case
of the Helen myth, Philostratus opts for a novel-influenced version of the Phaedra
myth too. It is important to notice that although both the Helen and the Phaedra
myth find a very harsh and conservative treatment when discussed in their
original versions, Homer and Euripides, they are treated much more flexibly and

positively in the fringe, pattern-derived, models.

"+ Plutarch, How should the young men listen to the poets, 28a; the tale also figures in the Minor Parallels 314a, the
comparison between Theseus and Comnenius.

~#* Plutarch, Amatorius, 749d.

*** Lucian, On dancing, 2; And again in 46, with spectacles on ‘Cretan themes’.

** Lucian, On the Syrian Goddess, 19ff. For the religious background of the etiological tale see Lightfoot, (2003).

" Discussion of the Euripidean quotations in Bowie, (2009). Also on Apollonius’ beauty — compared to that of Hippolytus
- as non-erotic see Billault, (2000) p.106.

" Philostratus, Apollonius, 1.13, xaitol Wevdi] vodpuata K&t avtob fuvBeic.
** Philostratus, Apollonius, 6.3.
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Structuring the Phaedra myth

The myth of Phaedra found in the Classical mythological curriculum®® was
highly influenced by Euripides two Hippolytoi®® and ended up being
synonymous with the play. Both tragedies seem to have a great impact on the
Greek novel as has already been observed on many occasions®. Hutchinson
suggests a plausible sequence of events for the first play in which Phaedra’s
testing by Theseus and her suicide follow, and do not precede, Hippolytus’ death.
In this case the plot conforms more to that of the Tale of Two Brothers discussed
above. An older version of the Phaedra tale, which as we shall see is often cited
by Lucian and the Greek novelists, is that of Bellerophon and Stheneboea®®. The
pattern in this tale has the following elements: (a) the chaste youth Bellerophon is
(b) falsely accused by Stheneboea (or Ant(e)ia), the wife of his host, Proetus. (c)
Proetus sends him off to his father-in-law, lobates, who hesitates to kill a guest
and sends him against the Chimaera; (d) not only is Bellerophon not killed but in
the end, lobates, convinced of his innocence marries him to his younger
daughter®®. Another tale figuring a stepmother was that of Phoenix, blinded by

his father, after the unfounded accusation of his father’s concubine®,

The remaining fragments show that, despite the predilection for Phaedra,

“* Kirk, (1970): ‘Greek myths are quite heavily contaminated in the form in which we know them. This is all the more true
for the Phaedra myth'.

" For the two plays and a possible reconstruction of the first Hippolytus see Barret, (1964b) and Hutchinson, (2004); also
Kovacs, (1993).. About Potiphar’s wife motif and Euripides’ play see Halleran, (1995).

* For a general approach see Fusillo, (1991(1989)), Billault, (1998b). Specialised references will be given with the treatment
of each novel.

*** For the fragments and the background of the myth see Collard (1995) .
~* [liad, 6.155-197.

= See Wehrli, (1969). On the tale of Argyranasius and the origins of Euripides’ Phoenix.
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the Stheneboea with its folktale ending continued to be popular, probably
because it was closer to the ambience of New Comedy and that of the Greek
novel. The ending of the Joseph tale might have enjoyed the same popularity; like
that of Bata and Bellerophon, it ends with the marriage of the hero and his
accession to the throne. The need for a happy end and the already available
versions of the pattern suggest the development of the fourth motif of the pattern,
that of the punishment of the villain and the reward of the hero.

This plot pattern resembles Helen’s since it presents the hero’s chastity
threatened by a rival®l. It is motif (b) that makes the difference, because the
rivals’ motif in the Phaedra pattern does not affect the transition of the hero in the
narrative. Only in some cases, like those of Bata and Bellerophon, does the hero
leave the house of his father/master; in these cases exile replaces the hero’s
punishment,®? and there is a strong motive, that of reward®”. In Lucian’s
éxpoaoig of Apelles’ painting of Slander, found in his work On Calumny,
Slander is depicted as followed by Repentance: in structural terms, motif (c)

cannot appear without the subsequent motif (d)**.

Preliminary conclusions

The broad conclusion that can be extracted from this treatment of the

~ The symmetry studied in Konstan, (1994).

= The two Euripidean Hippolyti play with this possibility of exile, of distance, but as soon as Hippolytus exits the city-
limits he dies. The focus is on the house, oikos, and the impossibility of escape.

h In the Hippolytus Artemis also promises the dying hero that a cult will commemorate his death as a reward for his
chastity.

e Luci;n, -On Calumny, 5, Metdvowa, oipat, abtn) EAéyeTor EMe0TEéPETO YOUV €ig TOVTIOW dakgbovoa kal uet aidodg
Tave v AAnBeav ngoootoay viéBAemev. The passage is famous from Botticeelli's Calumny of Apelles in Florance.
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Phaedra myth in later antiquity is that the pattern continued to inspire writers,
but that these are keen to opt for a less radical, less misogynistic version of the
chaste youth, rather than a Hippolytean one. Moreover, there seems to be a
preference for happy endings, just as with Ismenodora, and a tendency to
investigate the emotional side of the tale rather than emphasizing the family
drama: hence the emphasis on the means of attempted seduction (supplication,
threats, a letter, the nurse) and/or on the carrying out of the accusation (letter,
suicide, falsely reported rape). The Phaedra emotional portrait was replaced by,
what we could nowadays call a psychological study of Phaedra's motivations but
not of her passion. Lucian’s Stratonice, being partly in the realm of myth and
partly in that of the literary culture of the Second Sophistic, probably presents the
only truly ‘new’ version of the pattern, introducing the detail of Combabos’
emasculation. But even in this exotic, oriental setting, which might have allowed
the narrator to experiment with a more ferocious oriental Phaedra, of the sort we
shall see in the novels, Lucian interrupts his narrative to comment on his reader’s

expectations, thus making a seemingly realistic comment on female emotions.

2.2.2.2 The Greek novels on Phaedra

Given the different possibilities offered by re-interpretation of the Phaedra
myth, the pattern became an almost compulsory ingredient of the novels’ plots.
The Phaedra pattern resembles that of Helen: in both, a rival threatens the hero’s

chastity, yet the Phaedra pattern seems more static, since the male hero is not
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transported. Moreover, the Phaedra plots tend to take place indoors, as expected
for an adultery plot, which emphasises the dramatic character of these episodes.
Finally, unlike Helen, the Phaedra myth occupies fewer pages in the novels, so

that the two patterns are not symmetrical®.

Chariton

1. Intertexts

I have already discussed the Hippolytean hunting scene from the Callirhoe,
Book 6. 4.1. The king’s hunting preparations are meant to distract him from
thinking of Callirhoe¢ but his plan has the opposite outcome, since ovve&nABe
vag ¢mi v Onpav 6 Eows avt@®. The scene, given the King's attested
cwdoouvn®, echoes the introductory scene of the Hippolytus although in this
case the hero, despite being chaste in deed is not so in his thoughts - and the
heroine is not the predator, but the victim. The hunt ends abruptly with the king
returning hastily to the palace®. It is impossible to determine the debt of this
scene to Virgil's Aeneid 4, Dido’s and Aeneas’ hunt, and/or Seneca’s description
of Phaedra hunting alongside Hippolytus®”.

To return to the Euripidean intertexts, the king’s resistance, like Phaedra’s,
lessens with time. After Artaxates’ second proposal, when he reminds him that

Callirhoe has no official husband yet, the king consents to send him as the go-

~* Against Konstan, (1994).

- 6.39.

645,

" 6.3.8, Undepiav HoL KATAYVOS AKQATIAV.

" 6.4.8, wg 10 KaAAgToV Orjgapa Onedcas.

" Seneca, Phaedra, 105ff. On possible allusions to the Aeneid see Tilg, (2010) p.261-297.
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between. Callirhoe refuses tactfully®”* and the pattern is abandoned at this point.
Nevertheless, with the sudden outbreak of the Egyptian revolt, Callirhoe’s case is
sunk in retardation as she is moved with Artaxerxes’ possessions®?. This part
corresponds with motif (b) from the Helen pattern, hence the related movement:
Callirhoe leaves Babylon but remains in captivity until her reunion with
Chaereas. In this case the Phaedra pattern is fused with the Helen one and the
references to the Hippolytus could be read as using the play itself as an intertext

on the pathology of love rather than echoing the pattern (Table 7).

Pattern avoided

What remains part of the Phaedra pattern is Callirhoe’s fear that the King’s
love might be revealed to Stateira, and that she might react as a vengeful
Phaedra, punishing and humiliating Callithoe and/or selling her to get her
away®”. This possible outcome has already been alluded to in Theron’s false tale
about Callirhoe to Phocas: according to the pirate, Callirhoe is from Sybaris and
was sold because of her mistress” jealousy®*. Chariton-narrator here consciously
omits a fallacious tale, which is anyway known to the reader from previous

novels. He nevertheless provides the reader with enough hints to make it evident

0 6.10.6.

==6.9.5-7, ov pmv KaAAipodng émeAéAnoto Bacthevs.

~76.6.5, boBegwtégav Nyobual v ¢ BaotAidos ndotvriay.

T l.l2.§, yovh de LuPagitis, evdatpoveoTaTn TV ékel, kaAAiotv &Boav €xovon dix InAotuminy érwAnaey, éyw di
AUTNV ETQUAMTIV.
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that this is not due to lack of skill, but rather is an artistic choice. Chariton does
not include any Phaedra patterns, and Stateira, although a potential ‘barbarian
other woman’ remains a positive character, a Hellenized oriental queen®”,
throughout the novel. As a result the King is forced, by the plot and by Stateira’s

tact, to display his fidelity and justice to their maximum.

Discussion

Chariton’s novel does not make use of the Phaedra pattern explicitly — as a
pattern — despite the close intertextual triggers that we have just observed. As for
Chaereas, not only is he not tempted to posses his beautiful prize — before
recognizing Callirhoe as his wife — but he also mentions ironically that he is
emtabdditog kai épdoptog, if the woman rejects him before seeing him, adding
that he, above all, mpénet yap owdoocvvny tipav?. Chaereas is sketched as the
opposite of Dionysius and the Great King and as a true example of cwdgocvvr),
respectful towards Artemis and Aphrodite alike. Lastly, the omission of the
pattern by the narrator should not be conceived as inconsistent with the dating of
the novel. J&A precedes the writer from Aphrodisias, and a version of the
Metiochus and Parthenope may have been circulating around this time as well,
i.e. there were novelistic treatments of the pattern. As for the emotional tact that
the novel displays in its treatment, it anticipates, in my view, the Lucianic

treatment, of the oriental but not vengeful Stratonice, in that Stateira is not

“* Haynes, (2003) p.103.
- Heliodorus, 7.6.12.
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jealous, as it would have been explected from an oriental queen.

Xenophon of Ephesus

Xenophon of Ephesus uses the Phaedra pattern as a means of forward
movement, not retardation (Table 8). Moreover, unlike Helen, he makes precise
allusions to the Euripidean treatment of the myth, and, although he is not
consistent in his intertextual references, he structures the novel around the three
Phaedra-like women that manipulate its plot, namely Manto, Cyno and a
subsidiary case, Rhenaea®””. The Manto episode occupies and influences the plot
of books 2 and 3 and is the most elaborate. The Cyno episode is shorter and
appears not to be fully developed, since it consists of a mere six sub-sections. The

episode of Rhenaea is not fully developed either.

1. Intertextuality : the larger Hippolytean project

Eros’ vengeful plot and Xenophon’s novel

The main elements of the Hippolytus plot are adumbrated at the beginning
of the novel: the background is Artemis’ temple at Ephesus and Anthia is
presented as a priestess and simulacrum of the goddess®®. The novel’s first
tableau presents, a hunting scene, which is not a mere ‘exotic touch’ associated

with the cult of Artemis Ephesia:

" Haynes, (2003) p.102, classifies under the ‘Phaedra’ tag all the following: Stateira, Rhenaea, Manto, Cyno, Lycaenion,
Melite and Arsace; she says that as ‘female antagonists {they] can be grouped together according to a similarity in
narrative function (rivals for the heroes’ affection) but the diverse treatment they receive at the hands of the different
authors is interesting both from a socio-historical and a literary perspective’. In particular for Rhenaea’s case (p. 108):
although Rhenaea’s plot function differs from that of Manto and Cyno, they share a set of characteristics which are

indicative of the author’s strict stance towards female sexuality.
" 1.27.
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aQrEoay dE KT 0TiXOV Ol TOPTEVOVTES: TIEWTA HEV TA LEQX Kl DADES Kal Kava Kol
fupdparte, Emt ToUTOLG (oL Kad KOVES Kol OKEVT KUVIYETIKA GOV T HEV TIOAELKE,

T 0 mMAgloTA ElQN VLA™,

The opening scene in the Hippolytus also depicts a hunting scene®®. In
Xenophon, however, it is a religious procession - but this alludes to the ritual
procession during which Phaedra first saw Hippolytus®!. Obviously in classical
Athens women were not allowed to be seen in public and these cases of love at
first sight at religious festivals are not a mere motif, but the only occasion on
which the two sexes had the opportunity to meet each other. Nevertheless the
emphasis on the procession in honour of Artemis points to a rather more nuanced
intertextuality between the two texts. But there is more: Anthia is presented as the
living image of the goddess in whose service she is. The comparison of Anthia to
Artemis is a lieu commun®® in the Greek novels; yet the hunting context
reinforces the link between Habrocomes and Hippolytus, the lover of Artemis.
That is the reason why, when she appears in front of the public in her heavenly

beauty, the crowds, overjoyed, honour her as the real Goddess Artemis®*:

TOAAGKIS QLTI €Tl TOD Tepévoug 1dovtes Edéolol mpooekvvnoav ws Agteutyv..., kal
noav mokiAal aga twv Oewpévwy dwval, Twv pEv O EkTANEewe TV Beov elval

AEYOVTWYV, TV 08 AAANV Tva OO NG Oeol TeQLmotnpévnvosd,

A close reading of the incident offers further support for reading

124

™ Hippolytus. 51-56, aAX' eivog® yag ToVde Taida Onoéws/oteixovia, Orjgag poxOov ékAedomdta, TnndAvtoy, #w
TWVOE Brioopal TOmwv,

~* Hippolytus, 24-27, martgog evyevig dapap/idodoa Paidon kagdlav katéoxeto wrtt devip.

= Letoublon, (1993) p.189, the female protagonist as Artemis and Aphrodite.

=% Dalmeyda, (1926). p.5; also Steiner, (1969) and Griffiths, (1978). Griffiths pp- 411-412 argues that Artemis cannot be

Anthia’s model. For the Greek identity of Artemis at Ephesus see Yildirim, (2004).
4127
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Habrocomes as Hippolytus-like. The hero is depicted as a handsome youth who
thinks highly of his beauty® and is condescending regarding Love’s power:!

"Eowtd ye v ovde évoplev elvat Bedv, dAAG Tavn eE€Batev g OVDEV 1YOUUEVOG,
Aéywv (g 00K &v oTE 0V TIg 0aoBein ovdE vTotayein T Bed un BEAwy. &l dé mov

teoov A} dyaApa Epwrog eide, kateyEAas.

This is Hippolytean behaviour®”’, since one remembers very well the last
words of Hippolytus to his old slave, who was trying to convince him to honour
Aphroditess. Moreover, Habrocomes is not just handsome, like Hippolytus, but
he appears to be the image of a god himself, in order to pair Anthia’s exceptional
beauty. This is why during the procession towards the temple of Artemis, they

exclaim in amazement with a simile%:

névteg BOVTeG ARgokduny Exelvwv émeAdBovto, Etgehav dE Tag dbelg 7 avTOV
Boawvteg UTO TG Béag ExmemAYpévoL, ‘KaAdg ABgokoung’ Aéyovtes, “kat olog ovdE

elg kaAoL piunua Oeov' .o,

Habrocomes’ arrogance®® makes him a version of Hippolytus, who is described
by Aphrodite as one of those who doovovowv eic fuag péya®?. Anthia mentions
that she is in love with Habrocomes kaAq pév, aAA” Omeonddvw®. For this

arrogance Habrocomes is going to be punished, not by Aphrodite, but by her son,

~71.1.4, épQOveEL DE TO HeRdKIOV € EQUTE PEYEAQ.

=5 1.1.5ff.

= Dalmeyda, (1926) p. xviii: ‘Eros joue dans le roman le rdle que sa mére tient dans 'Hippolyte d’Euripide. However
Dalmevda does not explain thing further. And [ believe that the link he makes between Anthia and Phaedra is quite odd, if
not wrong.

= Hippolytus, 113, tv ofjv d¢ Kbmow noAA” éyw xaigewy Aéyw.

~* Hippolytus, 88, avaf, Beobs yap deonotas xaAelv xgewv. For a discussion of the meaning of those lines see Barrett,
(1964): "Lord — I address you thus because, it is the gods whom one should call master’. But West, (1965) and Kovacs,

(1993).: Lord, for it is as gods that one should address one’s masters'.
=~ 1.2.8 ete.

“1.14.
% Hippolytus, 6.
#1146,
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Eros, whom he dared to challenge; the punishment is not to fall in love with
Anthia as he had thought in the beginning®* but to be separated from her. Only
when in the hands of the pirates does he understand that doxetar Tt
HEpaVTELHEVR THwElay 1101 pe 6 Beog Thg brtegndaviag eilomQattel™.

Xenophon incorporates a positive version of the Hippolytus myth in his
main narrative. He may underline Anthia’s silent erotic suffering, her physical
weakening, her need for a faithful nurse tva BonOov Anpopay tive mavia
KOO in a Euripidean spirit, but the situation is not an impasse, as it is in
the play. Anthia’s status as a parthenos and that of Habrocomes as a youth
obviously do not prevent their marriage, whether with or without the help of an
intermediary, and despite Anthia’s excuses, the situation is romantic rather than
shameful®”; nevertheless the large-scale Phaedra pattern applied here by
Xenophon requires that an oracle approve of the marriage and foretell their
future trials®®. Clarian Apollo’s intervention sanctions their union and their
marriage ideal is summarized in the oaths of love:

OUOOWHEV EavTOLE, PIATATN, OU UV WG €UOL HEVEIS ayvr) kal dAAov avdoa ovx

DTIOHEVELS, €YQ O GTL 0K <av> AAAT) Yuvaiki cuvotkoo ™.

The oracle’s prediction of the beginning and the ending”® of erotic suffering,

vooog, is the link between the previous echoes of the Phaedra pattern on the level

144, Eows, péya ool toomtatov £yrjyeQtal katd APQokopov tov owdeovos.. . &neos wv, Eows, £t v oV
vegndavouvv-aAAa vov AvBiav Nuiv anddos.

T12

147

" For Phaedra’s shame and guilt Gérard, (1993).

= 1.6.1ff.

“+1.11.4.

" 161, tintte moBeite pabeiv vovoov TéAog 1dE Kat ax1v; / apdotégous Lin vovoog £xel, AVows évBev avéom)./ detva
" 0Qw TOlCdECOL TAOT KAl AvivuTa €0V,
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of myth! and their transposition on the level of plot, myth™. Note that this is the
only occasion where the Phaedra pattern is openly applied as a model to a larger
novelistic plot, and not just to specific episodes, myth". The mutual oaths of
fidelity and chastity divert the Phaedra pattern to a different, novelistic direction,
which still maintains the articulation of a possible Phaedra pattern, but not its
content: (a) chaste youth Habrocomes neglects to pay his respects to Eros; (b)
Anthia is in love with Habrocomes, who does not require a go-between to seduce
him; (c) the youth will nevertheless be punished for his previous impiety, not by
failing to attain the object of his love but by first getting and then losing it.
Unfortunately, as in the case of Phaedra, his punishment entails the suffering of
his beloved until (d) she is restored to him.

This initial pattern is a loose allusion to what follows and the Euripidean
echoes could also be read at a level of mythological simile or model (myth'). What
is important for the novels is the way in which this broad preamble is translated
into novelistic terms as follows: (a) chaste Habrocomes is in love only with
Anthia-Artemis, (b) different women try to seduce him, (c) Habrocomes suffers
their revenge, (d) Habrocomes is rewarded for his chastity and the seductresses
punished. Hence the initial Phaedra background is used in a programmatic way
to introduce a different type of Phaedra pattern, one in which the youth is faithful
not to chastity, but to his beloved. The exposition of Xenophon's tale situates him
in the heart of the Euripidean tradition of the Hippolytoi and it is used as an

amplifier for the rest of the story. Once the setting is contextualised then the
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different variations which structure the rest of the pattern can be introduced

without intertextual references or even be concealed under non-Euripidean

intertextuality.

2. Phaedra patterns and the structure of the novel

Manto

The Manto episode which occupies and initiates Books 2 and 3 has nothing
in common with the Euripidean opening, but with the general Phaedra pattern.
Manto, whose name indicates Apolline influence, and for that reason is presented
as part of the divine plan foretold at Claros™, is a virgin, beautiful and not
married’®, In this she does not conform to the general Phaedra-pattern and she
could have been a possible partner for Habrocomes. Yet, like the powerful
females of the pattern, she is in a higher social position than Habrocomes and
Anthia, whom her father Apsyrtos brings into their household as a slave. As the
story goes, Manto falls in love with the handsome Habrocomes, who, faithful to
Anthia, rejects her. Manto tries unsuccessfully to use Anthia’s former servant,
Rhode, as a go-between. In her encounter with her Manto makes clear that, if
Habrocomes does not consent, they will have to suffer the wrath of an
nNowmuévng kai BaoBaoov maedévov which knows no limits™.

It is hard to tell exactly the debt of that articulation to the first Hippolytus,

" For Manto as the mythical founder of the oracle of Claros, Pausanias, 7.3.1-2; On the names in Xenophon see Higg,
(1971)

“123L

“235.
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in which Phaedra was presented more daring, and/or to the Medea, since
barbarians, contrary to Greeks were typically presented as bad-tempered and
pathologically jealous”. The only Euripidean echo in the episode is the letter sent
to Habrocomes by Manto™®. Letters”® are also a characteristic of the Phaedra
myth””; however love letters are not in the carte du jour, save for letters of
accusation. The reason for this is that scripta manent and love letters could result
in true or false evidence of guilt. Despite Habrocomes’ imprisonment, Manto’s
letter reveals the truth to her father, while she and Moeris move to Syria,
dragging along Anthia, as part of her planned revenge.

This easy-going Phaedra-style plot presents some deviations from the
pattern which should be attributed not exclusively to a particular Euripidean
intertext, but rather to the programmatic way in which the Phaedra pattern is
used. Manto is a virgin and her erotic suffering is reminiscent of that of Anthia.
Just like Anthia she is unable to declare her love to Habrocomes in person, nor is
she able to reveal it to anyone else of her household”®. But Manto’s obstacle is not
just Habrocomes’ arrogance, as it was for Anthia. Her object of desire is
inaccessible since she knows that he has a yvvaika eldviav kat meioetv ovdémorte

eArtilCovoa’. After her failure to convince Habrocomes with Rhode’s help, she

“# On emotions see Konstan, (2006) p.231; jealousy was regarded as an emotion of the barbarians, where as the Greeks it
was interpreted as a ‘selfish spleen’. Also Bowie, (1991).

2510

~ For the uses of letters in the novels in relation to the plot see Létoublon, (2003).

" Probably there were love letters in Sophocles’ Phaedra; see: Radt (1977)) p.475.

7232

6232
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sends him a letter via a barbarian servant’?®. The detail is important because it
accentuates the difference between the Greek and barbarian reaction, not only on
the level of the two rivals, Anthia and Manto, but also on the level of servants,
Rhode and the barbarian. Manto’s love-letter has no effect and, driven by
jealousy, she accuses him to her father of attempted rape. Apsyrtos, who was
coming home bringing Manto a husband, punishes Habrocomes violently and
imprisons him, bringing the sub-plot to a dead end. The real culprit, Manto, is not
only not punished, but marries Moeris and departs for Syria, taking Anthia,
Rhode and Leucon along with her.

The breaking of the pattern at such an important and unexpected moment
of the narrative is not paralleled in the Hippolytus plot. Elements like
Habrocomes’ imprisonment echo the tale of Joseph, who was a slave and spent
two years in captivity. The reaction towards the ‘other woman’ also seems to be
analogous. The Flavius Josephus version, discussing the reaction of Potiphar,
mentions that he was eager to punish Joseph, being in love with his wife:

dovg 8¢ TwdEovELV T Yuvalki ovneov & eivat katakgivag Tov Twonmov Tov pev &ig
TV TV KAKOVQYwV elokTVv €VvéBaAev, €mi d& 1) yuvaikl kal paAAov epoovel

KOOULOTNTA KAl 0wdQOoVUVNV aUTT) HAQTLRWV.
Apsyrtos” punishment of Habrocomes is inflicted in order to show @ voudilw

e Buyatog ... 8tL cwdoova apBévov a&etal”? Habrocomes’ time in prison

is associated with dreams too, although the dream he has of his father seems to

Tn253.
“* Flavius Josephus, Jewish Antiquities, 2.59.
1265,
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need no deep interpretation, since it predicts his manumission and his reunion
with Anthia. Meanwhile Apsyrtos finds Manto’s letter and realises the injustice
that has been done. He frees Habrocomes, appoints him ti¢ oikiag &oxetv, and
promises to marry him to a citizen’s daughter’’®. Manto escapes the punishment
like Potiphar’s wife, — i.e. part one of motif (d) — and Habrocomes is converted
from a slave into the major-domo. Yet this turn of events endangers the novelistic
pattern: Habrocomes takes up the direction of Apsyrtos” house in order to collect
information about Anthia’, just as Joseph was appointed ‘curator’ of Egypt.

The pattern seems to have reached a stalemate until Manto’s second letter
informs her father regarding Anthia. We know from the Helen chapter that the
Moeris episode results in the transportation of the heroine, because Manto’s
husband turns out to be one of Anthia’s ardent suitors (motif b’%). But Manto’s
letter offers another reading of the Helen pattern, by introducing a groundless
accusation. This time the target of the slander is Anthia and the episode is
patterned as an equivalent of the previous Phaedra pattern. Manto, prone to
baseless accusations, reverses the situation and makes of Anthia a potential
Phaedra. In her reading she sees (a) Moeris, the loyal husband of Manto (b) and
Anthia the ‘other woman” who tries — unwillingly but successfully- to seduce
him7¢. Moeris does not appear to have strong will power, unlike Habrocomes;

Manto takes the situation in her hands, and sends Anthia off to Cilicia as a slave.

©r2.10.2.

42104

2111, 0 Moigis ...é0a 5 AvOsing ododooV éowa.
722121 AvBelav...ToA K damoaavévnv kaka.
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Therefore Manto’s purposeful misreading of the Moeris episode bridges motifs
(d-) and (d) of the Phaedra and the Helen patterns respectively — where (d1) is
Habrocomes’ innocence without Manto’s punishment, and (d2) is Habrocomes’

quest for Anthia””.

Cyno

The Cyno episode is elaborated in a single paragraph”s. Here the basic
elements of the plot are reduced to a‘minimum: Araxos is an old man and his
wife is wicked; unlike Manto she is not in the least beautiful, and her name means
‘bitch’. Moreover Cyno, the bitch, is a shameless woman; therefore killing her
husband in order to satisfy her lust for Habrocomes is not altogether unexpected.
Additionally she is not ashamed to express herself in words: moopégetv Ad6yov
neol ovvovoiag kai dettal eiBeoBal kal &vdoa Exewv VTIOXVELTO kKal AQa&ov
aroxteveiv’®. The moral distance between the silent suffering of Anthia at the
novel’s beginning, which echoes that of Phaedra, Manto’s indirect love letter and
Cyno’s direct Adyog is great. Nevertheless, the episode’s function is similar: (a)
Habrocomes, the chaste lover of Anthia (b) becomes Cyno’s object of desire; Cyno
is married to Araxos, whom she kills in order to marry Habrocomes. (c) On this
exaggerated version of the pattern, since the husband cannot avenge the insult,

the unnamed doxwv of Egypt is charged with Habrocomes’ trial. He is found

"7 Meaning thwhere the quest of Anthia not the very issue of the novel, the incident could have ended with Habrocomes
imprisonment and exoneration; however Habrocomes has to looks for Anthia, as expected by motif d of the Helen pattern.
3121
3124

191



PART I

DRAMA - PHAEDRA

guilty but miraculously manages to escape both crucifixion and fire’®. The
murderous intent of the ‘other woman’ is also present in the tale of Bata and in
the Testament of Joseph: in the first, Bata’s wife tries to have him killed twice, and
both times he escapes death; in the latter Potiphar’s wife presents him with the
following possibility: el poixevoat ov BéAels, éyw avap® tov AlyUmTiov, Kai
0UTwg vopw ANboual ot eig &vdoa’.

Nevertheless, despite the obvious divine favour that attends Habrocomes,
he is not judged innocent but returned to prison, according to the &oxwv’s words:
£ws pabwpev 8otig 6 dvBpwmos Eoty kal 8, Tt oVTwe avToD péAel Oeoic’?, The
divine hand that extends over Habrocomes is expressed through an intermediary,
Hippothous, who, arriving in Egypt, uses Psammis’ gold to pay Habrocomes’
ransom and secure his freedom. The culprit Cyno suffers the same punishment as
that applied to Habrocomes: she is crucified’?.

Once again, the Phaedra pattern in Xenophon is characteristic for its static
quality. Motif (d), despite Habrocomes’ salvation, is not one of action but one of

retardation and it needs an external thrust in order to get things moving.

Rhenaea
The Rhenaea episode falls into neither a Phaedra nor a Helen pattern.
However it is developed in a parallel tonality to that of Manto’s second plot - i.e.

her vengeance on Anthia. O’ Sullivan has also noticed the similarities between the

=442

= Testament of Joseph, 1.5.1.
= 4.2.10.
434
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Rhenaea and Manto incidents and noted that both share the same expressions
and structure”. Rhenaea’s husband, Polyidus, captures Anthia, but appears to be
an unusual suitor. Although Polyidus desires her, he takes an oath to Isis to keep
her pure and brings her home. We do not learn whether Anthia gives him her
real name or her new one, like in Hippothous' case, in which she is presented as a
Meuoitig and, Alyvntia’, a name which may echo that of Potiphar’s wife in the
Testament of Joseph. Even if that is not the case, Polyidus” wife, Rhenaea, seeing
Anthia as the ‘other woman’ who intends to destroy her marriage, tortures her
and sells her to a brothel-keeper, while she tells Polyidus, who is eager to believe

her, that Anthia has escaped:

1 8¢ Prvaia éA06vTL @ TToAvidw Aéyel 6t amédoa 1) AvOia, kakelvog &k TV 11

TETRAYUEVWY EMIOTEVOEV VT,

How can Rhenaea convince Polyidus about the departure of Anthia? The
phrase ¢k t@v 101 mempaypévwv seems to allude to a logical conclusion by
which Polyidus agrees not to pursue Anthia. However, the main point is
Rhenaea's dissimulation of truth since she provides her husband with a
groundless accusation, used to conceal a crime out of jealousy, as was true in
Manto’s case with both Habrocomes’ torture and Anthia’s despatch. In this plot
(a) the chaste Anthia (b) who is falsely accused of seduction, as being the ‘other

womarn’, (c) is punished and sold. Reaching another point of retardation Anthia

= O'sullivan, (1995) p.41.

436, edaoke de Alyvrtia elvan EmixWQLOS kol TO Svopa Mepding; cf. Testament of Joseph, 11.3.6, xai deBgtlov mpds
Krowy, kai exAaiov miegi Mepdiag s Altyvrtiog, 6t odpodoa ddiaAeintwg EvoxAeL po.
=337,
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remains in the brothel until Hippothous” arrival.

Xenophon's small-scale treatment of the Phaedra myth does not rely on
direct intertextuality with the Euripidean text, but echoes it: the detail of Manto’s
letter is the most important evidence of an at least second-hand knowledge of the
Sophoclean Phaedra plot — although in a more bookish society, around 150 C.E,
letters might well be a more common means of recognition than in classical
antiquity. Only the large-scale, programmatic opening makes specific allusions to
the setting of the Hippolytus play.

Therefore it could be inferred that the Phaedra pattern develops accordingly
to the landscape in which it is set: in the Greek world Ephesus is closer to the
Euripidean plays in both its structure and its analysis of emotions (i.e. Anthia’s
silent and noble endurance of love), whereas against the background of Tyre a
virgin barbarian woman becomes more daring, until, on Egyptian ground, female
cruelty reaches its peak with the raw brutality of Araxos’ Egyptian wife -
influenced probably by local traditions, such as Joseph’s tale and/or Bata’s. Is
then Anthia and Habrocomes a study in the intercultural use of the myth? The
four consecutive adaptations of the pattern show that, more than in the other
novels, the Phaedra pattern had a pivotal role in the structuring of the novel,
being the main motif of retardation and acting in counterpoise to the rapidly
alternating and volatile Helen muotifs. The diversity in its use bears witness to a
conscious engagement of the narrative with the pattern, which might well argue

fora culturally broader intertextual context.
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Xenophon’s novel opens with numerous allusions to the Hippolytus,
especially in Habrocomes’ arrogance and punishment but also in the sketching of
Anthia’s emotions. The opening also alludes to a broader, looser pattern based on
the Hippolytus, by presenting the adventures of the couple as part of Eros’
revenge. Nonetheless on a smaller scale the novel is structured around the three
Phaedra episodes, those of Manto, Cyno and Rhenaea, which do not use
Euripidean material and which may be variations on other, especially Egyptian,
material. Xenophon’s novel is unique in its abundant variations of the Phaedra
pattern, two major and one minor, plus its opening, programmatic version. It
appears to me that just as the Chariton narrator tries to set out different studies of
the Helen myth, Xenophon'’s text attempts to do the same with the Phaedra myth.
Given the possible intertextual triggers between the two™, it seems not
impossible that in a process of fruitful aemulatio Xenophon emphasised another

side of the novelistic plot, that of the Phaedra pattern.

Longus

1. Hippolytean intertextuality in the proem

Longus’ novel starts with making a firm connection between &pw¢ and

0wdEoaUVN®, a combination, undoubtedly, cherished by Euripides’ and by

" Especially the echo of Callirhoe’s burial by Chaereas and its equivalent in that of Anthia by Perilaus; for the afinities
between Xenophon and Chariton see P79, and p. 310 (current document).
= For the analogy see also Bowie, (2007) p-344.
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Plato™. The passage is intermingled with Theocritean allusions to the Cyclops,
Idyll 11, and/or the Hylas, Idyll 13. The narrator ends his proem with the
assertion that: ovdeic éowta épuyev 1) devEetal, péxQs Av kKaAAog 1) xal
ohBaApol PAénwoLy. fuly & O Bedg MagdoxoL 0wdovoLoL T TwV AAAWY
voddety 71 Furthermore, the text provides us with another direct allusion, this
time to Euripides’ Stheneboea. Astylus, making fun of Gnathon’s mythological
encyclopaedism, teases him with the gnomic phrase: peydAovg 6 éowtag moLel
coblotac™. The gnome is also alluded to in Plato’s Symposium, when Agathon
praises the musicality of Eros in Euripidean words™®. Other verbal allusions to
Euripides can be found in Chloe’s inability to eat” and in the simile of love as a
vooog™ or dagpaxov’®, though they may also be interpreted as literary

commonplaces.

2. Phaedra patterns in a ‘green shade’

Lycaenion

Lycaenion need not be introduced as a Phaedra-like character. By the time

" Cf. Hippolytus, 528-529, unj pol note oUv xaxk® paveing; Stheneboea TrGFr, 661.24, (Kannicht) , 6 d¢ eic 10 owdgov
e aeThv T'ayev Eows, INAwTtog avOpdmowoy; Theseus, TrGFr, 388, (Kannicht), dAA éot d1) Tig &AAog év Bootois éowg;
Plato, Phaedrus 241a3: voUv kai owhoodvny avt épwtos Kai paving, in the first speech of Socrates; Symposium 188d5,
1964, etc.

> For Platonic influence on Longus see: Hunter, (1983) notes on p.31-3 and Danek and Wallisch, (1993) p.46, p. 47, p.54 etc.
For the familiarity with the Roman elegists Morgan, (2004) p.148: ‘the prayer is a duplicitous indemnity clause, which well
resists being read for prurience or titillation’.

7 Pref. 4. For a distant echo see also the words of the chorus in Hippolytus, 525, etc £0ws, £0wg, O Kot dupdtay otdlwy
=oBov ...u1 poi obv kakan Gavéng. Cf. Antigone, 787, xai 0’ oUT aBavatwv GvEiog ovdeis; for Eros in the novels as a
positive emotion contrasted to its tragic interpretation see Morgan, (2004) p.150.

2 4.18.1; of. Euripides, Stheneboea, TrGFr 633 (Kannicht).

2 Plato, Symposium, 166b2, nom g 6 Bedg 00dog 0btws MoTe kai AAAOV TTOWoaL.

** Hippolytus, 135-137; see the discussion in Bowie, (2007).

= Hippolytus, 131-132.

7+ For the dialogue between the Euripidean and the Theocritean intertexts see Bowie, (2007) p.345 and Morgan, (2004)
p.183.
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of the composition of Longus’ novel the motif and its use seem to have been a
standard requirement of novelistic plots (Table 9). Yet the Daphnis and Chloe
present another, humorous version of it. Lycaenion is presented from the

beginning in the colours of the ‘other woman’:

v 0¢ TIg aUT® YelTwv, YewQYos YNG Wiag, Xeduig to dvopa, magnPwv 1dn 0 ooua.
ToUTW YVUVaIov v Emtaktov £E doteog, véov Kai weaiov kal dygowking apodtegov.

ToUTW AvKatviov dvoua fv7¥.

Lycaenion has all the qualifications to fulfill this role: she is young and she has an
old husband, a detail which may recall the Euripidean treatment of the Phoenix
and/or Menander’s Samia™®: just like Gnathon, who is an expert in quoting
mythological similes and acting according to mythological contexts (see my
previous discussion of the Helen pattern in Longus), Lycaenion brings with her
the mceurs of the city and of city women.

The description of how Lycaenion first saw Daphnis and desired him is a
highly humorous version of the procession described in the Hippolytus, as 1
noted when discussing Xenophon. Lycaenion sees Daphnis xa®’ éxaomnyv
nuéoav mageAavvovia tag alyas €wlev elg vouny, VUKTwQ €K VOMTS,

enebvunoev  €oaotny  ktjoacfat dweolg deAedoaoa™. The participle

73151,

" Cf. Euripides, Phoenix and Menander, Samia, 498-500, 00T’ £t0ApuNoag o mealat, ol €TAng Auvvtogog viv
eXOTV 00VIV Aaely o, Anuén, kai tovtovi éktudAdoat; Also Euripides, Phoenix, TfrGr.807 (Kannicht): mikgov véat
“evaikt 7eeofutns avie. Cf. Stobaeus 4.22.116, and TrGFr, 804, déomowa y&g yvégovtt vuudin yuvr in Stobaeus
422109 and Aristophanes, Thesmophoriasousae, 411-412, and Menander, Sententiae - see Jackel, (1964) line 191.

7 For a discussion of the New Comedy motifs in Longus see Hunter, (1983) p.68: 'the character of Lycaenion does seem to
have links with the ‘kind-hearted’ courtesans familiar from the dramatic genre'. Hunter's comment refers more to

characterisation rather than the pattern; besides courtesans like Samia do not sleep with the main hero, but help the
couple.

#3152
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naoeAavvovta recalls military parades™ and its adaptation in the bucolic
context of the Pastorals may seem an ironic tint; yet a Theocritean intertext points
to a bucolic reinterpretation of the episode. As Hunter has accurately observed,
the Longus passages allude to Theocritus Idyll VIII in which Daphnis, walking
his goats before the cave of a beautiful girl and being teased by her, turns his eyes
to the ground out of embarassment”2. The scene appears again in Theocritus V,
88-89 and seems to be typical of the pastoral genre’®; Daphnis’ embarassment’™*
in combination with the well-known punishment of Daphnis’ arrogance by
Aphrodite in the Thyrsis, Idyll I’ may recall, among others, the Hippolytus™®.
The link between the Daphnis myth and that of Hippolytus is all the more
evident in the Pastorals in the description of Lycaenion’s predatory sexuality.
Lycaenion pursues her lover further, into the woods, fulfilling Phaedra’s wish in
the prologue of the Hippolytus. There she has the opportunity to observe
Chloe’s and Daphnis’ amorous naiyvia and cvvaAynoaoa d¢ toig abAlog xal

KOV ke voploaoa dittdv, TOv HEV el v ékelvwv ownpliag, Tov d¢ eig

“+ Xenophon, Cyropaedia, 5.3.56, Plutarch, Pelopidas, 17.3ff.

+ Theocritus, 8.71-74, kfjp’ éxk T AVIEW OLVOMQUS KOQA £XOES D00 [TAG DAUAAAS TTAQEAAVTA KAAOV KAAOV TUEV
£0aoKEV-/OU pav 00dE AGvov €xQIBTV Ao TOV TIKQOV avtd,/aAAa katw PAEbag tav apetégav 6d0v eigrov. On the
bucolic intertext see Hunter, (1983) p.69.

** Theocritus, 5. 88-89, BaAAet xai paAowot 1ov atnoAov & KAsagiota/tac alyag nageAdvta kal &dV Tt ROMMUALATOEL.
For the comparison see Legrand, (1925) p.10, v.1.

+ Agaisnt Legrand, (’1925) p.10: ‘Daphnis amoureux passioné ne ressemble guére au Daphnis de la 1¢ Idylle, qui maudit
Aphrodite et résiste Eros jusqu'a la mort’. However, the second part of Daphnis’song 8.76-80, praises the joys of pastoral
life over the charmes of the beautiful girl.

* Theocritus, 1.97-98-104, Aphrodite, i 6nv tov Egwta katedyeo, Addvy, Avyilew/ 1) ¢’ otx adToc Eowtos T doyaAiw
eAryNONg; Aadvng kv Ada kakov éooetan aAyos Egwrt.

 See Crane, (1987) role of Aphrodite in the cases of Daphnis, Hippolytus and Adonis. Also for intertextuality with
Longus and Theocritus I, based on the adb yeAdoag, see Crane, (1987) p.165 and Morgan, (2004), p.214, p.236. The allusion
when describing Daphnis may point to the different, positive, treatment of Daphnis, who in 3.22.4 is already well versed
by Lycaenion and also tells to his beloved Chloe a tale of Eros.

¥ Hippolytus, 208ff.
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v éavtic émbuplav, émtexvatal T toldvde™. Lycaenion’s plot does not
oppose Daphnis’ wishes but in a humorous twist her object of desire not only
does not oppose her desire but also is also highly keen to lie with her. Her plea to
him can be interpreted in a double way. The first is the meaning that Daphnis
understands and rushes to save her goose: 0@odv pot TOV xfva, pndé meQudng
&TEAR poL TOV &ELOpOV yevopevov’®. The adjective dteAn™, howerver, in the
phrase undé megLidne &teAn, may also sound like ‘save me ...do not neglect my
desire unconsumed’. Yet the hero understands the words literally and acts
accordingly. Once away from Chloe, Lycaenion reveals to him what his sexual
education lacks; at this moment Daphnis' reaction contrasts with the Hippolytus
pattern:

ovK &xaQTégnoev O Addvig v’ NdovRG, GAA dte AyQoLKog Kat almoAos Kal Qv Kal
VEOS, RO TV TOdWV Katameowv v Avkaiviov ikétevev 6Tl taxtota ddaEal v

Téxvny, dU Mg 6 PovAgtan dodoel XAdnv L.

Daphnis’ eagerness to learn the secrets of love, being a country-boy and a
goatherd and a lover and young (the paratactic accumulation of these qualities
emphasise Daphnis' non-Hippolytean reaction), reverses the scene; so, where on
other occasions the woman would be the suppliant of an unwilling beloved male,

here it is Daphnis who falls on his knees, in the scene recalling the amorous

=+ 316.1.

#3163,

"~ Cf. Lucian, On the Syprian Goddess, 27, Eeivn) yovi] ég mavijyvoty &mkopév)...éxovia, 0wt peydAw $0XeTo, etk d¢
uabovoa ateAéa £dvia éwutnv dieigydoaTo.

3181
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iceoia that follows Lycaenion’s first contrived plea to Daphnis™. After love-
making, Lycaenion warns Daphnis that if he does the same to Chloe the girl will
bleed; Daphnis appears quite scared of the blood, and therefore he does not show
the same eagerness to apply Lycaenion’s instructions to Chloe before their
wedding’®. Lycaenion, like Gnathon versed in the city’s patterns, guides also the
pattern of the novel of these naive lovers.

This unusual Phaedra pattern is structured around the following motifs: (a)
Daphnis is faithful to his Chloe — and only because he is eager to please Chloe
does he surrenders to Lycaenion; (b) Lycaenion is a city woman, who is older,
married and beautiful, and desires Daphnis; (c¢) Daphnis is not accused but even
gets presents and fruitful feedback from Lycaenion; (d) Daphnis is married to
Chloe and Lycaenion is at their wedding.

It is questionable whether Phaedra was right to hang herself after all, given
that things on other occasions work perfectly fine. But Longus here is not only
questioning here his tragic intertexts by opposing his handling to theirs™*. The
narrative pattern also questions the adaptations and reworkings of the pattern
within the novel genre. Lycaenion, unlike the other 'other women' of the novel, is
not jealous of Daphnis” love for Chloe, as long as she can make some profit out of
it, and in that she succeeds. Longus’ bucolic relationships are not necessarily

possessive and demanding. As in the description of the villagers’ collective

3161, axQiBas HIUNTApEVT) THY TeETaQayUévny, owody ue, einte, Aadvi, Tiv &BAiav'. The phrasing appears much as
a lover’s plea, as if Lycaenion is trying to convince Daphnis to save her from her suffering. But Lycaenion comes up with
another excuse, the missing goose.

3243

" Bowie, (2007) p.349.
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measures for killing the wolves or for confronting the Methymnians, who, like
Daphnis do not have personal property, Eros is also communal. At least this is
the impression that the text gives until the recognition of Daphnis and Chloe by

their rich parents.

Discussion

Longus’ treatment of the Phaedra pattern is not based only on the
Euripidean Hippolytus or the Stheneboea as these intertexts may suggest. Rather
the novel hints at a reception of the Phaedra pattern via the Theocritean pastoral
tradition, since Theocritus' Daphnis, and Hippolytus, are both the subjects of
Aphrodite’s wrath. The introductory scene of the Lycaenion episode may well
imply this connection. Nevertheless the interpretation of both myths is, as
Morgan has already observed, positive: unlike Daphnis and/or Hippolytus,
Longus' Daphnis appears an ardent student of Lycaenion’s erotic course, which

constitutes the only Phaedra-related pattern in the novel”.

Achilles Tatius

1. Hippolytean echoes

Charicles
AT’s treatment of the Phaedra pattern is elaborated in two stages: the first
three books introduce the pattern within a homoerotic context, then the

appearance of Artemis in the beginning of Book 4 signals the introduction of a

¥ See Lalanne, (2006); for the sentimental education of the couple see Morgan, (1996) and Hunter’s reply.
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Phaedra-pattern ‘proper’ (Table 10). The first miniature sketch of the myth
appears in the interlude between Cleinias and Charicles. We learn from

Cleitophon that

v 8¢ pot KAewiag avediods, 0pdavos kal véog, dvo avaPePniag £t g NAkiag g

éung, éowtt TeteAeouévos: petpakiov d¢ 6 EQug V7.

Cleinias has some Hippolytean characteristics, he is young and an orphan, but,
contrary to his cousin he is initiated in the matters of love - of boys. This last
detail portrays Cleinias’ and Charicles’ arrogance towards heterosexual Eros.
Charicles condemns marriage and claims that movnoov pév yag yuvvy), xawv
svuopdog 1. Cleinias on the other hand reacts to Cleitophon’s news with a
couplet from Hesiod about the disasters brought by Pandora’™ and then he
provides a catalogue of similes: this includes disastrous women, among others,
Phaedra, who anéktewvev TnmoAvtov dprrodoa (in contrast to the murderous but
un drovoa Clytemnestra). Cleinias ends his account with a generalising gnome:
kv GAQOL, dovedovor kav pn Aot Govevovow’. This last remark is
echoed ironically and reversed a few chapters later; Charicles’ death is not caused
by his approaching marriage”®, but by Cleinias’, a lover’s, gift, as indicated by the

narrator’s prolepsis: 0 p&v ovv anrjet v TeAevtalav 6d0v, Dotata kat TEWTA

171

174

7+ AT 1.8.2, Hesiod, Works and days, 57-58, tois & éyw avti mugds dow Kakov, @ kev &mavtes TEQnwvIal katd Bupdv,
cov kakov apdayanwvres. Cf. Hippolytus, 616-617, & Ze0, ti o kifdnAov avBodmows kakdv/ yuvaikas ¢ pog HAiov
rawwewioas; and from the first Hippolytus, TrGFr, 429, (Kannicht) avti mugds yae &Ato mo/ peilov éBAdoTopev
TUVAIKES TOAU DUOHOXWTEQOV.

“1.87.

1.7.3, oixouai ooy, Aéywv, KAewia.
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ueAAjowv inmaleoBars.

The unusual Phaedra pattern introduced by Cleinias and Charicles may be
articulated as follows: (a) Charicles is in love with Cleinias — a relationship which
may recall that of the mutual fidelity of heterosexual couples in the novels; (b) a
woman, ugly but rich and of a high social status is presented as Charicles’ future
wife’2; (c) Charicles rejects marriage and women altogether; (d) the death of
Charicles, caused by his boyfriend’s horse. Charicles’ death alludes to the
Hippolytus by being announced, just as in the play, by a witness, in a detailed,
voyeuristic description of the accident’. Garnaud” is right to see in this incident
and in the father’s lament over the body of his son a direct allusion to Theseus’
lament for Hippolytus’. The theatricality of the incident, which happens over a
single day”, and its markedly Euripidean context are emphasized by the
messenger speech’. The whole passage functions in a programmatic way for the
events to come, not only in respect to its content — homosexual versus
heterosexual love’® — but also with respect to the genre — i.e. tragic treatment

versus novelistic treatment of a love story.

8L

2 Here is an amusing variant of a ‘real life’ situation: the young man who marries an ugly woman for her riches. Here
Charicles, using the verb £xdidopay, in very girlish distress presents himself as being “sold’ to his bride.

11.12-13

+ Garnaud, "Achilles Tatius D' Alexandrie: Le Roman De Leucippé Et Clitophon', (Paris: Les Belles Lettres, 1991). p. 22.

5 Hippolvtus, 1245-1248.

= The unity of place and time alluded to in Charicles’ words, 1.8.10, ToAA& &’ &v Y€volTo kai £V VUKTL pid.)

" The detail of riding in a storm is similar in both: 1.12.4, 6 d¢ 100 xKAVdwvOS énlelev avtdv xewwv; and Hippolytus,
1213, avt ¢ obv 1KAVdWVL Kal oLl KW éE€0nKke Tadgov, dyglov tégag cf. 1.12.5-6, Oro B¢ TGV 10D dévdgou
KAGDLY 10 TQOOWNOV AUOXUVETAL ... O B¢ {MMOS ..T® oWpat katerdtel OV GBAwv, 1.13.2, 0UdE evoXAHWY paivn
vexoos and Hippolytus, 1238, omodovpevos uév mpog nétgats dpiov kdga/ Ooabwv Té odgokas; 1343-1344, 6 tdAac Gde
on otexed odQrag veaas EavBov T kaga diuxAvpavieis.

- For the moral message of the incident see Morales, (2004) p.152: 'a cautionary tale against Cleinias’ mode of loving.
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Hippolytean aetiology

The Melite episode, which is the main Phaedra pattern in the novel, closes
with an aetiology, like the Hippolytus and other Euripidean plays™®, e.g. the IT,
although Melite, unlike Charicleia, is not responsible for the inauguration of the
ritual. Melite, in order to be exonerated, has to step into the waters of Styx, a
spring near Ephesus. The tale, and the rite performed in order to exonerate falsely
accused wives, resembles in its function the ritual held for Hippolytus, in which
the virgin consort of Artemis became the object of a pre-marital cult as Artemis
had predicted”; similarly, the metamorphosis of the virgin Rhodopis gives the
aetiological background for the rite performed by married women (and in some
cases unchaste wives) in Ephesus. Rhodopis may not be a virgin male, like
Hippolytus, but her lover Euthynikos is; so their common rejection of Aphrodite
and their punishment allude heavily to Euripides’ play””.

As expected, Aphrodite, Artemis’ rival, makes the two young hunters fall in
love with each other. As in the myths of Callisto and Actaeon, Artemis, enraged,
punishes her unfaithful devotee. But what especially echoes the Hippolytean
intertexts is Aphrodite’s laugh; as in the Hippolytus, and in the Theocritean
version of Daphnis”?, Aphrodite is presented as the arch-enemy of Artemis, and a

goddess whose power rules over men and gods, just as the ego-narrator observes

*For Euripidean closure see Dunn, (1996).

" Dunn, (1996) p.95ff.

7+ 8.12.1-12, xai tjkovoev 1) Adpgoditr Kai 0gyiletal kai apivactal BéAel v kdenv TAS Driegoiog.

7= Theocritus, 1, 95, fiv6¢ ye pav adela kai & Komows yeAdowoon. For the connection to the Hippolytus see Crane, (1987).
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at the beginning of the novel.”>.

2. Patterns: the Melite variations

Leucippe’s misreading: Cleitophon as Hippolytus

The conversation between Cleitophon and Cleinias reveals another side of
our hero. We learn that he was teasing his cousin for being a slave of desire”*. A
little later Cleitophon appears to be himself a slave of his desire for Leucippe™.
Books 1 to 3, however, show the transformation of Cleitophon’s desire into
something more ‘ideally’ appropriate to a novel plot. The parallel dreams of
Artemis and Aphrodite at the beginning of Book 4, in which both goddesses
assure their respective protégés of the happy outcome of their adventures, point
towards a different treatment of the Phaedra pattern — one in which both Artemis
and Aphrodite bless their marriage. This is the setting for the novel’s main
Phaedra pattern that is introduced in Book 5, but influences its plot until Book 7.

The pattern of the Melite incident is as follows: (a) chaste and faithful to his
deceased beloved, Cleitophon meets (b) the widowed Melite who desires him;
but, although he agrees to marry her, he refuses to consummate their marriage
until they reach Ephesus; (c) with the return of Melite’s husband Cleitophon is
thrown in prison —while Melite, not only does not bring a public charge against

him but (d) helps him out, on the condition that he sleeps with her, something he

RN W B

T+ 1.7, £o0xwTToV 00V AUTOV &EL TS AUEQUVINS.

77 1.9.1-2, ravtote Aeukinnmy davialopat. 0O Yéyovev GAAW Tvi TOLODTOV ATOXNHA. TO YOQ KAKGOV LOL Kal CUVolkeL
Cleitophon’s inexperience and chastity are negotiable: he has had already some sexual experience (2.37.5) and his
knowledge surprises Menelaus who, amazed, tells him that ‘coi pot dokeis pr) TewtdTEIQos AAAR YEQuV THG AdQoditng
Tevxaves (2.38.1)
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does happily.

Cleitophon’s resistance to Melite’s advances has some similarities to the
Charicles episode. Just like Charicles’ future bride, Melite is wealthy, of high
social status and is head over heels in love with him. Melite’s obsession for
Cleitophon is described by Satyrus as follows:

1 Adooditn péya ToUTOV TaQéoxev Ayabov, 6 d& ovk €DéAet Aafetv. yvvaka
EEEuNVEV €U aUT® TAVL KaANY, Qote dv DOV avtv einols dyadua, Edeolav o
vévog, Svopa MeA{mv..6 d¢ ovk olda T mabwv vmegndpavel, vouilwv avt®

Agvkinmny dvaplwoecOal’?.

The plot that Satyrus describes in this case intersects with that of the
Hippolytus; with the difference that Melite’s passion here is presented as
something &yafdv, something positive. Aphrodite is the plot maker, who has
generated Melite’s desire and madness, just as with Phaedra. Moreover, contrary
to Charicles” appointed fiancée, Melite is beautiful, young and widowed ~ which
allows the two to enter a legal marriage.””. This non-incestuous and quite feasible
plot, devised by Aphrodite, is described as a present which Cleitophon refuses
out of arrogance. The verb Umepndavel belongs to a group of of terms used to
describe Hippolytus’ arrogance’: here it picks out that of Cleitophon. The
mention of arrogance, then, suggests a reading of Cleitophon as belonging to the
pattern of traditional novel heroes, like Chaereas or Habrocomes. Unexpectedly,

Cleitophon agrees to marry Melite — despite imposing a condition of sexual

5116,
~~ This is also the case of Ismenodora in Plutarch’s Amatorius.

* Hippolvtus, 6, oddAw & Gool deovotaw eis Nuas péya. Cf. Antonius, resisting Cleopatra's love in Plutarch,
Antonius, 61a, oi dpldol ™ AtyvrTing Eglvia Kal kadpevov avénelBov wg O ékelvig #0@To, Kal Aowogodvreg
exadory anadn kai vepridavoyv; and 1.2.1.
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abstinence during their trip.

The version that AT’s novel presents seem to be one of the more
unpredictable in the genre. The Ephesian destination of the couple, along with
the promise of Cleitophon that he will fulfill his marital duties”” once in Ephesus,
hints at a different twist in the plot’®, which is realised in two stages: the plot
resurrects and recalls on stage first Leucippe and, second, Melite’s husband,
Thersander.

The resurrection of Leucippe while introducing a possible version of the
‘motif’ of escape’ (cf. the Helen pattern), also carries further the Phaedra pattern.
After Leucippe has made her presence clear to Cleitophon by a letter in which she
wishes him all the best for his kawovg yapovc™, Melite asks him to fu.lfil her
desire. As expected from the already adumbrated Hippolytean plot Cleitophon
refuses. Once more, by pretending illness, he postpones the marriage’™. But this
time he is not successful because Melite, in despair, looks for help to seduce
Cleitophon by means of magic and spells. Since the women of Thessaly were
widely known for their links with magic’ it is not surprising that Melite asks for
help from Leucippe, who in this context is acting as the supportive go-between,
like Phaedra’s nurse. The motif of love-drugs is alluded to in the Hippolytus too,

and in Melite’s reading of the mythical pattern there is no reason why the

7= The oaths to Isis in 5.14.2.
™ On Ephesus as ‘a place rich in novelistic connotations’ see Whitmarsh and Morales, (2001a). p. 158.
715.19.3-4, AAN £VIOS KATEOKE, UT) MAVTOS ATOAEOTIIS...YOvaika 0pas TRty Edeciwv pawvopévny ént ool.
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Thessalian slave-girl would refuse the favour. Leucippe, encouraged by Melite’s
confession that Cleitophon is faithful to his deceased beloved, goes happily to the
fields to collect her magical herbs. Up to this point, despite some deviations,

the basic format of the Phaedra motif is unchanged.

Thersander’s misreading : Melite as Phaedra

It is Thersander’s unexpected return that ‘accélére en explicite-versions le
rythme des péripéties plus que jamais sous le signe de I'échec et de l'erreur””.
For an avid reader of fiction Thersander’s return points towards motif (b) of the
pattern: in other words the reader expects Melite to defend herself while accusing
Cleitophon for taking advantage of her. But this is not the case. At the crucial
moment of Thersander’s attack on Cleitophon the latter drops Leucippe’s letter,
and Melite, who is left speechless, picks it up. The detailed description of Melite’s
emotional suffering is the best explanation for the omission of the ‘false
accusation’ motif:

nacav pabovoa v aAnBewav éueuégloto oAAoIc dua v Puxry, aldol kal 0gyn
Kat éowtt kal {nAotumia. oxvveto tov avdoa, wEYileTo TOlG YoAauuaow, O €Qwg

EUAQALVE TNV 0QYT)V, éETNTiTe 1OV éQwta 1) CnAoTuTtia, Kal TEAOG ExQATNOEV O £QWwe.
Melite questions the reaction she is expected to have. The reference to

‘shame’ - aidol, Nioxvveto —suggests a possible reading of Melite as Phaedra’®;

the references to anger and jealousy - 0gyn, {nAotumia- suggest a novelistic

ault, (1998a) p.150.
75.24.3.
~ Hippolytus, 385.
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reading of Phaedra, which presents the revenge of the unlucky lover on the hero
and his beloved. But the narrator here opts for another version, one that appears
similar to Lucian’s comment regarding Stratonice, as discussed above. Melite
cannot accuse Cleitophon herself. Her self-defence in front of her husband is
constructed around the themes of ‘rumour’ and ‘slander’, which, as in Lucian, are
responsible for the king’s reaction”. Thersander too relies on slander, but this
time there is no empty accusation from the wife’s side. The victory of Eros is the
new variation on the pattern that the novel brings in. It is impossible to state with
certainity whether there is direct intertextuality between AT and Lucian, both
writing around 150 C.E., although they might have been using an earlier source,

or it could be a coincidence”®.

Cleitophon’s reading: the Melite variations

The reading that Cleitophon-narrator and Lucian here suggest is that the
Phaedra pattern does not need the ‘false accusation’ motif in order to be
exploited. Thersander is easily convinced by the not altogether false accusation
regarding his wife’s lover and imprisons Cleitophon, as part of the motif (c).
Melite comes to his call not to accuse him but to help him, begging him as
follows: unv atipaong Tov éowta Tov Epov O OV T péYIoTA EVTUXELS...00 D€
Q" EUOL BNoavEov £0wTog £VEWV ATIHALELS T eVEQYeTHATA™.

Melite’s plea is heartbreaking and Cleitophon cannot remain untouched,

776104, djun 8¢ kai AxBoAr) dvo guyyevi) kakd. Buydtne 1) drjun s ABoAns.
™ Although Melite accuses him of being an eunuch, like Combabos; AT 5.25.8, eOvoixe kal avdedyuve.
715.25.8-10.
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since Melite talks as a spokesman of Eros, or as Eros in person. He therefore
consents to her demands by saying that: émafov Tt avBowmnivov kat dAnOws
¢dopriomv tov Egwta, 1 pot yévnrat uvipa ek tob Beov™? Cleitophon here
acts as a good reader of the pattern. Knowing that a further refusal would only
bring more perils upon him- and this is also his first-hand experience with
Charicles’ wedding — he consents and has sex with Melite, although he still
argues in front of Leucippe’s father that he has kept his virginity, ‘if such a thing
exists among men7%.

Cleitophon’s comment also makes a statement regarding the plot of the
novel. The Phaedra pattern which could be interpreted as symmetrical”™* to that
of Helen, is not: this is because, although male heroes are also exposed to female
temptresses, just as females are to male rivals, since there is nothing controversial
regarding male virginity and there is no way to test it. Therefore, the Phaedra
pattern can be reworked with or without compulsory chastity on the part of the
male hero. What is more, Melite’s chastity trial is the very confirmation of her
‘innocence’, and a narratorial comment on the cunningly conceived plot,
suggesting that the pattern can be used with or without female chastity being
involved. Consequently, Thersander, the only incomprehending reader of the
Phaedra-Melite pattern, is the only one deceived. The comment of Cleitophon-

narrator on the realization of motif (d) at 8.20.5 is then ironically intertextual and

Ur N

3.27.2.
“235.20.5.
™+ Konstan, (1994).
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intratextual, referring both to the programmatic Phaedra motifs at the beginning

of the novel and their treatment in the previous novelistic tradition.

Discussion

AT’s novel presents four different readings of the Phaedra pattern. The first
is a homosexual reworking of the Hippolytus myth and it is there that we find
most of the intertextual references to the eponymous play. The reading of
Cleitophon as Hippolytus is the one proposed by Leucippe, who, acting as the
go-between for her mistress, has realised that her lover is chaste. Thersander
reads a doubly wrong version of the pattern: like Theseus, he sees in Cleitophon
the youth who has been seduced by his wife. Melite’s silence encourages this
reading since she does not try to protect herself by accusing her beloved.
Nevertheless, a fourth version is given to the audience, Cleitophon’s interlocutor.
This is the ‘true’ version that Leucippe and her father never learn, in which
Cleitophon appears as an excellent reader of the previous literary tradition.
Cleitophon’s consent to Melite’s supplication comes out of the pretended fear
that, should he resist, Eros will then try to avenge his 0Boic. The suspense of this
reading is kept up to Melite’s trial and the ironical decision of the Styx spring:
Melite is innocent because she did not commit adultery while her husband was
abroad - but, as the voyeuristic audience knows, after her husband’s return. So
just as Cleitophon can defend himself by having suffered t &vOodmvov, thus

the readers of this Phaedra plot can identify the narrator in this positive human,
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all too human, description of desire.

Heliodorus

Patterns only

Demaenete

Just like AT, Heliodorus presents two binary Phaedra patterns on two levels
of intertextuality’ (Table 11). The first” near the beginning of the novel has a
programmatic character and is the subject of Cnemon’s narrative”. The second
occupies the Memphis chapters of the novel with the Persian Queen Arsace and
Theagenes in the main roles. The pattern is important since it links the narrative
to the main action, providing a unified narrative”™; therefore not only is the
narrative of ‘the Athenian love™ presented as the reverse of the ideal novelistic
love of Theagenes and Charicleia, but the narrative’s structure is also opposed to
that of Book 7 and 8 and functions as an intertextual comment on how such plots

can be exploited.

The Phaedra story in the first part of Cnemon’s narrative (1.9.1 — 1.11.2)

= Paulsen (1992) pp.67-68. For a more recent article treating the Phaedra story in both Heliodorus and Apuletus see Smith,
(2007a).

"+ For Phaedra in Heliodorus see Feuillatre, (1966), Sandy, (1982), Rocca, (1976); Also, Colonna, (1987), Morgan, (1989a);
Rattenbury (1933). p. 15, oddly argues that the incident is not inspired directly by Euripides’ Phaedra but ‘ il semble avoir
ete tres familier avec les oeuvres d’Euripide’.

7 For the term see Morgan, (198%a) arguing against Winkler, (1982), hat the narrative is a straightforward narrative
opposite to the Heliodoran, complicated one.

> Morgan, (1989a) p.107: 'the narrative provides a prolonged portrait of perverted, immoral, simply bad love'.
~* The term used by Morgan, (1989a).
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unusually for Heliodorus’ allusive style, names Hippolytus®®: Demaenete calls
Cnemon ‘6 véog TrméAvtoct”. This is not just an intertextual allusion to the
Euripidean Hippolytus but also a reference to the Aristophanic mention of the
‘wauvipv “BEAévnv'#2. This comment suggests in a programmatic way that
Heliodorus’ version of the original text is going to be a combination of tragic and
comic elements. (a) Cnemon need not be chaste, yet he is the stepson of
Demaenete, the young wife of his father and a woman with a dubious past*”; (b)
Demaenete sees — not for the first time — Cnemon returning from the Panathenaea
and is consumed by desire for him; the setting strongly recalls the Hippolytus,
although Demaenete had other chances to see Cnemon at home. Probably it is
here used to recall the Euripidean intertextual framework. Demaenete
approaches Cnemon during Aristippus’ absence at night and “émepato tivog
v abepitwv Tuyxaverve?,

Demaenete plans her revenge overnight and accuses Cnemon to Aristippus
of having kicked her while pregnant. (c1) Aristippus believes his wife and has
Cnemon punished: mO& te €mate kal mMAAG TQOTKAAETAUEVOS HATTIELWY
nkiCeto!®. Thus Cnemon receives the punishment of a slave, like Habrocomes,

whereas exile, would have been closer to the play. (c2) The punishment that

~ For the naming of the characters see Bowie, (1995).

S 11020

** Aristophanes, Thesmophoriazousae, 850, Eydda-trv kv v EAévnv pupnoouat.
~ % For the association of Demaenete with Lais, the prostitute concubine of the hedonist philosopher Aristippus, see Jones,
(2006) p.558; Hieronymus of Rhodes, On poetry émei t0v MagoikoDVIa TQeoPUTNV Kai EKTEUVOVIA TO GACOS
ETHWENOATo Avagyugod flows...0 98¢ 1@ o avtod éméunve v TaAAGKNV..ETl TOUTOK KAl O Tatie EavTov
amRIoEY, 7 0¢ toAaxn) el Poéag Eavtny égoubev...i0Toel D¢ 6 TeQEVLpOg &V TQ TeQL TEAYWdWTOLLV Anekalwy
wortog 1ov Evguidov Poivica. Wehrli, (1969) p.38.

~=1.10.2.

S
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Cnemon receives is not enough for Demaenete’s wrath and she plans a ‘devtéQay
emBoLAV®’, which occupies chapters 1.11.2 to 1.14.1. Thisbe is encouraged by
her mistress to maintain a relationship with Cnemon; during one of their
meetings Thisbe strategically ‘reveals’ to Cnemon that Demaenete has a lover,
something which would not be surprising for a woman who had already made
advances to her stepson; Cnemon, reading accordingly, is easily convinced and
rushes into her bedroom to kill her, where he finds her with his father.
Immediately he is accused of attempted parricide and he is exiled. Aristippus’
choice not to kill Cnemon on the spot but to bring his son in front of the court is a
comment on Theseus’ behaviour’”. Whereas Theseus murdered his own son,
Aristippus uses the law. In vain Cnemon, not being bound by any oath, cries to
his judges that his stepmother has accused him®®. Soon after we find him exiled
on Aegina.

I would like parenthetically to note here that the detail of the kick which
forms the kernel of Demaenete’s false accusation, points to Chariton’s treatment
of a parallel episode: Cnemon kicking his ‘pregnant’ stepmother may easily recall
Chaereas®®. Moreover the false accusation of having an “affair’, against Callirhoe
and against Demaenete, which results in a kick, appears to be an anti-ideal
manipulation of this Charitonian mini-plot, since in Cnemon’s case it is well

premeditated in order to put the blame on Cnemon. This feature argues for a

= 1.11.2.

ST 1132,

T 1134, @ pnTeUId, S PNTEULR AVALQODUAL UNTOUL GKQLTOV GTOAALOL.

¥ 1123, 10v mavtéga puév el ayov aipvidiov tivog xeeias xadovongs; CF.1.4.8, mooonoinoat, W &ig &yeov arévay,
BabBeiag d¢ éoméoas magaduAartte TV oikiav.
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different kind of generic merging: that of the novelistic motif into the tragic-one,
whereas the more common movement appears to work the other way round -
from tragedy into the novel.

The emphasis on the stepmother’s plot’”’ can be read throughout the
narrative as a metatextual reading of such parallel plots. In the beginning it is
Demaenete who is trying to present motherly feelings towards Cnemon; then,
when she accuses him to Aristippus mentioning — falsely - the kick and
Cnemon’s carefree lifestyle, she confesses to her husband that she had not
revealed anything in order not to be treated as a stepmother®". On the other hand
she interprets Cnemon’s unwillingness to succumb to her approaches as a result
of his refusal to commit not adultery but incest®?. Moreover the thousand votes
for Cnemon’s exile took into consideration kal T Umovoix T kat& Tig
pntouac®®. It is clear, then. that in Cnemon’s narrative everyone, except
Aristippus, is reading a stepmother plot. His proleptic closure to his inset
audience- ov pnv dtipwEntds yve Oeols €x0ox Anpawvétn megieAeidpOn —is not
enough to fulfil their expectations and makes them ask for the end:

Kal pny mogemteipels ye Muag, épn 6 Geayévng, el MV kakiomv dtu@EnTOV
EA0ELS €V TQ AGY® AnpatvéTnv. ovkoby dkovout'dv, Edn 6 Kvijuwy, gmeldnmeQ LUV

oUTwW BIAOVEH,

Theagenes” words suggest that the right ending for this tale is the

" Hunter, (1998) p.45, on Heliodorus and Lysias' Eratosthenes.
7+ 1.10.4, un rva AaPout unTeuIaS HTITOVOLAY.

= 1151, aAdotoiav pév aAA oD ye matogay evVIY nNoxvveTo.
114

1142
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punishment of the stepmother. This comment illuminates the variations on the
ending of the different Phaedra patterns that we have discussed so far and the
limits of deviation in the manipulation of the different narratives. Heliodorus’
narrative conforms to the original version, the one that has Phaedra punished,
but the way he develops motif (d) is his main innovation. Just as Cnemon has
anticipated his audience in the beginning his story is developed in a long tragic
pattern®>:

e, Edn, T TadTA KIVELS KAVAHOXAEDELS; TODTO B} TAV TEAYWIWY. OUK &V KXY

vEVOLT &V ETEl0ODIOV DIV T@V DUETEQWY TAMA EMeloPEQery Kard .

Hunter notes the links between Thisbe’s and Demaenete’s stories and has argued
that ‘the general similarities between the details of Demaenete’s plot against
Cnemon and that of Thisbe’s subsequent revenge upon her (1.14.2 - 1.17.6),
openly display how such narrative material is ‘held in common’ for almost
infinite reuse®”. The recapitulation of the same pattern does not consist only in
the similarities between Cnemon’s and Demaenete’s é&amatnoig and their
punishments, by Demaenete and Thisbe respectively. Rather, Thisbe appears to
be a skilful plot-writer who manipulates her audience’s reactions and
expectations — here Demaenete’s — precisely because this is the plot her
mistress/audience desires. Demaenete’s meeting Cnemon can be read as an

allusion to the Hippolytus, illustrating of the shamelessness of the woman in

** Paulsen (1992) p. 84-85: ‘Knemon als Mensch gezeichnet warden soll’, in tragischen Termini denkt und fiihit’, wirt
unmittelbar im nachsten Satz weiter gefestig... Knemons Erzdhlung betrachten soll’, al seine Tragddie...etc’. For
Knemon’s story as a ‘tragedy in prose’, p.101.

=187,

" Hunter, (1998) p-46.
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love. In the second part, Thisbe invents a milder plot. Demaenete’s monologue
suggests that besides the pattern already developed there are multiple ways to
carry out a Phaedra plot:

4

i v&Q ov TeQLelmov aAA’émeBovAevoy; T ovy ikétevov AAN €dlwKwV;...GAA” T

BMOLOONG £y KAl AVIIHEQOS DOTIEQR OUK EQWTE TIVOG AAA” &EXOVOX DELVOVHE,
Demaenete realizes that she has been acting not as a lover — ovx éQWo& Tvog
AaAN” doxovoa - but as a vengeful mistress, just like Manto and Cyno, a comment

that echoes Lucian’s comment about Stratonice and her Greek mythological

models.

Thisbe

The second plot is proposed and carried out by Thisbe®”. In it, she takes up
the role of the go-between willingly, although her main role is not that of the
nurse, but that of Phaedra. Thisbe’s decision is not directed by faithfulness to her
mistress, but by personal benefit, since Demaenete blamed her for Cnemon’s
exile:

el &¢ mote yévorro kaf' éavtiy, moAAX v OloPny éuépdeTo WG OV TROONKOVTWS
vrneetnoauévny,’n omovdaia mepl T dewa, Aéyovoa, 1) TQOG UEV TOVEQWTA M

ovpngalaca’®.
Like the nurse in the Hippolytus, Thisbe attributes her first failure to luck
and promises a second, more successful, attempt®?!. This new seduction plot

designed by Thisbe has the handmaiden partly in the role of Phaedra and

~1.155.

- For the parallels between Demaenete and Thisbe see Morgan, (1989a) p.111.
' 1.15.1; of. Hippolytus, 682, @ naykaxiotn kat ¢pitwv duxdBogen.

*** Hippolytus, 701ff.
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Demaenete while it maintains Demaenete in the stepmother role:

¢0av pév éyo moomoujoopat o0 Kviuwvos...mtagaxadéow d¢ Ty Agotvonv...

eloayaryelv e (G aLTOV VUKTwE vl abtnct.

Thisbe then proposes to treat Demaenete’s madness and love sickness by
providing her with the object of her love®”. Meanwhile, as a deus ex machina, she
reveals to the naive Aristippus her ‘truth’ regarding Cnemon’s conduct and
Demaenete’s unfaithfulness. This time the Charitonian plot is used more to the
letter: the husband following the (not altogether) false accusation enters the room
and catches her in the act— or at least this is what he believes, since Thisbe
reassures him that the ‘lover’ escaped. The law-abiding Aristippus takes
Demaenete to the assembly, cUAAGBOpEVOS YWV WG €Tl TV MOALY, in order to
have her tried:

1 8¢ TAVTa GUA TX TEQLETTOTA...AVIwHéVT) péV éd’oig NAiokeTo XaAemaivovon d¢ e¢’
olg Nt To, émeldr katd oV BoBoV éyéveto Tov év Akadnuia evravba aBgdov Tov

T10e0BUTOL OTAQAEATA TAG XEIQAG WUEV EQUTIV £TTL KEDAAT|VEA,

Demaenete’s suicide in the B60poc has something both comic and tragic.
Demaenete opts for suicide like Phaedra, and a heroic one, in the pit for
Harmodius and Aristogeiton, despite being wicked. This elaborate punishment of
the stepmother is Thisbe’s addition to the Phaedra pattern and the first of
Heliodorus' Phaedra sub-plots; or, in Charicleia’s words, t)v ABnvaiav éxeivnv

NV VaATouav v TV elg avtov muBovAwv kat Anpatvétnv momTovt,

2 1.15.7.

*=* Hippolytus, 490, o0 Adywv eDoXNHOVWY D¢l 0” GAAX TAvdQAS.

>+ 1.17.5-6.

**2.8.2; Thisbe as engineering Demaenete’s death 2.10.1, v Afjpawétns teAeutiv 8 §Hob pév vTEQ oD Yevouévny.
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Thisbe is the dramaturge (rrointc) of this play.

Thisbe’s plot can be summarised in the following motifs: (a) Demaenete is
not innocent or faithful, but still she is tricked by her handmaiden, who uses the
previous Phaedra pattern to convince her; (b) Thisbe (not altogether) falsely
accuses Demaenete of faithlessness — or this is what her relatives believe®?; (c)
Aristippus is convinced by Thisbe and tries to bring Thisbe to the court. (d1)
Demaenete commits suicide — as a result of her previous stepmother plot and as
part of motif (c) of the current pattern —she dies before Aristippus learns the truth
(as part of her own plotted Phaedra pattern), while Thisbe dies, after she is
incorporated (via Nausicles) into the main plot of the novel.

The punishment of the stepmother and Aristippus remorse with respect to
his treatment of Cnemon provides a more than satisfactory end to the first two
Phaedra patterns. When Cnemon is near the ending of his tale he hints at a sequel
to the story®””. The reaction of his audience to his tale is that of tears, as if during a
tragic play®?, although the narrator ironically comments that their tears were due
to their own sufferings. Just as for the spectators of a tragic play, or for the
listeners/readers of a novel, the tale is the pretext for their tears. Cnemon’s tale of
misfortunes is an emotional mirror in which Theagenes and Charicleia read their
own sufferings, without fully identifying themselves with the inset narrator; in

Hunter's words, Knemon's tragically presented marrative is a self-contained

72192, ol kot YEVOS TR ANUavETn) TOOHKOVTES...8BowV Kai TV poixeia TEOK&AVUNAX ToD Ppovov...kal TéAog ™mv
Ofny gig Pacavovg e&nrouv.
7 1.18.1.

= 1181, xat dpa edaxguev- £ddQuov dE kal ol Eévol.

219



PARTII

DRAMA - PHAEDRA

exhibit...neither touching nor touched by those at its heart®?'.

Arsinoe

While Cnemon’s first Phaedra narrative becomes a bedtime story for the
couple, with the good rewarded and the bad punished, the third part of his
adventures is presented as a spooky ghost tale.The motifs are as follows: (a)
Thisbe is more skilful than Arsinoe in flute playing and Nausicles prefers her
over Arsinoe — in this context Thisbe is innocent; (b) Arsinoe accuses Thisbe of
Demaenete’s murder; as a result Thisbe’s master, Aristippus, is ruined and
accused as a murderer; Cnemon's father is charged with the outcome of the two
previous Phaedra patterns, the one that led to Cnemon’s exile and the one which
resulted in Demaenete’s death®; (c?) Thisbe escapes punishment, fleeing with
Nausicles to Naucratis — while Cnemon tries to find her to bring her to Athens;
Thisbe is found dead in Egypt being herself a dead text with a letter narrating her
fate, as motif (d) of the previous Thisbe pattern. Cnemon’s words over her body
summarise what could have been a rewarding ending for his tale, with the guilty
punished, which echoes the words with which the first Demaenete pattern
finished. Cnemon here presents himself as the protagonist and the audience in

the phrase ndwnuévog Beatnc:

- 1.18.1. Hunter, (1998) p.42.
293,
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oltws dga TipwEos EQivie yiv énl maoav, wg €otkev, EAavouod oe ov TROTEQOV
£0TNOE TV EVOIKOV UAOTIYQ TRV Kal €v AlyUTTw e TUYXAVOVIQ TOV NOKNUEVOY

Beatnv eTUOTNOAL THS KATA 0OV TOLVNGE!,

The retribution for Thisbe’s plot, in which she has both the role of Phaedra
and of the handmaiden and, accordingly the fate of Phaedra too, is death; this
time it is Cnemon in Theseus' position®2. Nevertheless what is makes it more
satisfactory is that Cnemon, who so far has been both actor in the first Demaenete
plot and audience in the second Thisbe plot, which is narrated by a certain
Anticles to Cnemon®®, can now experience the ending with his own eyes, being
the spectator of Thisbe’s death. There is a missing motif from this series of
Phaedra tales, motif (d), about Arsinoe’s punishment and Aristippus’
exoneration. There are reasons to believe that this part might have been available
to Nausicles, although he never has the opportunity to narrate his tale about
Thisbe®*; besides one can read Cnemon’s marriage with the rich Nausicleia as a
means to reimburse Aristippus’ debts. Whether this is what the reader is
supposed to infer, being in so far well versed in Phaedra patterns, or whether is
omitted brevitatis gratia, is impossible to tell.

Cnemon’s narrative is narrated in three stages: Cnemon’s proper tale,
Charias’ report of Thisbe’s machination, and Anticles’ report of Arsinoe’s plot,

centered like Russian dolls around a main kernel: the punishment of the culprit,

V CE2.1LT, tipwgos Eouvds... Aavvovod; of. 1.14.6, Y 0t e0BVg Eguvies fAavvov.

= Hardie, (1989) p. 43, observes that Cnemon’s reading of the deltos reminds Theseus reading Phaedra’s note; cf.
Hippolytus 856-7 and Aethiopica2.10.1.

“3294.

*** Cnemon’s recapitulation precedes, 6.3.1: éd’ oig 0 NavowAns puolag £oTpede POVALS...kai TéAog uoyis éméoye.
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that takes place some time - in the next plot — after the punishment of the
innocent hero (c), thus prolonging the suspense. Contrary to the other novels that
focus on the sufferings of the falsely accused (c), the patterns of Cnemon’s
narrative seem to postpone this motif by introducing the beginning of another
pattern (a) and (b) when the motif (c) of the previous sequence appears to come to
a dead end. More precisely, Cnemon is exiled but Demaenete is not immediately
punished; instead of a fast-forward revelation of the stepmother’s machinations,
another Phaedra pattern is set up, this time by Thisbe, who is using the previous
plot as a guide. Thisbe too escapes punishment in the crucial motif (d) of her own
pattern and another plot by Arsinoe, (a) and (b), is required to have her accused;
as for her final punishment, o 8¢ émwg 1) OloPn KATA TO AVIQOV Kak QOGS TIVWV
avrjontay, Beod Tvog av iowg defoet pedlovtost®. In other words, Heliodorus’
narrator’s tale is the one that provides the ultimate astonishing denouement of

Thisbe’s plot.

Arsace’s plot — against Charicleia’s reading

If Demaenete’s subplot gives the narrator the licence to play with the
constraints of the pattern, the Arsace episodes bear witness to the most difficult
explicit version Euripidean rewriting of the Phaedra myth®¢. This time the
pattern is not a bedtime story distanced from the characters but one that should

be taken seriously®”. Thus Arsace is a serious threat to the couple’s happiness.

Y295,
" For Demaenete and Arsace see Paulsen (1992) p. 91-2,Pletcher, (1998), Hunter, (1998), Rocca, (1976) and Morgan, (1989).
“ Pletcher, (1998) p.19.
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The similarities between the couples Demaenete-Cnemon and Theagenes-Arsace
are well known. Both have been read as reworkings of the Phaedra myth.
However, it is not clear whether the Heliodoran intertexts rely more on the first
Hippolytus rather than the extant one, and arguments can be made for the
predominance of both tragic plots. Arsace’s cruelty and emotional savagery has
been argued as deriving from an imitation of the first Hippolytus®®, although the
play need not be the only intertext, especially given that other versions, some of
them non-Greek in origin, were available. This is all the more true for the Arsace
episodes, which were not staged in Egypt but actually in Memphis, just as in the
Joseph tale. The pattern is as follows:

(a) Theagenes, like Habrocomes, is faithful to his Artemis-like Charicleia®®,
whom he has sworn not to touch before their wedding; (b) the Persian Arsace,
wife of Oroondates, desires her young slave, Theagenes - just as with Thyamis
before® - but he rejects her. Arsace seeks, not for the first time, the help of her
nurse, a Lemnian woman with a barbarian name, Cybele®. This detail points to
several mythological traditions: to that of the Argonauts, and the reputation of

Lemnian women®?, then to the Euripdean tradition, since she is the Queen’s wet-

“** Rocca, (1976).

~* For Charicleia as Artemis, 2.33.4-5; also 1.2.6-7, when lamenting over Theagenes. The scene with Charicleia mourning
Theagenes body recalls too the scene at the end of the extant Hippolytus, when Artemis on person appears to lament over
Hippolytus death. But, depending on the point of view it also echoes Isis” mourning over Osiris' body. For the reading of
the scene see Morgan, (1989a) p.103.

~ 7.2.4 etc. Arsace had also tried to seduce Thyamis (another Hippolytean figure in his youth) when he was priest at
Memphis. Thyamis rejected her love, thus made it possible to Petosires, his brother, to take Arsace’s part and withdraw
Thyamis from the priesthood. Calasiris also shares, in his youth, Hippolytean characteristics in his affair with Rhodopis
(2.25.1) and his (self)-exile after the incident. On this see also Paulsen (1992) p. 155.

~# Burkert and Raffan, (1987) p.178-179.

= Herodotus, 6.138, 1 oxétAwx égya mavia Afpvia kaAéeoBal. A murderous Lemnian woman well versed in poisons
and Aristogeiton’s servant appears also in Demosthenes, Against Aristogeiton, 79, fjv pagav @ewoida, Ty Anuviav, v
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nurse, and to the non-Greek tradition of Cybele as the Magna Mater, whom her
devotees worship with castration®. These different cultural backgrounds suggest
a cross-cultural rewriting of the pattern.

(c) The chaste Theagenes does not reciprocate her feelings and the queen
decides to punish him herself. For Arsace is from the beginning presented as an
avdpobpovAog yuvris, Consequently she is portrayed as a potential Clytemnestra
and replaces both Phaedra and Theseus, in both loving and punishing in person
the chaste youth. Cybele’s cautionary tale to Theagenes describes her mistress as
a vengeful barbarian:

al  xonotai kal OLAGveolr yuvaikes apeidctor yivoviar kal  PaQuurvidecs

ATOTLYXAVOLTAL Kal TOUG DTTEQOMTAS WG VPQLOTAS EKOTWS ApUVOVTAL TavTnV 8¢ Ot
wai [egoig O Yévog €vviel Kal @g Baoidelov ailua... kal wg TMOAANV ¢fovolav xal
dUvaHLY TEQIBEBANTAL....eDAABRONTL KAl PAVIV EQWTIKNV PpVAataL kal T0 &k Mg

UTteQoing VEPLETOTTOVHS,

Arsace then is as dangerous as the barbarian Manto and threatens the

couple's happiness.

Cybele’s plot
The dramatic shift in Heliodorus’ plot is made by Achaemenes’ distress at

not having Charicleia®”. In the first part of Arsace’s plan Theagenes, like

oauakda, xal autnv Kai 10 vévog dnav anextetvarte. If really our text takes into account the Demosthenes speech,
then one can argue for two levels of intertextuality in the novel: one easily understood, via mythological models and
parallels from a wide range of readers, and another, more narrow audience, which would understand these subtle
allusions. Also for proverbs regarding Lemnian women see Zenobius, 91, Anuviov kakdv, Anpvia xewgi.

~* Burkert and Raffan, (1987) p.179: ' theAttis myth is known only from the Hellenistic age'.

= 7.1.4. Cf. Aeschylus, Agamemon, 268-269.

*** The adjective is found in Aeschylus, Agamemon, 1482, (see also Colonna, (1987) p.408.

~07.20.4.

~17.22.3.
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Hippolytus, is a free man, being Thyamis’ protégé. When Cybele’s first plan fails,
Achaemenes’ information makes a slave of Theagenes®®; this allows him to ask
for Charicleia as a reward for his services to Arsace. The motif of marrying, or of
threatening to marry the heroine to a slave is also present in Xenophon, when
Anthia is given to Lampon, as part of Manto’s revenge against her or sent to a
brothel as part of Rhenaea’s revenge. Yet, in Heliodorus, who has carefully staged
the relationship of Theagenes and Charicleia as a brother-sister one®¥,
Achaemenes reveals the couple's true relationship. Unavoidably this intensifies
Arsace’s jealousy and she acts like the barbarian ‘other women’ that the reader
has met in his previous readings of Greek novels. Nevertheless, there is another
interesting twist, one opposite to the expected novelistic plot: not only does
Theagenes not resist Arsace’s passion, but he seems to encourage it, and indeed
with Charicleia’s compliments too:

Tl d¢ xon mEATTEWV § Tiva unxavnv €mvoelv ote daxgovoacBal v te EuTv mEog
Agoaxnv kal TV oV TROg AXALUEVT)V ATIEVKTIV aVUVodOV'; ‘uiny, Edn, TEOg adToV 1)

XapikAewx, kataveboag TV ETégav TV KAt &uE DaKWAVOESHY'.

Theagenes’ apparent concession to Arsace’s desire is made on the condition that
she will revoke her promise to Achaemenes, regarding his sister, who is now
confirmed as his fiancée too®!. Charicleia is successful in pre-reading Cybele’s
plan. Even after the revelation of her relationship to Theagenes, Arsace consents

to let them marry, provided that Theagenes keeps his promise to her. This last

: b
A S BN BN
[ SRS ]
e EROU I
He AN N =

. T Yauemv obte BeArjoelg, e oida, oUte BéAovon Exdwoes.
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unexpected twist increases Achaemenes' jealousy and the narrator describes him
acting as a slave, (g 0poda Xt TEoodoka Vs, This comment raises the reader’s
expectations of a new émBovAn®. Charicleia's masterful reading of female
emotions might have actually worked out if it were not for Achaemenes. Blinded
by his passion for revenge he betrays Arsace’s indecent lifestyle to Oroondates.
Meanwhile Cybele, fearing for her life and afraid of Achaemenes’ unexpected
reactions, suggests to her mistress another way of approach; émewdrn ¢
xatefaviotatal ©¢  Eowpévne, AapPavétw melgav wg deoroivng  xal
LACTLYOUUEVOS KAl 0TQEBAOVHEVOS VTTOTUTTETW TOLS OIS BOLAELUATE,

Cybele’s suggestion is the exact opposite of what Demaenete has proposed
in her second plot: instead of counselling Arsace to show patience she encourages
her to behave as the mistress and torture the youth. The reader knows that the
result of such a treatment would not threaten the youth’s chastity — while the
previous approach was more fruitful since Arsace kissed Theagenes, increasing
Charicleia’s jealousy®®. Cybele’s suggestion therefore redirects the pattern to a
more traditional form, despite Arsace’s hesitations about seeing Theagenes’
bodily suffering®®, and the youth is sent to the torturer®.

Arsace’s wrath and revenge has enough novelistic precursors to

U 6.26.7.

*17.29.1, v 0gyns dpa kad CnAOTUTTIAS Kl £QWTOS Katl &ATTOTUXIAG 0loTENBELS.

"+ 8.5.10.

7.26.7, 10 0Tépa avTi TV XEROV TigoPaioboa EdiAnoe.

T 851L @3 ¥ av évéykapy o Beol, tolg £poic opBaALOLS T Lavopevov Ggoa TO owua £kelvo 1) kal dAAwS
xoAalopevov;

78.6.1.
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contextualise her emotions®®. As expected, torturing Theagenes does not bring
about any positive result. Cybele procedes to the next step: the elimination of
Charicleia, for which she appeals to slander. (b) Cybele’s baseless accusation is
not entirely successful either: instead of poisoning Charicleia Cybele is poisoned
herselfs®, but with her last breath accuses Charicleia of being the murderer. As a
result Charicleia joins Theagenes in prison waiting for her death sentence. The
pair has therefore reached motif (c) of the pattern, despite the fact that their
innocence (d) has been proved on the pyre. Charicleia’s death sentence is a
variation on the punishment motif of the hero (c). Like Habrocomes, Charicleia is
judged to die on the pyre*®. In the Heliodoran pattern, Arsace does not have only
her unwilling chaste lover to punish but also to punish him alongside with his
fiancée.

This is a unique ftour de lecture ~ according Morgan — in the novelistic plot,
since the second part of Manto’s plot (Anthia given to Lampis) is only resumed
after the separation of the lovers. Hence Achaemenes plays both roles, that of the
rival who helps to transport the heroine to Oroondates and in combination with
Cybele the accuser of the innocent Theagenes®!, while his mother takes up the
same role vis-a-vis Charicleia. This latter contributes to the retardation motif (c),
since even after Charicleia’s miracle on the pyre, the couple is still imprisoned.

This variation (Charicleia being punished as well as Theagenes in the Phaedra

** For jealousy in the Medea and the Phaedra see Boedeker, (1997).

" 8.7.2, OaQUAK® TV EMLBOVATV dXKOVITALUL

- 885,

*} Achaemenes denotes Theagenes for being a slave, thus Arsace can treat him as such; Cybele accuses Charicleia for her
murder.
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motif) allows the couple not to be separated. What is more, contrary to the Manto
episodes, Charicleia is not the spectator of Theagenes’ torture, but with the
double false accusation she ends up as the protagonist of the Phaedra plot,
resisting the constraints of the pattern.

The fire writes the epilogue of the Memphis chapters, which brings face to
face the two opposite female characters, Charicleia and the lustful Arsace, and not
the male ones, as in Euripides Hippolytus. The opposition is even more stressed
by meticulous planned allusions and not just direct opposition. The most
characteristic is the comparison of Charicleia’s passion for Theagenes to
Arsace's®?; in Book 1 her willingness to hang herself in order to avoid the bandit’s
violence and cwdooouvr echoes Phaedra’s words at the beginning of Euripides’
play®® and indicates the moral distance between her wish to die unshamed and
Arsace’s shameful suicide.

Charicleia steps into the fire willingly®*, dressed in her Delphic chiton, and
she addresses a prayer to the Sun, the Earth and the daemons of the Underworld,
whom she calls upon to be witnesses of her innocence:

HAte aveBonoe, kai I'f| kat dalpoves €nt yAg te kal Vo YAv avBownwv dbepitwv
ebooot Te kal TpwEol, kabagav HEv eival pe v Enidegopévwv...TNV d& AAdoToQn

KAl AOeLTOUEYOV KAl HOLXaADA. .. AQOAKNV WG OTL TAXLOTA TILWwENOETOR®®,

726.8.2 Baxxiov T oiotenBeioa (Charicleia) and 7.7.5 dome oiotendeion 1o Opews Eupavng (Arsace).

T 1.8.3 ey uev ayxovn meoAbopal v GPorv...kaAov éviadov v owdgoovvny aneveykauévn; of. Hippolytus (The
Chorus to Phaedra’s wish to die), 432-433, 10 0@@QOV WG ATavTaxol kaAdvy kai ddEav EcOATV év Bootoic kagmiletal.
894,

~* Heliodorus, 8.9.11.
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Charicleia’s words are a distant echo of these of Habrocomes on the cross®®; and
the expected miracle occurs as Bagoas leads them to Elephantine. Upon their
departure Arsace dies, like Phaedra, Bodxov ayxovng dapévn®, a decision,
which, as in Demaenete’s case, is not prescribed by shame or desire for

vengeance, but by fear of punishment.

Discussion

Far from being a simple essay in narrative virtuosity, as Winkler wished to
show, or in exploiting the moral message, as argued by Morgan, the Phaedra
pattern in Heliodorus functions on many different levels. The first version draws
upon a novelistic, Charitonian background; the second seems to be closely related
to the ‘new Hippolytus’ pattern that Cnemon’s tale has already introduced; the
third is a reworking of Thisbe by Demaenete’s initial conspiracy, which ends with
the death of the Phaedra-model; only Arsinoe’s plot remains without conclusion,
and we never learned what happened to Thisbe's rival. These alternating sequels
of the same pattern, rather than being an example of the straightforwardness of
Cnemon’s narrative, are a proof of his narratorial virtuosity in telling the same
tale four times without boring his audience — which is precisely what the
Heliodoran narrative is doing in its reworking of the previous tradition.

But Cnemon’s variations have also another use: they hint to his audience

how to read these plots. Charicleia’s reading of Arsace’s and Cybele’s plot is

7424, 0 ¢ anoPAédas gig TOV TjALOV Kail 0 QeDpa 1wV 00 Neidov ‘) Bewv ... urte 6 Neldov dedpa pavBein note
NI . . . , - p . . Cea s . . PP
AlKWS ATOAOUEVOL OWHATL HTjTE OV TOOLTOV idoLs Béapa, avBowmov ovdév adikijoavta anoAAbpevoy énd tig oTig

avTarfa’.

7 8.15.2; cf. Hippolytus, 802 Bodxov kgepaotov ayxovns avibaro.
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evidence that she has been a good listener to the first tale. The reuse of the term
£MPOVAT™® to designate Hippolytean episodes in the novel, as well as to
emphasise their best possible AVT1G*®, especially in the mouth of Charicleia, acts
as metanovelistic evidence pointing towards a structural study of the motif:
'how/by whom is the plot set up', 'how is it developed’, 'what is the best ending),
these are the questions that the reader is invited to answer. Nevertheless the
Heliodorus-narrator is supposed to surpass every expectation: in another
virtuoso rehearsal, the double role assigned to Achaemenes and Cybele’s second
plot that will make Charicleia the protagonist of the Hippolytean Memphitic plot,
is the new element with which Heliodorus is trying to overturn the previous
possible readings of the motif by introducing one that is unexpected. Thus
Charicleia’s apotheosis on the pyre, echoing famous tragic £¢£o0doy, like the Medea
and the Trachiniae, seems to be the right spectacular ending for this Memphitic

Phaedra pattern.

Provisional conclusions

To sum up: unlike sophistic literary treatments of the Phaedra pattern, the
novels and the fragments bring out both the plot- structuring of the myth as well
as the moral and/or emotional side of the story. More precisely: Xenophon’s and

Heliodorus’ elaborate variations on the motif are the evidence that the Phaedra

>~ The term is linked to the Phaedra pattern: (Demaenete) 1.112, (Thisbe) 1.15.2, 2.9.1, etc (Cybele) 8.7.2.

" 1.15.6, (Demaenete), aAA” & yAvkeia ®iofn tiva Avow wvouales; 7.14.7 (Charicleia reffering to the absence of
Calasiris, the provider of novelistic solutions to their problems) 7 ebmogia kai Avowg TV aunxdvwv. 7.21.4 (Charicleia
advises Theagenes), eikds tva xal AVow Bewv BovAfioel tOvV petall xpdvov amotekeiv. This latter is an excellent
metanovelistic comment and a prolepsis of Achaemenes’ future plan. It also points to the characterising retardation of the
Phaedra pattern. Harrison, (2002) 8.5.6 (Arsace), @ KuBéAn; tig AVoic é0tan poL tv megleomrétwy;
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pattern and its models were an important ingredient of a good and exciting
novelistic plot that could not be omitted - not even in Chariton, whose narrative
hints at a possible Phaedra-Stateira plot. AT’s and Longus’ more sensual
adaptations are intended to shock the reader by defeating his expectations,
indicating the persistence of the pattern. The novels, using Euripidean material
from the Hippolytus and/or Stheneboea, promoted a plot whose main engine is
not just the frustrated desire, but, also, the vengeance of the Phaedra model,
which is developed in lengthy variations of the motif. Therefore, the revenge of
the often barbarian 'other woman' becomes a subsidiary plot of the Phaedra
pattern, which illustrates the reworking of the pattern in a world no longer
uniformly Greek. Exceptions like Stateira, the Persian queen, and Melite, Greek
but from sensual Ephesus, alongside Lucian's Stratonice and the negative Attic
Phaedras, Demaenete and Thisbe, show that, despite a slight predominance of the
revenge motif, there was no novelistic rule which made moral distinctions
between Greek and barbarian Phaedra-like heroines®,

This observation has some cultural implications, since it suggests the
circulation of the motif in a larger cultural environment that did not distinguish
as sharply as the Classical world, or even the Second Sophistic’ s authors,
between Greek and non-Greek material. What is more, the polarity between
female sensuality (non Greek, morally incorrect) and male self-restraint (Greek,

morally correct), seems to be translated in the divergence between appropriate

" Cf. Phaedra, Medea;, see Harrison, (2002).
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and impropriate ways to love. This is clear from the emphasis given to the
juxtaposition of the heroine and the seductress rather than the sensual female and
the chaste youth, and it is developed fully in the four novels, and as a sub-plot in
Chariton. This positive Phaedra pattern finds its echoes in Philostratean
reworkings of the motif in the Apollonius, as discussed above, and suggests a
new insight into the female and male sexuality, which cannot be discussed here.
The eclipse, then, of sharp dichotomies between Greek-barbarian and male-
female allows further development of the motif with an emphasis on its function
in the spatiotemporal axis of the novel. The pattern is used to counterbalance the
Helen one and to help the structure of the novel's chapters. There is an emphasis
on the retardation, which results from the Phaedra sub-plot and postpones the
action, although in some cases the Phaedra revenge encourages the hero’s
departure and his meeting with the beloved, e.g. Metiochus, and Cnemon. In the
other cases, the extant variations of the motif, in which the heroine is also
involved, may, in combination with the Helen pattern, result in the transportation
of the female heroine from one place to another, where a new plot is introduced:
i.e. Anthia, and Charicleia; yet, in most cases, i.e. Habrocomes, Cleitophon and
Theagenes, the pattern drives the plot towards a problematic retardation that
requires a solution. The reason is that the novelistic predecessors of the pattern
did not need to elaborate further, because of the concision of the dramatic genre.
By contrast, in its novelistic adaptation the pattern is presented as an

enigma whose solution makes evident the narrator’s mastery in manipulating the
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plot: the ironic and controversial solutions proposed by Longus and AT, and also
partially by Heliodorus, are a manifestation of this reversal of approach. In
Charicleia’s words, the best handling is the postponement of the pattern until it
comes to a solution, since in the novelistic universe it is €ik0¢ Twva kal AV
Dewv PovAnjoel Tov peta&v xpovov amotekeiv. The metanovelistic approach
with respect to the Avoic is the novels' contribution to the development of the
Phaedra pattern, showing that what contributes to novelistic excellence is the
ability to (re)-invent and solve structural enigmas within the limits of a well
known plot, to reach a narrative dead end and navigate around it, or simply to
manipulate and merge the reader’s realistic timeline into the fictional acceleration

and deceleration formulas of the novelistic universe.
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2.3 The myth of Death's maiden: Iphigenia

In a tale of love and adventure there are two things that endanger the
‘happy ever after’ ending. The first is adultery, the betrayal of oaths of fidelity;
the second is death. The Helen and the Phaedra patterns discussed above deal
with threats to fidelity and/or virginity. As observed, death threats, mainly of
execution, may be the result of a Phaedra-plot threat against the life either of the
hero or the heroine. In this chapter [ would like to discuss two more near-death
situations, which are both centred around the ‘Bride of Hades®" subject, i.e. the
link between marriage and death for the bride, pre/post nuptial suicide, and the
motif of sacrifice and/or (ritual) execution®”2. Since a principal obsession of the
novels is virginity, the sacrifice of virgins forms another voyeuristic treatment of
the threat of male violence on the female body.

In his excellent review of sacrifice in culture and literature Hughes defines
human sacrifice as “the ritual, religious, sacrifice of a human’ which is ‘used as a
powerful symbol’ to delineate the distance between culture and civilization; in
his words ‘execution is rarely approximate to human sacrifice but it is perfectly
possible for a writer to use the idea of human sacrifice powerfully to interpret the
social or psychological dynamics of an execution®?. In classics the subject
continues to excite scholars®* and Attic drama is a fecund ground for such

analyses: from Trenkner and Lattimore who broadly explore the patterns of

" Rose, (1925).

= Thoroughly discussed in Dowden, (1989). The title of this section is inspired by Rehm, (1994).

“*Hughes, (2007) p.2.

** On human sacrifice Bremmer, (2007); for Greece, Burkert and Bing, (1983) and Hughes, (1991); for the archaeological
evidence Dennis, (1991).
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human sacrifice!””, to the more feminist approaches of Burnett, Loraux and
Foley®® and the psychoanalytical approach of Seaford®’, most of the aspects of

sacrifice in Greek drama have been meticulously examined.

Structuring the Iphigenia

The two chief examples are the two Euripidean Iphigenias¥s. I will hereafter
treat the two Iphigenias as a structural unity because they share the same basic
themes — sacrifice of a kinsman, recognition, rescue-flight. The difference is that in
the IA the sacrifice of Iphigenia takes place in Aulis, on Greek ground, whereas in
the IT the sacrifice of Orestes takes place in a remote land, which is closer to what
we have in the novels. However, the overall resemblance of the two plots was not
unperceived in antiquity either: it has been rightly argued that the tripartite
mythic pattern described above forms the kernel of the Euripidean plays and that
Euripides consciously patterned the IT on the myth of Iphigenia’s sacrifice®”.
Aristotle too points out the similarities in the two myths; when discussing
Polyidus” IT®; the same pattern is used in Sophocle's Chryses® and in the

Aletes*. Except in the Euripidean IT, which is structured on the pattern of

>* Trenkner, (1958) the sacrifice of the princess for her country also in Aarne-Thompson, (1928): A831.3 (Earth by sacrifice
of son and daughter of first couple), A1545.2 (animal substituted for human sacrifice), H335.1 (princess to be sacrificed to a
dragon/monster) etc; briefly in Lattimore, (1964).

't The major work for Greek tragedy is Rehm, (1994). Also see Burnett, (1971) p.22f. on Alcestis’ sacrifice; Rosenmeyer,
(1963) p.199ff. On the solitude of Euripidean characters vis-a-vis death; Loraux, (1987), distinguishes between dying
mothers and wives and tragic virgins; Foley, (2001) p.172ff, on sacrificial virgins as daughters and stateman; sacrifice in
Euripides in O'Connor-Visser, (1987) and Aretz, (1999); for IT Kyriakou, (2006).

** Seaford, (1987).

*For the IT as Euripides’ innovation see Wright, (2005) p.119.

" For the similar plots of the IT and the /A see O'brien, (1988) p-98ff.: 'both tragedies are structured on a tripartite

sequence of motifs: (a) the murder of a kinsman narrowly averted by a regocnition; (b) a reunion is followed by an
intrigue; (c) a maiden is rescued'.

“ TrFGr, v.1 (Snell), p.248.

™ See TrFGr, v.4 (Radt) 494-496, also for Pacuvius’ Chryses.
»* Hyvginus 122; Stobaeus (Nauck).
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Iphigenia's sacrifices, males, and especially virgin males, do not tend to be the
object of human sacrifice, but rather of slander®®, like in the two Euripidean
Phrixf* and Meneoceus in Euripides' Phoenician Women. These cases are part of
the Phaedra pattern and not of the Iphigenia one.

The female sacrifice can be of two types, ‘raw” and ‘averted’ in respect to its
respective dramatic impact. In the first case the emotional commitment relies on
the fear and pity aroused for the victim; it is an exploration of near-death
emotions, of despair, of courage on the part of the victim, and of guilt on the part
of the culprit. '/Raw’ sacrifice is a study in death®>. On the other hand, the ‘escape’
tragedies display the previous features, but they do so as a meta-tragic
commentary on the first type, because the main impact is focused around the
recognition-escape motif, enhancing the ‘suspense’. This is the reason why the
victim meets the death threat early in the plot, and the audience/reader knows
that the following hour/pages is/are to be filled in with ‘something’, the rescue
motif. This is the case for the IT, the Alcestis, and the Andromeda.

The pattern of human sacrifice in the theatre includes, in its most ‘novel-
like’ treatments, a quadripartite sequence of motifs, as observed in the case of the
two Iphigenias, the Helen, the Andromeda and the Alcestis - see Table 11: (a) a
god or a king requires the immolation of a (virgin) victim — either abroad or at

home; (b) the sacrifice is often carried out (and in the more dramatic versions) by

™ Reineke, (1997) p.85, discusses Kristeva’s and Girard’s thesis on male and female sacrifice and opts for a view of
sacrifice as ‘a form of matricide’; hence the emphasis on the female victims.

™ Watson, (1995) p.35, discusses Creusa as a ‘non totally unsympathetic stepmother’. For Heliodorus and the Ion see
Clavo, (2003); but because it is a stepmother plot and not a sacrifice, I do not think it is reflecting the plot of the Aethiopica.

" The 1A describes a ‘raw’ sacrifice; it is centred on the themes of death and marriage and the impact of the play focuses
upon the heroine’s pre-sacrifice emotions.
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a relative of the victim, or a relative is close enough to observe the sacrifice; (c)
there is a recognition scene, in which the victim and the Ov1ng recognise each
other, or recognize each other’s intentions; (d) the sacrifice is averted by human
or divine intervention; in some cases the victim is carried away to another land.
There is not much mobility in the pattern, with the exception of the last motif (d)
that can take the victim to another country: e.g. Iphigenia in Scythia, Menelaus
and Andromeda in Greece.

This pattern, which conforms more to the requirements of a novel-style plot,
is popular on the fringe of novelistic production. The practice of human sacrifice
was known in the times of the Roman Empire and later. The Greeks knew, or
thought they knew as part of an ethnophobic fantasy, that the Scythians did it, or
used to do it, that the Carthaginians sacrificed children to Cronos and that in
distant India women committed suicide on their husbands’ funeral pyres: ritual
EevokTovia®®, texvokTovia® and avtoktovia®®, echoing the IT, the A and the

Alcestis, respectively, were not alien to the cultural/ literary context of the

novelsss,

* Herodotus, 4.103 (on the sacrifices of shipwrecks in Scythia); also Lucian, Toxaris, (as a practice of old); Hecataeus,
Fragment 118a (Jacoby), regarding human sacrifices in Lemnos.

~ For child sacrifice in Phoenicia as a source for Euripides see Diodorus Siculus, 20.14.5-7.

> For the ritual burning of widows: Philo, Abraham, 182 and Plutarch, On misfortune, 499¢, Tvoov bt didavdgol kai
CWOQOVES YUVAIKES DTTEQ TOD TLQOS €0LlovaL.

»* For the archaeological evidence of infanticide in Tunisia, see: Brown, (1991), discussing the iconography of votive stelae
used in the sacrificial rites. Also see Smith, (1992) about sacrifices during Late Antiquity; and Smith, (2005).
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2.3.1 The implicit versions of the 'Death's maiden’ plot

2.3.1.1 Charition in the land of the Indians

The Charition mime tells the story of a Greek priestess of Selene (?) and her
escape from India along with her brother and her slave. The main plot of the
passage that has come down to us, which may or may not be the full script®”,
includes a chorus of Indians and the Indian king, who are deceived by Greeks,
after drinking wine. Santelia has pointed out the resemblances of the Charition’s
plot to the IT%!, whereas the differences - e.g. the wine trick, which recalls the
Cyclops episode — do not affect the structure of the plot*2. Hall points out that,
for an audience which would have attended both the restaging of the Euripidean
play in Oxyrhynchus and its burlesque reworking, the detail of the letter that
allows the recognition between brother and sister, if kept intact in the mime,
would have ‘struck chords with the many Greek-speakers in his audience®¥. In
this case the structure of the Charition would conform to the (a), (b), (c) and (d)

motifs above and bear witness to the audience's predilection for such plots - of

near death and recognition®*.

** Discussion for the Charition as the scenario of a larger play in Hall, (2009).

! Santelia, (1991).

== Hall, (2009) p.397; see p.398ff. for a discussion of the escape motif (d) in Homer, Euripides and the Aristophanic parody
of it in the Thesmophoriazousae. In Apuleius’ version too (a) Charite and the ss are to be sacrificed to Mars; (b) the
sacrifice is prepared, but Thrasyleon, dressed up as Haemon, beguiles the bandits with wine (d) Charite and the ass are
saved.

** Hall, (2009) p-405; in the later reception of the myth the letter is predominant, see Lucian, Toxaris, 6; ps-Lucianic,
Amores, 47 (praising the homosexual relationship and friendship between Pylades and Orestes); Ovid, Tristia, 4.4.63-88
(with emphasis on the remoteness of the Taurian land, Artemis’ xoanon, Iphigenia’s duties at the temple and the arrival of
Orestes and Pylades). Cf. Ovid Letters from Pontus 3.2.83-92 (emphasis on the letter and the friendship).

~ Hall, (2009) p.403, argues that there is evidence for performances of the Cresphontes and the Alcestis and possibly of the
ITin Oxyrrhynchus.
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2.3.1.2 Xenophon

Anthia’s triple death, a study in horror

In Xenophon'’s novel, Anthia endures but survives a sacrifice, a suicide and
an execution; Anthia’s narrow escape from Lampon is a result of Manto’s plot, so
it is discussed along with the Phaedra pattern®. The first and the third attempts
are carried out by the same person, Hippothous, who, in a third attempt, tries to
rape her, before recognizing her as his best friend’s bride. This striking
coincidence does not seem to have its parallel anywhere else in the novels,
besides that of AT. It appears that, like that of the Phaedra, the execution/sacrifice
motif was one of the narrator’s favourites, hence the reason for its many

variations.

A sacrifice

The first near-death situation that Anthia encounters is ritual sacrifice:
captured by Hippothous in a forest in Cilicia®, a place outside civilised society,
the bandit sacrifices Anthia to Ares®”. The sacrifice, just like the planned sacrifice
of Charite in Apuleius, is for the success of their bandit expedition, although the

relevant passage seems to report the sacrifice ritual:

*2.11.3; equally for Habrocomes’ double execution.
~2.11.10.

"~ There might be a connection between the love of ‘Ares and Aphrodite’ of Anthia’s bridal bed and Anthia’s sacrifice to
Ares, although it is not surprising that a bandit captain would sacrifice a virgin to Ares.
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edet d& v Ovoiav yevéoOar 100Tw T cvvriBet. 10 HéAAov Llegelov BveocBal, eite
avBowTtog eite POOKNUA €lN), KQEUATAVTES €k DEVOQOL kal dlaoTtavTeg NKOVTILOV. KAl
omoooL pév Emétuxov, Tovtwv O Bedg €dokel déxecOar v Buoilav omdoor de

anétvxov, avOic éEiAdorovto. £det O& v AvOilav oUtwg LegoveynBnvais®.

In this case Anthia is the victim and Hippothous is her husband's future best
friend, although not kin, and a key person for their reunion. The speed with
which the narrative presents Hippothous” and Habrocomes” meeting, only a few
paragraphs after Anthia’s averted sacrifice and recapture by Perilaus®®, can be
attributed either to the narrative’s inherently fast tempo or to its eagerness to hint
at what is later going to be the kernel of the recognition plot, namely Hippothous’
and Habrocomes’ friendship. The first sacrifice pattern then involves (a) Mars'
request for a victim, (b) Anthia offered as a sacrifice by Hippothous, (c)
recognition postponed until Hippothous meets Habrocomes - the pair's

recognition is delayed until the end; (d) Perilaus saves Anthia.

A suicide

Anthia’s second narrow escape from death recalls vividly Callirhoe’s
Scheintod described above. The relation, though, who is held responsible for the
sacrifice is not Perilaus, to whom in another possible plot-motif she could have
been married and with whom she could have lived happily ever after’™®. The
narrative takes care to introduce another character, Eudoxus. Eudoxus is a Greek

in a foreign land, a doctor, and from Ephesus, just as Anthia is. Perilaus

2132
"~ 2.13.5 Perilaus saves Anthia. In 2.14.1 Habrocomes meets accidentally Hippothous.

" Cf. the folk tale pattern, discussed above: prince saves princess from perilous situation and marries the princess (e.g.
Andromeda); the same is the case for Mesopotamia and Zobaras in lamblichus.
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encourages the relationship between the two, in hope that his wife will not feel
lonely abroad. But Eudoxus is also trying to return to his homeland. Anthia,
knowing his need for cash in order to travel back, begs him to free her from her
misery; but Eudoxus plays a trick on Anthia: afraid that he will be accused if she
dies, he brings her a sleeping drug®”, leaving the rest to luck*=,

Anthia’s lamentations about marrying Death could be a distant echo of the
Antigone, but secure intertextuality cannot be established®. The plot then is
articulated according to the Iphigenia pattern, where motif (a) is that Anthia’s
matrimonial oaths require that she does not survive Habrocomes’ death, (b)
Eudoxus, a compatriot, is responsible for her death, (c?) Tyche decides the
outcome — and recognition with Habrocomes is postponed, (d) Anthia is saved,

albeit sold as a slave, by the tuufwovyxor

The dogs' den

The third attempt against Anthia’s life is again made by Hippothous, who
fails to recognize in her the girl from Cilicia, who was revealed to be
Habrocomes’ wife. The situation becomes more complex since Anthia does not
reveal her identity and pretends to be Egyptian, Mepditic®. Anthia’s second
near-death escape is not a ritual sacrifice, but an execution ordered by

Hippothous. This time she is accused of having murdered the rapist Anchialus in

©355-11.
* Anthia has reassured him that he will have the time to escape, 3.5.8, duvrjor) ¢ mEO Tob MVBEoBat Tiva ETBRS Vedg
r]\ ¢t Edéoov mAetv.

? There is a tragic ‘echo’ in3.6.3 ovx oVTws &vavdgog Eyw oLdE &V TOIG KAKOIC deAry; cf. Sophocles, Antigone, 37-38,

oLt ExeL ool Talte, kad detfews Taxal it EVyevIc Tédukag el EaBAOV Kok,
5 1.3.6.
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self-defence, probably recalling practices of torture on Christians®®. In an
interesting exposition of ways to kill a woman the bandits agree to the following:

Kat EBovAgvovto kata AvBiag mowiAa, 0 pév T anoktelval kKeAebwv Kat cuvBadat
0 AyXlLaAov owpatt, AAAoG d& dvaotavowoat. 6 d¢ TnnéBoo0c...£BovAeveTo d¢ KaTX
AvOiag pelCova kOAaow. kai O keAevel Tadpov opvéavtag peyaAnv kal Padeiav
eupaArAewy v AvBiav kal kOvag pet’ avthg 000, tva €V ToUTw peyaAnV diknyv DTIOoXN

TV TETOAUNUEVWV,

Hippothous’ more elaborate and cruel solution could be read as a study in horror.
Anthia has already been buried alive and survived, while crucifixion has been
used for Habrocomes a few chapters before. Since these means have been already
exhausted in literary terms, Hippothous’ peiCova k6Aaowv is intended to draw
the reader’s attention to the carefully chosen new death sentence. In this case (a)
Anthia is executed (b) Hippothous and her potential suitor, Amphinomus, carry
out the punishment; (c) Anthia is left unrecognised again by Hippothous; (d)
finally, Amphinomus saves Anthia. Just as the Phaedra pattern is a study in
slander, the Iphigenia pattern seems to present a variety of means of 'almost’

executing the protagonist. Yet, unlike in the Iphigenia plays, the recognition motif

(¢) is not immediate.

** Perkins, (1994) p.61.
“r4.6.3.
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2.3.1.3 Iamblichus

The complex plot of the Rhodanes and Sinonis has space for a double
execution scene, which approximates to that of the Iphigenia pattern discussed
above. From Photius’ summary we learn that the doubles of Rhodanes and
Sinonis, namely Euphrates and Mesopotamia, are arrested and are about to be
sacrificed, Mesopotamia by Zobaras and Euphrates by his own father, but
avayvwaBels oleta’. The interlocking of this double plot shows that what is
at stake here is not the ritual context but the novelistic context: (a) king Garmus
executes his enemies; (b1) Mesopotamia is to be executed as not-Sinonis; (b2)
Euphrates is to be executed by his father; (c1) Mesopotamia is saved by a suitor,
echoing the same folk patterns, as Anthia, as I will discuss later; (c2) Euphrates is
recognised by his father as not-Rhodanes; (d1) Mesopotamia is carried to Egypt,
and (d2) Euphrates, after taking up his father’s role as an executioner, finds a way

to escape.

2.3.1.4 Lollianus

Winkler has discussed Lollianus in relation to ritual sacrifice. He has
pointed out that the sacrifice scenes in the novels (he lists eight of them) do not
emphasize the ritual context of the sacrifice but underline the barbarism®® of the

far-away countries in which these practices are performed®”. The scene in

** Photius, 96.76a-77b.

™ For the reception of the motif of cannibalism see Winkler, (1980).

“*Winkler, (1980): (1) Leucippe’s first sacrifice by Menelaus and Satyrus in 3.15.1ff; (2) Anthia's sacrifice by Hippothous in
213.1ff; (3) Anthia being eaten by dogs in 4.5.1ff; (4) Charite’s and the ass’ sacrifice to Mars in 7.10.1ff; (5) Leucippe’s
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Lollianus®® includes both sacrifice and cannibalism and, besides conforming to
the prejudices regarding Phoenician practices, gives no information about the
child in question, his/her status in the narrative, and/or his/her possible
Scheintod®'. However it bears witness to the secularisation of the ‘sacrifice’

pattern, a movement from ritual to cannibalism.

Preliminary conclusions

From the above it can be deduced that in the broader plot lines the Iphigenia
myth remained unchanged. But the cultural context of the sacrifice seems to have
shifted from Aulis to the margins of the empire, where human sacrifices were still
thought to be performed. On the other hand, the IT, by contrast with the IA,
because of its 'sacrifice’ and 'escape from a barbaric land' motif, seemed to be a
more open cultural context, which gave opportunities for different literary
adaptations, just as in the works of prose fiction of Philostratus and Lucian that I
will study next. The main conclusion to be extracted is that in the majority of

literary treatments the Iphigenia myth takes place outside the Greek mainland.

2.3.2 The explicit versions of Lady Jane Grey?!2

The Iphigenia myth not only seems to have been put together by

decapitation at Pharos in 5.7.1ff; (6) Charicleia-Thisbe’s murder by Thyamis in 1.30.1; (7) Chariclea’s sacrifice by her father
in 10.7.1ff and (8) the sacrifice scene in Lollianus (P.Oxy.1368 B.1Recto 11ff).

- Lollianus, fr. blr.

~* For a discussion of the gender of the mais see Winkler, (1980) p.174: S.Stephens, whom he quotes, proposed that the
wais is a girl, disguised as a boy. In AT the father of Charicles laments him as if he were a woman. .

“* Lady Jane Grey (1536/1537 — 12 February 1554), or the 'Nine Days’ Queen', was executed in theTower of London with
her fiancé Lord Guildford Dudley, accused for treason against Queen Mary. The execution of the young and innocent Jane
is painted in very eloquent and moving colours by Paul Delaroche (1833); the painting is in the National Gallery, Londen.
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Euripides®, but also remained unchanged throughout later antiquity.
Apollodorus’ and Pausanias’!* accounts of the myth are based mainly on the

Euripidean plays.

2.3.2.1 The Second Sophistic on Iphigenia

Antoninus Liberalis

What could be seen as an interesting variation on the Iphigenia myth is
Antoninus Liberalis’ account of her metamorphosis. According to him Iphigenia
was the daughter of Helen by Theseus, but brought up as the adoptive daughter
of Agamemnon and Clytemnestra. The narrative continues with her sacrifice at
Aulis, her replacement by a calf, instead of a deer, and her transportation to the
land of the Borysthenites, where, unlike in the myth, she does not became
priestess of Artemis, but is changed into an immortal spirit, called Orsilochia, and
becomes Achilles’ bride at Leuke. The narrative seems to lack any Euripidean

intertext except for the scene in which the Achaeans look away from the altar”.

Lucian

Lucian treats the Iphigenia myth in the Toxaris: according to Toxaris, the
abduction of Iphigenia resulted in a ritual among the Taurians®®. The Greek myth

on this occasion is presented as an aetiological explanation for the banishment of

“* The previous mentions are in Hesiodus’ Catalogue of women, and in Herodotus’ discussion of Scythia. See the
discussion in Kyriakou (2006). I am indebted to Ewen Bowie for drawing my attantion to the Suda entry on Lipwvidng,
Kaguotios 1) EQetotevs, émonolds. v eic AvAda otvodov tav Axoudv, Towpétowv PiBAia B, Megl Tpryeveias a'.

“* Pausanias, 1.33, (Brauron).

“* For a discussion of the authenticity of the line 1757 see Diggle, (1981).

“ Toxaris, 1, 6.
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human sacrifice, but, above all, it praises solidarity and friendship. Mnesippus’
Greek version of the text describes the killing of the temple's guardians®”’. The
same detail is found in the &éxdpaoic of the Iphigenia myth found in the Scythian
Oresteion®’. The detail appears as a realistic variation on the Euripidean tale, in
which no one is hurt. Moreover, the murder of Thoas is interpreted as
punishment t1)g Bewc’"’, because he was performing human sacrifices.

In On Sacrifices Lucian treats the different sacrificial customs among
Greeks, barbarians, Phrygians, Scythians, and especially those invoking the
theriomorphic gods of the Egyptian pantheon. The essay also explores Homeric
allusions to sacrifice. Lucian, perceptively and ironically, describes the blind

devotion to the practice, concluding that:

TAUTR OUTW YLyvopeva Kal U0 Twv MoAA@V miotevdpeva delobal pot dokel ToD pév
emLtipurioovtog ovdevog, HoarAeitov dé tvog 1) Anpokgitov, 00 pév yeAaoouévov

TV AY VoLV alTWV, TOL D& TNV AVOLAY 0dLQOVUEVOLI,
This is a sophistic critique of the religious practices of Lucian’s

contemporaries, well placed within a more modern sense of 'enlightenment'.

Philostratus

The critique of religious and sacrificial rituals continues in Philostratus’
Apollonius™. The sage is a Pythagorean and an ardent enemy of bloodshed in

sacrifices. The narrative starts with Pythagoras’ advice: pn yao aiudrrery todg

" Toxaris, 2.

~ Toxaris, 6.

- Toxaris, 3.

- Lucian, On sacrifices, 15.

- The revival of Protesilaus cult in Philostratus’ Heroicus, should be treated differently, as a revision of e classical ritual

performances and not as a critique of current ritual practices. For Protesilaus’ cult see Bradshaw and Mclean, (2004);
Heroicus and Christianity in Betz, (2004).
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Bopovsg, &AAX 1) peAlttovta kal 0 ABavwtog kal 10 Edpvuvinoar?. Thus
Apollonius persuades an Indian king not to offer a horse sacrifice but incense
instead®®. Philostratus’” Apollonius, like Charicleia®®, appears as the Greek
influence that is reshaping barbarian customs, although in other instances the
Indians are presented as a source of wisdom. Further on in the narrative
Apollonius is presented as having written four books mepl Buolwv kat wg av tig

EKAOTW Bew TEOOPOQWS TE KAL KEXAQIOUEVWS BVO?,

Plutarch

Another critique of the practice of human sacrifice and of its literary
representation is found in Plutarch’s Pelopidas. The general, before the battle at
Leuctra, is reported to have a dream, which was admonishing him to sacrifice a
blonde virgin; when he asks the advice of the seers, oi ué¢v ovk elwv nagaueAetv
ovd” amelBely, Twv pEv maAawv mpodégovtes Mevowkéa tov Koéovrog kal
Maxagiav v HeakAéoug™; in the examples Agesilaus is added, for not having
sacrificed his daughter when in Aulis according to Artemis' request, and thus
doomed his expedition®”. Pelopidas objects and finally sacrifices a female horse

with a blond mane, instead of a blonde virgin.

-2 Philostratus, Apollonius, 1.1.

= Philostratus, Apollonius, 1.31.

** Morgan, (2009), with a full list of the possible intertexts.
-* Philostratus, Apollonius, 3.41.

-~ Plutarch, Pelopidas, 21.1-4.

< Plutarch, Pelopidas, 21.5-6.
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2.3.2.2 The novels on Iphigenia

Chariton

A latent pattern

Polycharmus in the land of the Taurians

The Iphigenia myth per se is not found in Callirhoe. Unlike with the
Phaedra pattern, for which there were specific allusions pointing to a
Hippolytean context, the sacrifice motif is not present. Nevertheless there are
possible echoes of it, especially in the death-marriage motif: problems arise with
the binary study of the two burial scenes, that of Callirhoe and that of Chaereas,
made explicit at the beginning of Book 4°%. The echoes of the Iphigenia pattern
are linked to the leading Helen pattern, and especially Euripides' version, which
resembles the plot of the IT.

While the slander against Callirhoe’s chastity has its model in the Helen
myth, her apparent death presents, mythologically- and intertextually- a mystery.
The key element of the novel's plot as observed above is how to remove the
couple from the retardation/stability of their mutual love and launch them on
their sea of adventures, literally how to make them embark on a ship®®. In
Chariton, Aphrodite, enraged with Chaereas, conceives a plot that will make him,
in person, the murderer of his wife. The bandits who retrieve Callirhoe point out

that they should not have mercy on her v ovx éAenBeioav vmo avdpOg ovdE

4111, ov pév e0avag gué MEQTOg £V Zugakovoals, EY® D¢ &v Muntw naAw oé.
~* Hence, no elopement motif could follow.
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vovéwv®. On the other hand Chaereas presents himself as having committed a
crime worse than parricide and begs to throw his aoeffég owpa into the sea®!.
Chaereas here does not refer to matricide, but his request to be treated as a
tlaopa, and hence to be buried outside the city, may echo the myth of Orestes,
before his exoneration by the Agelog Ildyog. Forgiven by Hermocrates, Chaereas
and Polycharmus, whose friendship has already been compared to that of
Achilles and Patroclus®?, leave in a quest for Chaereas’” wife. On their way to
Miletus the expected motif of shipwreck occurs, just as in the Helen and the IT;
upon their arrival on the shore they encounter Aphrodite’s C(drxogog and
Callirhoe’s golden image, which vividly recalls the setting of the IT, although the
reader knows beforehand that she is not Callirhoe. What is important, though, is
that there is a recognition motif that is realised via the golden image of Callirhoe.
Additionally, the second recognition of Chaereas, when on the cross, is also
realised via Callirhoe’s name, just as the revelation of Iphigenia’s name to Orestes
prompts him to reveal his identity. These similarities -~ image, name, and
recognition — are also present in the Helen pattern, which has stronger
intertextual bonds with the Callirhoe narrative. Indeed, Chaereas has set out, like
Menelaus, in search of his wife, and like the King of Sparta he faced shipwreck
and (non-ritual) execution. It is also important that the order to sink the

Syracusan trireme was given consciously by Dionysius’ steward, Phocas, and that

7195, and 1.104, éAejoopev fijv ovk ALToEY D105 AVie AAAX dmtékTewvey;
“1.5.5.

“* 1.5.2, tow0tt05 oiov ‘Oungog énoinoe TlatgokAov AxiAéws. For Achilles and Patroclus, along with Orestes and
Pvlades as exemplary friendship models see Fitzgerald, (1997)
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Dionysius, like Thoas and/or Theoclymenus, approved®. However, the closer
relationship to the IT'is grounded on the basis of closer intertextual parallels, and
above all Polycharmus's role as the ‘best friend' of Chaereas™.

Polycharmus® is acting like Pylades even in the final recognition scene:
being the only sober person he advises them, like Pylades, that they are oUK &V
2aToldL, GAA’ év moAepia Y1), Kal del TabTa TROTEQOV OlKkovouroal KaAWS, tva
undeic étt LUAG draxweion’. Polycharmus is the one who tries to arrange the
development of the plot to achieve the best possible outcome and is the one to
whom Chaereas gives his sister in marriage in the end, just as Orestes had given
Electra to Pylades®.

The intertextual relationship of Chariton’s novel to the Euripidean play is
realised throughout Polycharmus' role as Chaereas’ best friend, and, just as
Polycharmus is a devtepaywviotg, the Iphigenia pattern is subordinate to the
larger Helen one. A possible analysis of the main motifs of the loose Iphigenia
plot would consist of (a?) Aphrodite’s request for Callirhoe’s Scheintod, for which
(b?) Chaereas is the main culprit. Motifs (c) and (d) come in a different sequence,
since the recognition scene in the novel is much more elaborate and page-

consuming than that of the play.

3911,

~3.6.5, where Polycharmus remains owdeov, at the news of Callirhoe's marriage.

* Hock, (1997), for a comparison between the ideal of friendship as presented in Chariton and in Lucian’s Toxaris, p.155:
Polycharmus and Chaereas could easily be added as a sixth pair of Greek friends to the five presented in Lucian’s Toxaris.
“=8.1.9; Cf. IT, 901-906, 10 pév pirovs £ABSVTAs eic Sy Gidwy,/ Ogéota, xepav TeBodas eikde AaBeiv/AnLavra &
({LVKS'I;‘;'?KCXT[' EREWY EABELY XQEWV, /BT TO KAEIVOV Spua T owtnging /AafdvTes £k yiig Pnodpeoa BagBdoov.
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Discussion

The similarities observed in the two patterns, the Helen and the Iphigenia,
far from making the Iphigenia pattern a major one for the novel, vary the Helen
one, and might indicate that both plays were received as a structural unity,
displaying the same plot, and were used as a structural unity for the shaping of

the novel.

Achilles Tatius

1. Intertexts

An allusion to the Iphigenia myth is found in the proverb that Cleitophon
quotes when he escapes from prison with Melite’s help. He mentions that when
the guard saw him coming out in female clothing, kaxeivog wg TO €irdg, Oeapa
v magadofotatov TG kKatk v EAadov avti magbévov magowiag,
e€emAayn xal €0t cwmni®®. The proverb need not be an allusion to the
Euripidean play, but later, in the last chapters, Cleitophon explicitly compares

Ephesus with Scythia, as I will discuss below®®.
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2. Patterns

Leucippe’s triple near-death escapes appear to be a reading of Xenophon
and a proof that novel-like ‘ways of killing a woman’ were not, by the time of
Leucippe and Cleitophon, exhausted. On the other hand, AT’s connection with
mime may be the reason for his different setting of the scene®. Whichever the

main intertexts might be, it is a fact that Leucippe is reported dead three times.

Leucippe's sacrifice and resurrection

The first time, just as in one case of Anthia, the reader and the narrator,
Cleitophon, witness the sacrifice of Leucippe by the BoukoAoL as a iegeiov, which
would guarantee the success of their warfare against Charmides®. It appears to
be a ritual Egyptian sacrifice:

&youat 81 tives dVo TV KONV ontiow Tk xeie dedepévnv.. .elta kaTa G KePaANg
OTTOVONV TTEQLXEQVTES TEQLAYOLOL TOV BWHOV KUKAW, Kal EmnvAel Tig avty), Kal O
leoes 0ev, wg eixdg, @dNV Alyvmrtiov. 10 y&Q OXfAHa TOU OTOHATOS KAl TWV

TQOCWTIWY TO DIELAKVOUEVOV DTTEDaLVEY OV,

Cleitophon then describes the rest of the ritual at the end of which he remains
speechless and motionless like Niobe. In his lament we can discern a comment on
this innovative sacrifice motif, which he refers to as xawva pvotmow®s. It is over
Leucippe's body that he meets his friends Satyrus and Menelaus, who, after a

ritual to Hecate, revive Leucippe and restore her to her lover. The incident in

¢ AT and the Charition as possible intertexts are discussed by Mignogna, (1997); yet the novelists, demonstrate first-hand
knowledge of the tragedians and even of texts which were not in the cannon, Liapis, (2006). I believe that there is no need
to separate between AT’s sources, mime and tragedy, could be used as possible cultural and literary intertexts. For mime
as a genre in which the osmosis: ‘high’ and ‘low” literature is manifested see Andreassi, (2002) p.30-46.

“4.14.4-6, a vavpayonelopayia follows in which Charmides dies.

“23.15.1-6.

*#3.16.4, @ Tood@V KAVA HVOTIQLA.

252



PART I

DRAMA: [PHIGENIA

itself appears to be one of the stereotypical motifs of the novel as genre, but the
two interpretations of it allow us to inscribe it in the Iphigenia pattern.

Leucippe, revived by Menelaus and Satyrus, informs Cleitophon that the
day before her expected sacrifice Artemis, who guarantees the happy end,
appeared to her. Like Iphigenia, Anthia and Charicleia, Leucippe is one of
Artemis’ protégées, whom the goddess saves miraculously. Artemis foretells
Leucippe her escape and also her marriage. This detail is a difference from the
Euripidean Iphigenia myth, in which the protagonist does not marry Achilles at
all. However, the most striking interpretation is the way in which Leucippe’s
sacrifice is not averted, but faked. Therefore it is clear that this is an ‘averted
sacrifice” pattern.

Satyrus gets hold of an actor's sword®, used mQEOg Tag kiBdNAOLG
obavdg¥s. This allows the narrator to hold back the narrative's tempo and move
into a large digression, describing how the poor actor entered a real battle when
the ship was captured, with a fake sword. When transposed to the novelistic
world —from the mime's stage— this sword, which appears to be the machina that
save Leucippe’s life*”, ends up serving its purpose in a ‘real” situation, this time
effectively. As for the replacement animal, this is a lamb’s belly which is cut wide
open instead of that of Leucippe; the lamb is associated with Menelaus’ praise of

friendship which loosely echoes Euripides' Orestes but may also to allude to

414

" The actor was one performing Homeric mimes; for a discussion of the scene with respect to mime see Mignogna, (1997).
- 3.20.7.

“+73.21.3, 70 &idos wg Exet uUnxXevhs.
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John's Gospel®®, shapes the background of motif (b), namely the execution of
Leucippe by a kinsman. As for the recognition motif, this comes almost
immediately after the sacrifice and Cleitophon assists in the resurrection of his
beloved, a detail that points to the treatment of the sacrifice motif as a Scheintod
motif, since Leucippe's body, according to Cleitophon’s own testimony, appears

to be dead.

Leucippe's decapitation

The second death of Leucippe is neither a sacrifice nor an execution, but is
also identified as a opayn™, a term that refers to dramatic sacrifices and
suicides®®, She is murdered so that Chaereas’ pirates can escape from Cleitophon
who is pursuing them along with the Egyptian general. The decapitation of
Leucippe recalls her previous death in the phrasing v xdenv oniow Tw Xeige
dedeuévnv®l. Again, as on the first occasion, Cleitophon, the general Charmides
and the Egyptian soldiers passively witness Leucippe’s drama. When the curtain
of the stage falls, Cleinias has recovered the headless body of Leucippe and
laments her double death:

VOV uol,  Aevkinrn, téOvnkag aAnBag Bdvatov dimAolv, Yy kai OaAdt

JLALQOVHEVOV. TO HEV Y AeiPavov EXxw 00U TOD OWHATOG, ATIOAWAEKR OE 0&%52,

This second lamentation of Cleitophon is compressed by comparison with the

#3221, adX’ vmiég pidov, kav aroBavelv defjom, kaAog O kivduvog, YAukg 0 Bavatog. Cf. Euripides, Orestes, 1155-
1158, ovk eomiv oudév xoetooov 1) dirog cadns...oU yap ta T eig AlywbBov ééndgeg kaka/ kai mAnoiov nagnoda
m\‘ml\'w\' éuol; Cf. Stjohn, 15.13, peiCova tavng dyanmv ovdeis £xey, tva tig TV Yoxfv avtob 07 tnép 1av Gllwv
AUTOU.

“*3.79.

- Loraux, (1987).

> Only in 3.15.2 (the first sacrifice) and in 5.7.4 (the decapitation).

“=15.7.8.
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more elaborate first one®?: the rest of the action is summarized quickly, and soon
after Leucippe’s burial Cleitophon meets Melite. The audience is undoubtedly at
a loss, since the sequence is not summarized now but only much later, and an
explanation of Leucippe’s paradoxical new salvation is given only by Leucippe
herself and only in the last recapitulation of the adventures. The theatrical impact
that this second sequence has, with (a) Leucippe’s execution by decapitation, (b)
carried out by Charmides' men, her suitor, leaves out both motif (c) and motif (d),
which are not explained yet but much later. Just as in the 4, the audience, along
with Cleitophon, has every reason to believe she is dead, an assumption which is
endorsed by the brevity of the conclusion that leaves the sequence ending with a

big question-mark, while a new motif, the Phaedra pattern, is introduced.

Cleitophon in the land of the Taurians

Leucippe's resurrection on Melite’s estate is performed in two stages: first
Cleitophon thinks, or retrospectively thinks that he had associated the slave’s
physical appearance with Leucippe®®. Soon afterwards he gets a letter from
Leucippe in which, he recognizes first the handwriting, and then the content, as
coming from Leucippe®®. Cleitophon'’s inability to recognise persons and faces®,
despite his virtuosity in interpreting living letters®”, may be associated with his

passion for texts and the narrator’s for intertexts, and will be further analysed in

“*135 words in 3.16.3ff. and only 65 words in 5.7.9.
= 5.17.1, kalvaQ u £dokel Agvkinmmng Exery.

“$5.18.2.

* He fails to recognize Satyrus and Menelaus at the first sacrifice of Leucippe; then he fails to recognize Leucippe on
board and also Leucippe at Melite’s.

7 5.19.6, 0UTWS OXUVOHNY Kal T& YOAHUATA.
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Part III. This time there is an allusion to the recognition scene in the IT, the letter.
As in the play the letter is handed to the friend, Satyrus, to be delivered to the
hero Cleitophon. Leucippe, unlike Iphigenia, recognizes Cleitophon first. The
latter, amazed, asks Satyrus mdtegov €€ Adov 1jkelg GEQwVv TNV EMOTOATNY, 1) Ti
tavta OéAey;, Aevkinmn maAwv avePiw;*s. The repetition, mdAwv, brings the
reader’s attention to the reworking of the motif, which makes easier the transition

to the third sequence.

Cleitophon murders Leucippe

Leucippe is reported dead at the hands of Melite, by a stranger who has
been accused of being an accomplice of the murder; this is an outcome which
would have been expected in a novelistic Phaedra-revenge plot*®. Cleitophon
realises the size of the kawvnv V6Beov CLPUDOEWV and he bursts into another
lengthy lamentation, which is a intratextual commentary on the previous

employed and varied motifs:

olpol, Aevkinmm, moodki pot téfvnrag: ur) yae Bonvav avemavoduny; del oe
1evBw, v Bavatwv dwkdvtwv AAAT)AovG;... VOV B¢ té0vnkag Bavatov dimAovv,
LUXNS Kal oouatog. dvo eééduyeg Anotowy, to d¢ g MeAltng ePOVEVKE o€

TELQATT)QLOVIL,

This lamentation, which vividly echoes the previous one in its description of
Leucippe’s death as a dutAolg Bdvatog, is a summary of the earlier ways in

which the narrative has killed Leucippe. Opposed to Cleitophon's despair,

“5.19.1. Ct. IT, 772, o0 & £ov’ ekelvn; kat@avoDd” fiket maALy;
737,

= 7.5.1.
2-3.

~1

(S]]

7.
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Cleinias’ comment — tic 'yap oidev, et (1) dAL; pr) yap ov oAAakig Té0vnke;
U Y& ov moAAdxig avePiw;*? — presents him, unlike Cleitophon, as a careful
reader of the Leucippe and able to conjecture the following events from previous
ones. But Cleitophon is not convinced and decides to punish Melite by taking the
blame for Leucippe’s death and appearing to be her murderer®?. It is only at the
very last moment that, with Sostratus’ arrival, Artemis saves Cleitophon and the
future recovery of Leucippe is foreshadowed®*.

Leucippe is not dead, but, having escaped from Sosthenes, she has sought
refuge in Artemis' temple®®, echoing the Iphigenia myth. Again, we do not learn
Leucippe’s identity immediately but we learn about a beautiful maiden who
resembles Artemis*, and thus cannot be anyone other than her protégée,
Leucippe. Leucippe’s third resurrection results in a tragic monologue by
Cleitophon in which he associates their current adventures at Ephesus, a Greek

territory, with Scythia:

aYWwdwV evEMANoa Borlg TO 1eQdv,..."uepiavial o0 €dados dvBowrivw aiuatt.
TolavTa oMEVdEL Tig Th) Bew; ov BaePagot tovto kal Tabgot kat 1} Agtepis 1) Zkvbov; 6
aQ’ exelvorg pdvog vaods obtwes alpdooetal. Vv Twviav Zxvbilav nenoinkag, kal &v
Edéow el ta &v Tavgolg alpads.

In a twist of reading, Cleitophon’s identity slips and from the murderer he

himself becomes the victim and a suppliant of Artemis. Like Orestes, he has had

= 7.6.2.
717.6.3, ws arlAwy fpwvteg £V Te kail MeAitn ko) v Agvxinnny avnenkapev.
777146, M Agtepis ov pevdetal () oot 1} Aevkinm). oUx 00&S Kal TODTOV G¢ €K TGV pacdvwv viv xgepduevov

cinemacey; Also Sostratus’ dream regarding the recovery of Leucippe and Cleitophon, in 7.12.4.
= 7.13.2.

-t 7.15.2.
821
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his good friend Cleinias by his side since the beginning of their adventures and it
is with a quotation associated with Orestes that his friend tries to defend him in
front of the Ephesian court, claiming that this is an aywv megl Ppuxng avdeoc®®.
In this new staging of the Iphigenia on Ephesian soil (al) Leucippe is thought to
have been murdered by Cleitophon and/or Melite; (a2) Cleitophon is about to be
tortured; (b) we do not learn anything about the means of her execution, despite
Cleitophon’s repeated efforts to extract information from the messenger®®. This
could be interpreted either as the narrator’s inadequancy to produce another
variation of the motif, or as an invitation for the reader to make up, from the
previous patterns, a motif of his own; (c) there is a double recognition of both
Leucippe and Cleitophon, by Sostratus, and a miraculous intervention by the
helpful priest, who, unlike Calchas, (d) provides asylum to the two suppliants

and stage-manages the plot to its solution.

Discussion

Thus, AT’s novel inventively rewrites not only the Iphigenia pattern but
also its variations used by his predecessors, and especially by Xenophon. Both
narratives display the motif on three occasions, starting with the ritual sacrifice
and continuing with its variations and in both intratextual comments can be
found, revealing their narrators' eagerness for readerly appreciation of their

skills. The most interesting reinvention of AT's novel is in my opinion the

7" 7.9.1. Cf. Sophocles, Electra, 1492, viv éotv &ydv, GAAL ong Yuxre négy Orestes to Aegisthus in the exodos. The

phrase is common in tragedy and especially Euripides Phoenissae 1330 and Orestes 847, Ybuxns aydva dwowv, regarding
the trial. The allusion is not cited in Liapis, (2006).

U742, Tiva T0OTOV TV KOQTV ATTEKTEVEY, EDTV, & LIoBWTOS, Kal Tl TETOMKE TO OWUA;
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relocation of the sacrifice, not abroad, but on Greek soil, as in the Iphigenia in
Aulis, that could be interpreted as a comment on Greek barbarism opposed to

that of foreigners.

Heliodorus

Novelistic sacrifice in the land of bandits - Thisbe

Charicleia faces three near-death situations: at the hands of Thyamis, of
Arsace, and of Hydaspes. From these, her attempted execution by Arsace is
treated alongside the Phaedra pattern as an expansion of motif (c) and although it
is also a near-death situation it cannot be interpreted as belonging to the

Iphigenia pattern.

A latent Iphigenia in a Helen motif

A latent Iphigenia case is the slaying of Charicleia — Thisbe at the very
beginning of the novel, which introduces Thermouthis for the first time. Thyamis
orders his minion to bring a tepeiov, we av Oeoig gyxwolowg évayioavteg ot
NS paxng agyxotev?. But the battle starts before Thermouthis makes it and when
he finally brings the animal, Thyamis, who believes Charicleia dead, laughs at
him, for having already 16 x&AAoTOV Bupdtwy tegoveyHoac”!. The sequence of
capture by bandits followed by sacrifice-replacement, echoes its previous
variations in the novels, e.g. Anthia and Leucippe, but the contextualising pattern

is that of the Helen. Nevertheless there are clear traces of the sequence of the

1281
1311
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motifs for both parallel narratives, that of Charicleia and that of Thisbe.

For Charicleia: (a) Charicleia is captured by Thyamis and (b) is offered as
sacrifice before the battle; (c) Thisbe is mistaken for Charicleia and (d) Charicleia
is alive, with sacrifice averted.

For Thisbe: (a) Thisbe is captured by Thermouthis (b) and executed as a
teoelov, by Thermouthis' superior; (c) misrecognition motif; the sacrifice is
completed.

As discussed above the slaying of Charicleia is implemented within the
wider Helen pattern and the 'sacrifice’ of Thisbe is the result of her previous
Phaedra-machinations. The link with the Iphigenia latent sequence is realised
through the Thermouthis detail, a touch of dramatic irony: it is Thermouthis who
is ordered to bring the iepeiov and he happens to be the lover of the human
victim, Thisbe. This small detail interconnects the subordinate plot, which is more
appropriate to the novel-genre, to the main story and illustrates the narrative
choice of leaving aside a possible 'sacrifice in the pirate's land' sequence and opt

for a more tragic and spectacular one, that of Charicleia at Meroe.

Charicleia in the land of the Ethiopians

lunvng mepoig

The main element of the Iphigenia motif is undoubtedly child sacrifice.
Nevetheless in the Heliodoran context the emphasis is not only on the tragic
daughter but also on the tragic father. Book 9 contributes towards a positive

portrayal of Hydaspes before he resumes his role as his daughter’s executioner in
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front of the altar at Meroe. The characterisation of Hydaspes in Book 9 is
presented so as to be set against that of Agamemnon, but the narrative insists on
pointing out differences rather than similarities. Besides, Agamemnon was a
favourite example of ‘kingship’, along with Achilles and Alexander, in the prose
literature of later antiquity. In the Iliad and the IA, Agamemnon is presented as a
man driven by a thirst for power” according to Clytemnestra the whole heroic
expedition was based on a crime that served the individualistic ambitions of the
Greek generals”. In contrast, Hydaspes is always presented as the “enlightened’
king”, and the Syenian chapters engage in portraying him as such”. The long
account of the siege is used not just as a digression®® but as a key element for
tying together the plot.

Syene’s siege occupies Book 9”7 and alludes heavily to the Iliad, without this
meaning that the Herodotean allusions as observed by Morgan (1982) and Elmer
(2009) should be neglected. The Iliadic war was the 'archetypical’ war for all the
others that followed and which set Greece against the Persians, either in reality,
or historiography, or fiction. Besides, the Homeric colouring of the battle scenes

has been observed in the duel between Peloros and Trachinus, echoing that of

2 1A, 1195, 1y oxfmtga pévov duxdégey kai orpatnAateiv uéAAeg

1A, 1194,

“* Cf.Cvropaedeia, 8.4.7; for the clemency and piety of other Ethiopian rulers, like Sobacos (Herodotus 2.139), and
Actisanes (Diodorus 1.60); Morgan, (2005) p.309-318.

= For the Herodotean elements of these chapters see recently Elmer, (2008) who argues that 'the ceicure of Charicleia
match the abduction that open Herodotus' Histories, p.423; and that Heliodorus is narrating his own version of Persian
Wars', in potraying Hydaspes in his war against Persia.

 For this big digression as ‘tiring’ see Rattenbury (1935). Also see Morgan (1989) p.299-230; Morgan argues that Book 9,
with a possible defeat of the Ethiopians, plays with the possibility of not concluding with a happy ending, since the
TowToAg1x may not be offered.

7 Morgan, (1982), for the historical context, especially the Herodotean elements; the historical background in Lightfoot,
(1988) p.119, arguing that Julian borrowed some fictive elements from Heliodorus’ description. Recently, in Elmer, (2008)
p.423. The coexistence of epic, dramatic and historiographical intertexts and allusions does not necessarily contradict my
argument, since it is based on similarity of patterns and not just on intertextuality. It is perfectly fine for an episode,
although treated here with a primary Euripidean intertext, to bring in allusions from other texts.
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Paris and Menelaus, and the duel of Petosiris”® and Thyamis echoes that of
Hector and Achilles”. At the border of Egypt and Ethiopia the battle continues
around a city, which is presented as a potential Troy; surrounded by a big force,
the native Syenians and the occupying Persians are doomed. The detail that the
Syenians are not fighting for their location, but are the victims of the two
powerful generals who want to take over this strategic city, is a detail that
possibly gives a colour of imperialist political realism to the scene, rather than
painting the picture of an idealised fight for the motherland. This detail is
followed by another: unlike the siege of Troy that lasted ten years, Hydaspes, in
order to make his attack fast and successful, conceives a brilliant, ‘Odyssean’,
plan: to drown the city*®. Hydaspes (his name's components are 0dwo+doTtic but
it is also the name of the river by which Alexander fought Porus®!) chooses to
attack the city with water, whilst Troy was famously burned down. Hydaspes’
plan is based not on attacking from the inside but from the outside; the Syenians,
because they are not fighting for their homeland but are pawns in the hands of
their sovereigns, upon seeing the disaster approaching beg Hydaspes for
clemency, which he happily displays®2,

But the Aethiopica offers another way of attacking Syene, performed by

Oroondates, the negative counterpart of Hydaspes: when the city celebrates the

- Cf. footnote 575.
“~Sandy, (1982) p.88.
= 9.3.1.

“ The battle of the Hydaspes, 326 B.C.E; Plutarch, Alexander, 62.1; Arrian, 5.18; note by that Alexander, having wone,
showed clemency and allowed Porus to rule in his name.
“~295.1.
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Neiloa with sacrifices and banquets®®, Oroondates frees his men who were
imprisoned in Syene. The setting is similar to that at Troy: feasts and banquets
result in a deep sleep and the eventual surprise of the Syenians upon discovering
the escape of the Persians; this recalls the Trojans' naive reaction and celebrations,
with which they welcomed Odysseus’” Wooden Horse. Both Odysseus’ and
Oroondates’ plans are alike in that they are based on the false assumption, on the
opponent’s part, that the enemy has retreated*®. The escape of the Persians causes
the Syenians to be suspected of treason, since, despite Hydaspes’ clemency, they
appear to have co-operated with the enemy. It is here that the king's clemency is
tested, risking his presenting a negative example. Nevertheless he appears to
show mercy for a second time, despite Oroondates” double treason®.

When Oroondates is captured alive and brought in front of the Ethiopian
king, Hydaspes displays all his dprAavBowmnia, an element that distinguishes the
Aethiopica from the world of the epic®. Hydaspes’ ¢prAavOowria seems to be
inspired by Alexander’s moral superiority®”. The dialogue between the victor
Hydaspes, and the defeated Oroondates recalls the encounter between Alexander
and Porus® in that Hydaspes approaches his opponent with admiration®;
moreover Hydaspes proves himself magnanimous and clement towards the

besieged Syenians for a second time, trying to exempt the many from one

-3 9.10.1-3.

4965 aAX” el BovAorto Yd&omng. .. amoxwely &ig v EAepavrivnv.

-7 First in 9.6.2 and 9.6.5; now, in 9.8.1.

> Although Alexander himself seems to have had Achilles as a model and allegedly carried the Iliad everywhere with
him; this ‘intertextual” dialogue is frequently reported by Alexander’s biographers.

“ An ‘idealized’ version of Alexander in Dio, On Kingship, 1-4, and in Plutarch’s Alexander.

- 9.21.1ff. Plutarch, Alexander 60.14.

= In the [liad too we find words of admiration for the enemy; eg. Diomedes to Glaucus 6.123, Achilles to Priam 24.248; yet
wrath makes warriors unmerciful, Achilles to Lycaon 21.34ff.
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person's blame, arguing that it is edn0eg, v 100 évog dvowrv tooovtolg
entayayelv anwAewaxv®™. This attitude differentiates the siege of Syene from that
of Troy, where many perished because of one person, Paris. This approach seems
to echo contemporary Second Sophistic political ideologies of enlightened
kingship. Hence, unlike Agamemnon’s, Hydaspes” victory will be fair from start
to finish and nothing will stain his homecoming. That is why his nostos, unlike
Agamemnon’s®!, will result in happy days with his wife.

This mythological approach to Book 9 as an ‘alternative’ Iliad is inseparable
from the following Iphigenia sequience of motifs and reveals why the ‘war
episodes’ come before the sacrifice in the Aethiopica. The narrator, starting Book

10, reminds the reader that;

T pev dn kata Zunvny Enti tooovde moaxfévta elonobw, magk T000DTOV pév
eABovoav kKvdOVOL TROG TooavTY D¢ evmABey abpoov dUEvde evvopiav dvdQOg

uetaparovoav®,

This as an intratextual comment-preface to Book 10 summarises the
argument that the previous book was an elaborate narration of how Syene did
not became another Troy, because of Hydaspes. I would even go further and
suggest that were Hydaspes not clement and wise, his homecoming might well

have resulted in a family tragedy instead of a 'happy ending.

Iphigenia in Meroe

Having presented a positive version of Agamemnon, Book 10 continues the

972

=+ 1A, 1186-7, Tl goL KatevEn tayaBov ohalwv Tékvov; vootov TOVNEAY, 0ikoBev Y aioxeds icv;
-~21.10.1.
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story of the sacrifice®®. It is in this context that Hydaspes, although different in
character and thoughts from his mythological model, shares with Agamemnon
the same fate of the ‘tragic father’ who is to sacrifice his child for the benefit of his
people. What is important to know, however, is that while Charicleia knows that
Hydaspes is her father, Hydaspes thinks of Charicleia as a mpwtdAelov. Yet in
order to re-stage a version of the family tragedy they both have to be aware of
each other’s identities; hence ‘recognition’ is necessary. I here treat the
recognition scene alone, where as the regocnition patterns of Heliodorus are
explicitly discussed in Part IIL

The first encounter between daughter and father in both Charicleia’s and
Iphigenia’s cases has one common element, the contradictory emotions on the
daughter’s and on the father’s faces®; in the IA it is Iphigenia who cheerfully
greets a wary-looking father®”, while in the Aethiopica, it is Hydaspes who sadly
notices the cheerful face of Charicleia as she faces sacrifice®. However, the real
‘spectacle’ begins after the virginity trial of the burning pyre when Charicleia is
dressed in her Delphic chiton®”. It is the third time®® Charicleia has consciously
dressed herself for a ‘performance’ in which she is the protagonist. Charicleia

reveals her identity in a dramatic way, domep éni oxnvig &' dméowv...kai olov

- Paulsen (1992).

~110.7.3, 0ado@ 1o MEOUWTw Kal ueddvTL ouvexés. CF. LA 640ff., TATEQ U eldOV ATHEVT.
= IA, 630ff.

=+ 10.7.6.

7 10.9.3.

“~ The other two in Delphi, when she meets with Theagenes, 3.4.2, and before her marriage to Trachinus, 5.31.2. Charicleia
more or less ‘consciously’ performs her life: her love, her Helen-adventures and now her Iphigenia-adventures.
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€K unxavne™.

Charicleia’s defence is based on her knowledge, that she is the Ethiopian
princess, and Hydaspes' ignorance. Her argument is based on the distinction
between Eevoxtovelv and texvoktovevi®, Thus, the first part of the sacrifice
brings infanticide, and the IA, into play. The recognition scene follows all the
steps of the ‘ideal recognition’, since Hydaspes is unaware of the idenity of his
victim, since, in Aristotelian terms it is féAtiov 8¢ 10 dyvoovvTa uev mealay,
noaéavia de avayvweloa®,

The recognition in the Aethiopica follows all the possible options of the
Aristotelian recognition-typology: (a) it is dtexvotratn, odwx onueiwv
oUpOLTEV/ETUKTHTOVI?, given the band, the jewels and the ebony scar on her
arm; (b) it is based on memory, since the sight of the young girl reminds Persinna
of the daughter that she should have had, and Hydaspes of the dream in which
he was the father to a daughter; (c) it is also an artificial recognition, TtemoLnuévn),
in that Charicleia accidentally embraces the feet of Sisimithres, whom she
recognises only later as her saviour, and who is now her public defender; (d) it is
a recognition €k cUAAOYLOHOD, as a natural conclusion, in Sisimithres’s case: such
a beautiful virgin, whose skin colour and age correspond to that of the exposed
infant, could not be anyone other than Charicleia. (e) Finally, in order to crown all

these simultaneous modes of recognition, the narrative presents another option in

~10.12.2.
= 10.12.3.
“% Aristoteles, Poetics, 1454a, 1-5.
72 Aristoteles, Poetics 1451b 22ff.

266



PARTII

DRAMA: IPHIGENIA

the Aristotelian typology, the famous Andromeda painting that explains
Charicleia's skin-colour.

After all the proofs of Charicleia’s identity are assembled, the sacrifice is
called off and the general grief, felt from the beginning of the ritual — so hard was
it to accept the sacrifice of such a beauty — gives place to jubilation'®®. However, a
second surprise soon follows, unpleasant this time. Hydaspes decides,
nevertheless, to sacrifice his daughter, since it is the traditional custom and the
people have decided so'™. It is at this point that Hydaspes embodies the
character of Agamemnon and Persinna that of Clytaemnestra, the tragic mother.
The theatricality of the next scene is highly accentuated: Hydaspes is now
consciously staging his own drama, against the expectations of the other plot-
maker, Charicleia. Hence, whereas the daughter expected the recognition to be
the ending of her plot, the father conceives a new one, and addresses her with the

following words:

ov d¢ @ OUyatep ...t0 avdgeiov Ekelvd cov GEévua kai Bacidewov VOV

... €TUE(KVELTO...6 TEKVOV OHOD KAAETAUEVOS KAl TEKVOKTOVOS YIVOUEVOG 1005,

The comparison between sacrifice and marriage is common throughout
Greek literature and it does not need to be related to the Iphigenia myth
exclusively’™. Nevertheless the sacrifice of a king’s daughter for the

commonwealth is a major characteristic of the Iphigenia myth®”, Like

©710.16.1.

©+10.16.6.

©$10.16.8-10.

7% 1A, 460-491, tv & ad Tadawvay TaQOEvov... Adng viv, g £olke, vupdévoeL tdxa.

w7 1A 514ff. A major difference between the JA and the Aethiopica is the position of the priests. Whereas Calchas is
presented negatively in the play (520), in the novel the Gymnosophists explicitly argue against human sacrifices, 10.9.6.
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Agamemnon in the IA who first gave his consent and then tried to warn his
daughter secretly, Hydaspes seems to accept the sacrifice, although v
erTuxiav TV EvndeevpEV@V T dNUNYoQIa AGYWV ATLELXOUEVOGHTE.

The staging is highlighted by allusions to the setting and to the vroxQLOLG,
the acting of the Ethiopian king. Like a good plot-maker and actor, Hydaspes
takes his time to observe his audience's reaction, before moving on with the play:

GAA” OALYOV ETUOTAG TEV TE DMUOV KATOTTEVOAG ATO TV lowv Ttabwv KEKIVNUEVOV
kal o Y oknvoTotiav Thg TOXNG VP’ NOOVAS Te dua Kat EAgov dakovovtag... v
Xelpx  MQEOTEIVAG KAl katacsiwv QO Movxiav TO  KALdWVIOV  TOD dfjuov

KAXTETTEAAE,

The adjective kAvd@VIOV is frequent in tragedy and in oratory, when the
orator compares the current situation to a 'dramatic’ one'™?. Further on, Hydaspes
presents himself as a man subjected to the divine powers; the god gives and
takes, el pév yae toig Oeolc oVtw didov dote magéxeoBbal te &pa kai
adaeiofanl?l, Moreover he addresses both his citizens and his daughter in a
vocabulary drawn either from tragedy or from epic:

navoaoBe pEV dakQUovTeG Kal MUAS KatokTLopevol patny, Thg 0 legouvgylag

exoueba. ..ol de, @ BUyate pr} pot cUYXEL TOV BUUOV 0dLEouEVN 12,
Hydaspes then seems to heighten the drama that was staged by Charicleia

in the beginning. Fearing the reaction of the crowd, he takes the initiative and

©7010.17.1.

©7010.16.3.

73 Aeschylus, Choephoroi, 183, kagdia kAvdaviov xoAng Sophocles, Oedipus King, 1527, xAUdwva ovudogag also
Demosthenes, On the false legation, 314, Tob drjpov kAvdwva kai paviav. For Demosthenes' use of tragedy see Wilston,
(1996).

©010.16.6; of. Odyssey, 1.82, e pév dr) viv 10010 Gidov pakdgesol Beoiot, voorioar Odvofa; Plato, Crito 43d, AN, &
Kotzany, tiyn ayabi, et tavtn toic Beoig iAoy, tavtn éotw.

+210.16.8-9; Cf. Prometheus, 36, Tl péAAels xai katowtiCews pamv; Euripides, Andromeda, TrGF 119-120, 1 (Kannicht,
5.1) avvaAynooy; cf. Aristophanes, Thesmophoriazousae, 1058, oL &' &l 1i’s fjTig ToLHOV QKkTRas tabog; and Tiad, 9.612,
un ot ovyyel Buudv (Achilles).
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prepares to sacrifice his daughter, asking her to be brave, like Iphigenia'®®®. Yet
this is an action that is supported not only by his high sense of duty but also by
self-motivation: playing the role of the tragic father in front of an audience of
onlookers, he stages another drama, the play of his life and his kingship. In this
drama, as opposed to the IA, the leading characters rely mainly on their
audience’s emotions and expectations. In IA, the Greeks, with the exception
perhaps of Achilles, did not oppose the sacrifice but remained spectators.
Hydaspes’ expectations seem to come true when the crowd releases him from his
duties by ordering him to save his daughter, arguing that they have recognised
him w¢ BaciAéa, and it is his turn to be recognise himself wg matéoal®™.
Therefore, Charicleia, like Iphigenia, narrowly escapes death, but not by
substitution; she does so with the help of the inset audience, the crowd. What is
more, this reaction of the Ethiopians marks Charicleia's final ‘recognition” by her
people as their princess. This is not an unexpected recognition since it is already
grounded in Book 9 in which, as we have seen, Hydaspes is represented in all the
glory of an enlightened king. It is expected, then, that his people would love him;
therefore this type of recognition can be classified in Aristotle's terms as
AVAYVWELOLG €€ abTWV TV TRy ATV, the logical conclusion of the events.
Last but not least, this reaction of the crowd is presented as in direct
dialogue with Heliodorus' previous dramatic models (Iphigenia, Polyxena, etc.);

why did the Greeks tolerate human sacrifice, when the Ethiopians did not? But

- ¥ Iphigenias’ bravoury praised by Achilles, IA, 1411, &g ™V PUOW ... yevvaia oo &l
3410171,

1% Aristoteles, Poetics 1455a15.
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the narrator is also in dialogue with the external audience’s expectations too: the
expected ending, ‘sacrifice’ or ‘substitution’, is fundamentally re-examined: the
tragic does not need to appeal in violence and/or unhappy endings to be tragic, in
our modern sense of the term. Rather, the novels' tragic-like episodes could be
sketched and perceived as tragic regardless of the final outcome and according to
the suspense and fear what they created when unfolding; the happy ending could
be as kaBapolov as the unhappy one, and Chariton's witness is the most explicit

comment on this attitude.

Theagenes in the land of the Taurians

Before moving to the adaptation of the IT, where a brother-sister
relationship is presented, I would like to examine that between Theagenes and
Charicleia. It seems that Heliodorus, the narrator, emphatically presents the
relationship between Charicleia and Theagenes as a virtual brother-sister
relationship as well as an erotic relationship. Firstly, Charicleia has tried to
present Theagenes as her brother in front of Thyamis where they figured as
priests of Artemis and Apollo respectively’®. Again in Book 6 Charicleia is
compared to Isis in her search for Theagenes-Osiris'®” in Chemmis, a sacred city

in the cult of Osiris’®®, and afterwards in Bessal®®. In front of Arsace too

e 1.22.2

" Charicleia’s Isis-like quest in 6.15.4, yovaiov Vi’ #0wtog gecoPruévov kai T&oav @ eireiv éni YV EQwiévou Tvog
EVEKEV QADUEVOV,

* There are two Chemmis: (a) a big city see Herodotus, 2.91; (b) a floating island, Herodotus, 2.156. On Chemmis as the
first city that learned about Osiris’ death see Plutarch, Isis 356d. For Chemmis as the birthplace of Horus see Behaeghel,
(1995).

" Before leaving to Bessa, Charicleia is dressed as a beggar. Cf. Plutarch Isis 356d, where Isis is presented with her hair
cut, dressed in rags and mourning, when in search for Osiris. Another parallel with the Isiac myth is the resurrection site

that Charicleia attends (but does not perform herself) at 6.15.1ff. Isis attempted to reviv Osiris, but in Plutarch’s version she
does not, see Sirinelli, (2000).
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Charicleia again presents Theagenes as her brother!®®. This choice is not only
required because of the subtle and discreet handling of erotic rivals but has a
deeper model in the Isis-Osiris myth. Like Isis and Osiris, who fall in love in their
mother's womb, Theagenes and Charicleia too, are sister-souls, who seek each
other’s love!®?. The brother-sister relationship is not only a trick to deceive their
suitors but also suggests a deeper relationship that the two characters share, that
of Platonic love.

The shift from the IA plot to the IT plot is also founded on the dichotomy
between Eevoktovia and texvoktovia. This time the interplay between these
terms refers to Theagenes’ relationship to Charicleia: Hydaspes decides to
proceed with the rites when Charicleia, from being inventive and brave, becomes
speechless and powerless. She then proposes that she sacrifice him herself.

Hydaspes believes she is mapddowv:

adeApov wvopale tov ur| ovia. Tov ovra (Bedyevnv) 6otig E0Tiv 6 E6vog éowTwpévn,
ayvoeiv edeyev. avBig €0t mepowleaBat wg Gpidov TOV dyvooluevov, adivvatov

etvat pabovoa v altnoty avTr) kataBvely woavel TOAeUIWTATOV (KéTEVEIR,
The fast and unexplained change of emotions is the introductory element to
another drama staged at Meroe, the adaptation of the IT. Interestingly Charicleia

points out that the Ethiopians will admire her courage®. With Charicleia

offering to perform Theagenes’ sacrifice in person the shift from the IA to the IT’is

completed.

©10.18.2.
©e 354
©10.22.2.

710202, atmiv pe kéAevooy avtovgyficar o Bvua.
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The setting of Theagenes’ sacrifice recalls the IT: in a foreign land, the
Taurian land in Iphigenia’s case and Meroe in Charicleia’s, ‘foreigners’ perform
human sacrifices by killing strangers; the victims are devoted to Artemis and
Selenaia, Artemis' equivalent. The sacrificial victims are foreigners and have a
close relationship with the priestess who performs the sacrifice. This latter is in
both cases a priestess of a goddess of Moonlight, Artemis and Selenaia
respectively. Nevertheless, in the Taurian land a virgin priestess performs the
rites, whereas in Ethiopia only a married woman can participate; but Charicleia
has a liminal position between a virgin and a woman, being both virgin and
Theagenes' fiancee!0?,

The mythical parallelism between the sacrifice of Theagenes and that of
Orestes is based on two things: the vritual brother-sister relationship and the
tfollowing recognition, required for the happy end and the ritual aetiology. On the
one hand Charicleia, unlike Iphigenia, is fully aware of Theagenes’ identity. Yet
this is not enough. Theagenes needs not only his bravery to be recognised, but his
identity too. It is Charicles’ job to recognise him as the abductor of his daughter
and only then is Theagenes fully legitimised as husband of Charicleia. The
recognition of the hero, as is the case in the Iphigenia myth too, leads to the
abolition of the sacrifice. Yet in the Aethiopica there follows no escape but
marriage. Unlike Tauris for Orestes, Meroe is, finally, a friendly place for the two

young wanderers, since it not only offers them shelter but also makes them queen
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and king of the Ethiopians.

On the other hand, and most importantly, both the IT and the Aethiopica
end with an aetiology of the abolition of human sacrifice. In the Aethiopica
Sisimithres, aware of divine intervention in events, closes the scene as follows:

vov pév v mavoAPov XagikAswav  €§ avt@v oot twv Pwuwv  Buyatéga
avadel&avteg kal TOV TG Teodéa...EvTavla AvaTépPavTes.. . VOV...TOV VUUPIoV

TS KOENE TOLTOVL TOV E€VOV veaviav dvadrvavtegi®®.

This is the first conclusion of the novel, since the main ending consists of the
coronation of Theagenes and Charicleia as priest and priestess of the Sun and the

Moon respectively.

Discussion

Heliodorus then made a conscious effort not just to embed the Iphigenia
pattern in his novel, but also to interlock it fully into his larger plot. Not only is
the novel the only one to rework the pattern as a ritual sacrifice of a daughter by
her father, followed by a sacrifice of a ‘brother’ by his ‘sister’, but it also places the
pattern carefully at the very end of its narrative, with emphasis on the double
recognition. The sequence of the motifs is as follows:

For Charicleia (a) the girl in a foreign land, but in reality, her homeland, (b)
is to be sacrificed according to the Ethiopian rituals regarding the mowtéAewx of a
war. (¢) The virgin recognizes the king as her father, and vice versa, while the
sacrifice is still going on until (d) the audience calls the ritual off. For Theagenes

motif (a) involves a young man in a foreign land (b) about to be sacrificed

°7%10.39.2-10.39.3.
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according to its customs, by his own fiancée, priestess of Selene; (c) it is followed
by his recognition by Charicles as the priestess” suitor and beloved hence, (d) the
audience through Sisimithres” intervention call the sacrifice off and, they abolish

the ritual for ever.

Provisional conclusions

The Iphigenia pattern functions on two different levels. On the first hand, on
the level of episodic composition, AT’s and Heliodorus’ narratives re-insert motif
(c) in its initial, dramatic, place before (d), maintaining the dramatic force of the
Euripidean plays, especially the IT. Even more effectively, they strategically place
it at the very end, instead of the very beginning, unlike Chariton and Xenophon,
to endorse the sense of closure, by juxtaposing the near death situation with the
subsequent happy ending.

Indeed, even in Chariton’s and Xenophon's novels, in which motif (c) is
postponed until the final recognition, this delay increases the readers’ suspense as
to the narrative method by which the solution will be carried out: e.g. in
Xenophon’s and AT’s patterns each of Anthia’s and Leucippe’s near death
situations comments intratextually on the previously developed one and attempts
to supplement it in horror or opaqueness, namely that the narrative does not give

enough information to answers the questions that it raises.
On a second level, sacrifice patterns have been examined as a response to
the cultural context of the texts in which they are found. Although it is easy to say

that sacrifice as a practice is a barbarian act and makes clear the divide between
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the Greek and non-Greek world, since Greeks tend to be sacrificed by barbarians,
in the novels this is not always the case. AT’s and Heliodorus” novels seem to
comment on this ‘desperadoes’ motif, as discussed by Winkler, by placing the
sacrifice on Greek soil, like Ephesus, or in ambivalent locations, like Meroe!®?,
and therefore narrowing down the distance between Greece and their
neighbours. This latter point opens up the question already posed by Euripidean
drama, regarding the limits between what is and/ or is not proper Greek identity
and what is and/or is not proper barbarian identity. This last question seems to be
interwoven with a more general disapproval of sacrifice in the Second Sophistic,
and for a preference for immaculate rituals, as observed in Lucian and
Philostratus. Finally, with respect to motif (c), the reason for its postponement
will be made clear in the next chapter that deals with the larger novelistic plot as

a recognition pattern.

Partial conclusions

In Part I T examined how the myths of Helen, Phaedra, and Iphigenia
influenced the 'dramatic episodes’ of the novels, as these were classified in Part L. I
hope to have shown that the novels can be segmented into individual dramatic
sections, each of which makes explicit use of a particular sequence of motifs,
which is accentuated by the myths of the three dramatic heroines. Of course, not
all novels make use of these patterns and intertexts to the same degree, and some,

e.g. Xenophon’s, rarely even allude to a specific text. However, this does not mean

= Four Charicleia as both black and white Harris, (2001); also for the mixed paternity of the novel see Whitmarsh, (1998),
and Elmer, (2008), who argues against any effort of inquiring into the genetics of the text.
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that they do not make use of any such motif, and I have treated such cases
separately in the section devoted to the 'implicit’ versions of the pattern. Therefore
the titles of my tripartite categorisation of the dramatic motifs should be taken in a
broad sense: e.g. the myth of Helen is one of the myths of the Beauty, and it is
enough for this study to prove the relation of a novel's pattern to that of the
Beauty/Helen and not precisely to a specific Homeric or Euripidean version of the
Helen myth.

Hence the three women, Helen, Phaedra, and Iphigenia, epitomise the three
basic plots that can be found in almost every novel: the Beauty, whose chastity
and/or marriage is threatened by her suitors' assaults; the chaste hero, whose
chastity/and or marriage is endangered by the advances of the 'other woman’;
and finally the perennially attractive pattern of the sacrifice/execution of a virgin
and/or young bride, her marriage to death, and her subsequent escape.

These 'dramatic episodes’, are, as I have noted, self-contained. There may be
variations of a Helen pattern that unfold throughout the narrative, but each of
them comes to a more or less concrete conclusion either at the end of motif (d)
(which is common for all the patterns studied here) or in the beginning of the
next sequence, just as the Phaedra patterns do in Heliodorus. This unity of action
is enabled by a unity of space, since each of them takes place in a well known
location: e.g. Callirhoe in Babylon is the Homeric Helen, and/or Charicleia by the
Nile is an model of the Euripidean Helen; note that the Phaedra pattern is

probably the most static and the one that always takes place indoors, with the
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exception of Longus. The unity of action and place in connection with their static
treatment enhances the 'dramatic’ colour of these episodes, which are treated
@omeg in the theatre. Their theatrical handling is highlighted by the slower pace
of the narrative, which takes its time to describe the setting, the emotions of the
main actors and those of the inset audience, the former often presented in tragic
monologues and lamentations, e.g. Heliodorus' opening scene; Chariton's first
recognition scene, and/or Melite's reaction to Leucippe's letter are also good
instances of this dramatic conception of the plot.

All these patterns emphasise virginity and chastity, and the Iphigenia
pattern, is, fundamentally, not far from that of Helen; indeed, in Xenophon,
Hippothous not only 'executes’ Anthia twice but attempts to rape her, which is
part of a Helen-sequence. This is to be expected from a genre whose main concern
was to secure the heroine's chastity/virginity and life. There is an undeniable
voyeurism and sexism in such organisation of the material (but this discussion is
beyond the scope of this thesis).

I would like to point out that the quadripartite distinction of each pattern in
motifs, although, as I am aware, a subjective organisation of the material, leads
nevertheless to an objective conclusion. Unlike the Phaedra myth (that tends to be
very static), the Helen and the Iphigenia myths, especially in their Euripidean
treatment, enable the narrative to move from stagnant situations into action; e.g.
the different suitors are the tools that promote the transportation of the heroine

from hand to hand, and therefore the movement of the narrative itself, and/or the
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bandits, who save Callirhoe and Anthia from their tomb, carry them off towards
new adventures.

This escape-transportation motif is a characteristic not of dramatic poetry,
which is delimited in time, location, action and narrative space, but of epic,
whose material stretches over very many words and/or pages and/or landmarks,
and whose initial concern is 'how to move forward' the thread of the action. The
Helen pattern, which seems to be the prototype of the novel's treatment of the
Beauty theme, is indeed a pattern on the cusp between epic and drama: hence the
Euripidean adaptations of the motif result in dramatic episodes, but the more
general Homeric treatments contribute to the mobility of the narrative.

Nevertheless, even the more flexible Helen-patterns - by this meaning those
that do not always conclude immediately in motif (d) - are incapable of giving a
direction to the narrative, since they tend to result in other variations of the
Beauty pattern, with the risk of leaving the narrative open, without conclusion,
emewodalov in Aristotelian terms, like Scheherazade's perpetual storytelling,
moving from one pattern to another. What is then the linking thread of the
novel's narrative? How does the narrative move to its conclusion? What
guidelines are given to the reader so that he will not get lost in a continuous
narration? What is the novel's sign-posting system that enables its coherent
reading of it from beginning to end? These questions will be answered in the

following Part I1I that deals with the adaptation of the Odyssey as the exemplary

recognitive' pattern.
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PART III: MYOOZX AS NARRATIVE

Fiction is a form of language use that exemplifies the need to
seek the relationship between language and language users
in order to derive an interpretation. Jon-K.Adams,
Pragmatics and Fiction, p.1.

In fiction, there is always a speaker; the speaker is always
fictional. Ibid. p.17.

All lies have in common the condition that the speaker says
or does something with words that is not the case and the
hearer is not made aware of it. But if the reader is made
aware of it, then the text is fiction. Ibid.p.15

3.1 The novels as a d1a 6dov avayvwoLoiLg

Years of scholarship and Bakhtin in his influential work®” have alike
accepted the Odyssey to be the second key-intertext of the novels'®®, either
before or after Euripidean drama: the argument is based on the fact that the
Odyssey is a (fictive) narrative of adventures and of marital devotion-fidelity,
which culminates in a happy-ending recognition scene and reunion. The
novel's plot appears to echo this pattern, especially given the emphasis on the
recognition scene, which happens to take place at the end and is the
culmination of the narrative. Nevertheless, whereas scholarship emphasises
the similarities of the two genres it seldom points out the differences, which I

believe are more important.

Hence, it is not difficult to argue that the concept of adventure time and

~ = Bakhtin, (2006 (1941)), on the difference of the epic and the novel; for Homeric influence in the novel see Fusillo,
(1991 (1989)) and Lowe, (2000), for the novel adapting the ‘major key’ of the Odyssey; also Lalanne, (2008) for

Chariton Biraud, (1985), and Hirschberger, (2001); for AT see Most, (1989); for Heliodorus: Keyes, (1922), Winkler,
{1982), Whitmarsh, (1998) and Elmer, (2008).
> Stanford, (1968).
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marital devotion is one-sided in the Odyssey, belonging to Penelope, whereas
in the ideal novel both characters suffer the same misfortunes, often together,
and both remain stereotypically faithful to the other. Secondly, I believe that
scholarship has overstressed the importance of ‘shipwrecks’ and ‘bandits’
found in the novels, when these occupy but a small fraction of its narrative,
since as I argued in Part I, the episodes of the novel tend to be of dramatic,
static, character and, therefore, the bandits/pirates are the narrative tool that
promotes the hero/ine's transportation, a role which in the epic was reserved
tor divine powers, Athena and Poseidon.

There are of course novels like Antonius Diogenes and the Latin
novels'® that portray a more Odyssey-like journey, which ocurs in remote
lands and in which romance is subordinate to the adventure time. By contrast,
the ideal novels have love as their narrative kernel, which is the reason for the
hero's travels and which results in a mutual and simultaneous recognition
scene, unlike Odysseus' long, cautious, and meticulous revelation of his
identity.

Thus viewed, the motifs of vdotog and of avayvwouolg are not
sufficient evidence for a precise, Homer-articulated, plot-structure. What I

want to argue here is that, the novels while making use of the Odyssey, they

" > In the Latin novels there is more emphasis on the “adventure’ part of the story; cf. Winkler, (1985) p-165, discusses
the “episodic” form of Apuleius Metamorphoses and proposes Odysseus” Apologoi. Courtney, (2001) p.155, also
proposes the Odyssean first-person narrative as a model for Encolpius’ wanderings and Priapus as the Poseidon
equivalent (139.2, grauis ira Priapi); Courtney, (2001) p.156, emphasises the similar adventures that Odysseus and
Encolpius have to survive, mentioning that ‘most of these allusions occur in the same sequence as the events in the

Odyssey”. On the narrator see Conte, (1996) p.73ff.; the same could be argued for Antonius Diogenes’ novel, full of
imaginative adventures structured as a compilation of episodes.
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do so, not by following a specific plot pattern, as with the plays I examined
before, but by exploiting and adapting a narrative tool of the epic, the
recognition scene, and with it the concept of the extended narrative as a
recognition process.

In my Iphigenia chapter, I studied the recognition-scene proper, in
Cave's definition, as an instance within a plot meant to shock and to reverse
the flow of events!®™®. When treated like this, already since Aristotle!®!, epic
and tragic recognition scenes are not different, but they are both 'narrative
landmarks' of a reversal of good/bad fortune, of megitétewx!®2 This is the
kind of recognition scene that abounds in classical drama and in New
Comedy'™3, and is manifest in the different recognition scenes of the
Odyssey'™. The emphasis on the megumétewx as a key element of a good
dramatic plot is recommended in particular in drama because of its concise
size and its compacted form: if everything has to happen in one day and in
one place and in approximately 1643 lines at most (the Agamemnon) then of
course the recognition scene is needed in order to emphasise the emotional
impact of the play and to focus its dramatic effect. By contrast the 12,110 lines
of the Odyssey allow a more elaborate handling of the recognition scene, one

expanded in narrative time. Hence the Odyssey sets out, alongside the

-+ Cave, (1988) p.1.

-7+ Aristotle, Poetics, 1459b; for the Odyssey and Aristotle’s ‘typology of recognition’ see Lowe, (2000).
2 Cave, (1988) p.40.

* 7 Cave, (1988) p.50ff. On Menander and Aristotle see Cusset, (2003) p.24ff.
- % For ancient criticism Richardson, (1983); the typology of recognition scene in Gainsford, (2003).
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recognition scene which was heavily adapted in the relevant dramas'®,
another approach to it, which, although it does not change the character of the
recognition scene proper, influences the way this is constructed and brought
out by the main narrative. Recognition in the Odyssey is not just a 'scene’ but
it is, as I will try to show here, a recognising process, and it is this particular
feature that the novel shares with the epic.

Odysseus’ repeated dissimulation of his true identity is interpreted as
the best possible recognition strategy and is connected with the careful release
and witholding of information throughout the epic narrative'®. Unlike
dramatic recognition, which is a moment of truth, epic recognition is a
process of lying. Cave argues that, for Aristotle and Eustathius, ‘epic
anagnorisis sanctions false logic...paralogism, is the supreme confidence
trick. It allows “the charade of ‘consequential action’, of narrative motivation,
to culminate in an astonishing reversal which the audience accepts as logical
although it is based on fallacy’®”. Epic recognition is, according Cave, ‘the art
of telling lies 0%,

This desire for lies, which is connected to the novel's large(r than drama)

narrative space, has also been studied as a main feature of the Greek novel

"** E.g. The Penelope, by a certain Philocles (TrFrG, Snell, v. 1, F.8, p.161), a play, Mnesteres, by a Timseitheus, and
an Odysseus, figures in the Adespota (TrFrG, v.2, F a and b, Kannicht-Snell) to which the reference of Aristotle's
Poetics (16.1455a12) on ‘absurd’ recognition probably alludes. Moreover, there seems to be a trilogy/ tetralogy by
Aeschylus: Ostologoi, Psuchagogoi, Penelope, Circe (TrFGr, v.3, Ulixes, Snell) Finally there is a Nausicaa/ Plyntriae,
by Sophocles, but the content is obscure.

+** This male-centred recognition process is questioned by Winkler, (1990a), who shifts the ‘cunning’ from Odysseus’
side to Penelope, so that it is her who tricks her husband before the final recognition.

©¥ Cave, (1988) p.43.

~* For recognition in the Odyssey see also Austin, (1975), Richardson, (1983); for a formal analysis of the Homeric
recognition scenes see Gainsford, (2003); for the manipulation of information around recognition scenes and the
narrator’s voice see Goldhill, (1991); for fidelity and recognition see Winkler, (1990a) and Zeitlin, (1995).
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and of fiction'®, and is in concordance with Adams' programmatic epigraph
to this chapter: the Odyssey and the Greek novel are categories of fiction,
because they try to make the reader aware of the use of language as it is
manipulated by the characters, e.g. Odysseus' fallacious truth-like narratives
and his 'real' identity, in order to understand the interplay between the
novelistic fallacious and truth-like narrative and its 'true' nature, namely that
it is fiction. Only if the reader understands the narrative mechanism of
Odysseus' speech, is s/he able to enjoy the novelistic narrative as truth-like
fiction, as pvBog, oL Adyog.

Modern scholarship treats epic recognition accordingly: Goldhill,
playing with the notion of dvayvawoiog and avayvwoig, connects Odysseus’
voice with ‘the voice of the bard!®”; Maronitis shows that the Odyssey is a
large and gradual recognition project, at each stage of which the audience is
challenged to ‘locate’ and ‘identify’ the hero'™; and Lowe argues that ‘the
organisation of its whole narrative around and towards the (final)
resolution!™? is purely Odyssean. Similarily, Morgan reads the Heliodorean
plot as a ‘riddle” with a strong sense of ‘ending'®¥. As Lowe argues, when
reading a plot, we read it for its holographic development, from its 'initial

blur to increasing focus and clarity'™; the recognition scene of the novels is

- Morgan, (1993), analyses the relationship of novels and fiction to ‘lies’. Here I am doing something different: [ am
not studying the external readings of the novels as ‘lies-fictions’ but the intratextual references to lying.

~# Goldhill, (1991) p.56ff.

-+ Maronitis, (1991).

“# Lowe, (2000) p.151.

“*+* Morgan, (1989) and Morgan, (1994). For a discussion of the endness and the open-endness closures of the Greek
novels see Whitmarsh, (2009), between Morgan’s and Nimis, (1999).

"+ Lowe, (2000) p.25.

283



PART III

EPIC: RECOGNITION

precisely a metaphor for such a reading, in which the truth is revealed only at
the very end. But whereas the scene itself is the culmination, the process by
which recognition is woven in the narrative is a process that starts with the
first line of a novel. Hence, what I will try to study here is not the recognition
scene as such, but the recognising process that leads towards the novel's final
recognition scene.

The way to approach the narrative strategy of the novels is by studying
the implication given by the major term which is used to describe the novel's
narrative, dujynua, alongside markers that characterise it as more or less
truth-like, i.e. ficiton. The term dujynua as discussed in Part I has been used
to illustrate the novel's recapitulatory units as well as the novel as continuous
and extended narrative, and it has also been used to illustrate the difference
between uvbog as fictive/fallacious mythological tale and novelistic dutjynoig
as myth-like tale. As such pv6og qua dujynua/ dirjynois is the closest term in
the novels that describes prose narrative fiction. The fictionality of the
novelistic narrative is further illustrated by the use of the recognition scene as
the culmination of the emancipation of the recognition material of the novel,
which is the aim of this chapter.

The following discussion is structured as follows: first I examine the
Odyssean allusions in the novels in question, and secondly I proceed to an
examination of the recognition scene as part of the narrative wider

recognising process.
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3.1.1 Fragmentary recognition scenes

Joseph and Aseneth

Joseph and Aseneth presents a recognition scene combined with the
protagonist’s conversion. This is not a recognition scene proper as we have it
in the novels - it does not come at the end - but the interplay of words
suggests a novelistic background.

Aseneth rejects Joseph év dyvola, believing that he is the son of a
shepherd; the angel reveals to her that Joseph is more than this!*5; Aseneth
does not only ‘recognise’ Joseph as the son of God and not the shepherd from
Canaan, but also ‘recognises’ that she wants to be his wife. Aseneth’s &yvowux
is based on ‘false’ (eimdv pot ot &vBpwrmot) information about Joseph and
now she is discovering a new identity for him. The recognition of Joseph as
the Son of God is the key element that enables the marriage of the two chaste
young people. But Joseph too has to recognise Aseneth as his bride: that is
why an angel visits Joseph and informs him about Aseneth’s conversion.
Their meeting is close to those of the novels; Joseph informs her that:

DOTL eyw evmyyeAioOnVv mepl 0oL €& ovpavoL ot elné poL ndvra ta megi oob.

Kt eEETELVE TG Xelgag avtod Twond kat évnykadioato v Acevéfios,
Joseph has learned also mavta mepl Aseneth: the formulation is indeed one

that recalls the Greek novel, as I will discuss later. In other words, the angel

1 J&A, 13.9, ovk fjdev £y 1) abBAia b1 Liog oo éoty; 13.10, 1 eidvia 6T viog o €oTL
& A, 192,
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has recounted to the youth Aseneth’s conversion, the first part of the novel.
The only difference is that a divine authority informs the narrative and there
is no withholding or manipulation of information of importance to the

narrative.

Ninus, Sesonchosis and the Babyloniaca

Ninus and Sesochonsis'® both imply they presented a separation and
reunion scene, although we cannot be sure whether they included a
recognition scene; as Winkler and Stephens argue '(the Daphne mosaic)
suggests to us a separation, whether or not Semiramis followed Ninus in his
campaigns!®s. Sesonchosis too provides us with a controversial recognition
scene, between the hero and his fiancée!®®. Finally, the Babyloniaca too stages
a dynamic plot, full of doublets and recognition, plus a lot of false recognition
scenes, which I studied in the Iphigenia section'®, although we don't know
whether a final recognition scene was used as a closure - although a fidelity

test for Sinonis is not implausible as a closure, before her wedding with

Rhodanes.

Antonius Diogenes

According to Photius, Antonius Diogenes' prose narrative extended to

the epic length of twenty-four books, mainly describing adventures in

~# Winkler, (1995) p.248; 'both (Ninus and Sesonchosis) include (1) events at the time of the young prince’s coming

of age; (2) a first military adventure; (3) an engagement to a girl...that is interrupted by military adventures and (4) a
reversal of fortune'.

- Winkler (1995) p.24.
»=* See the discusion in footnote 332.
+* Cf. lamblichus, above, p- 243.
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faraway lands'®!. Antonius Diogenes, to quote Stephens-Winkler, engages in
'downplaying of the erotic®?, and, thus focuses more on the adventure-
time!®¥, unlike the ideal novels; this characteristic emphasises its Odyssean
background.

The fictionality of Diogenes' narrative is praised by Photius as
mBavotdtn TA&oG!%, Antonius' account of dmiota in combination with his
efforts to endow his narrative with the greatest degree of plausibility make it
a unique testimony to the nature of fiction according to Adams' epigraph:
fiction needs a fictional speaker'®5; abundant fictional speakers only underline
the fictionality of the narrative. We are unable to know whether, despite the
Odyssean architext, there was a recognition scene between Deinias and
Derkyllis. Nevetheless, it seems that the main thing for the reader to consider
and recognise will have been the adventures of the 'text', its transmission,
and its 'authenticity'. If this is so, then the novel may be classified alongside
the dmynuata of the ideal novels that I am studying here, as a master

authorial manipulation of fictional credentials.

* % Photius, 166,pp.109a6-112a12 (Bekker); also the discussion in Winkler, (1995) p.103.
% Winkler (1995) p.101.

% Although Huet, Gégou, and Chapelain, (1971) p-36, considers it as 'un véritable roman des voyages et des
amours'.

% Photius, 166, 109a (Bekker), dte uulwv Eyyus Kai dmiotwy &v mBavwtat) nAdoet kal daoicevi) VANV éauti
dIMyMpATQY ROWUPEVT.
3 Adams, (1985) p.17.
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3.1.2 Epic echoes and recognition patterns in the novels

3.1.2.1 Chariton

1. Echoes of epic vbéotot

The following four return tales, of Chaereas, of Callirhoe, of Theron and
of Chaereas’ son, are returns with recognition narratives. Chaereas” will also

be treated separately later.

Departure and return of Chaereas-Telemachus

Callirhoe, I stated earlier, attracts a great number of suitors, like Helen
and like Helen’s literary cousin, Penelope. Because Callirhoe’s suitors, unlike
Helen’s, did not support her choice, Chaereas becomes the victim of their
conspiracies, like Penelope’s son, Telemachus. For Callirhoe’s pvnotipeg!®®
Chaereas is not worthy to be her husband, and he is described as 6 d¢ mdovog
Kal Tévng kal undevog xpelttwv Pacéwv aywvicapévwvi®. This
formulation in combination with the unanimously accepted chastity of
Callirhoe, who, like Penelope, is ebotabrg kai dmewoc KkakonOovg
vroviag®, places Chaereas in Odysseus’ position of the legal husband who
has to fight his rivals to win his wife. After Chaereas' supposed murder of his
wife and his discovery of the empty tomb, he sails out on his first quest!®.

Like Telemachus, his aim is to find some clues about Callithoe’s

% 1.2.1; the pvnotnees a keye-intertextual term for both the Penelope and the Helen myths.
121

¥ 1.2.6.
##3.3.4, intow o€ dux y1ic kat BaAdoone.
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disappearance. This first sailing is the preparation for the bigger expedition

that he prepares after Theron’s confession.

Callirhoe and Theron at Alcinous’ palace

Callithoe’s gradual revelation of her true identity and her plea to
Dionysius to help her return to her homeland is structured around an
Odyssean parallel: like Eumaeus and Odysseus she claims that she has not
been always a slave!®, and supplicates him to show Alcinous” magnanimity
and hospitality'®!. However it has been argued that, outside the homeland,
the leading characters of the epic poem and the novels do not have an
identity'®?, or, even if their identity is revealed, this does not mean that they
are treated accordingly. The reason is that it is easy to craft a fake story like
the one that Theron presents. Theron gives two versions of his tale, one to
Chaereas, in which, being a mavovgyog &vOpwmoc!®, he claims to have
travelled from Cephallenia in quest of his brother. In the second, in front of

the assembly, he repeats his Cretan tale:

Anuntowos.. Kong...meog adeAdov épautod mAéwv elg Twviav amedeipOnv
VEWS... UM 00V VUELS, @ Zvgakooiol, dfuog Entt ¢pulavBowrnia meoiBonrog, yévnooé

uot kai dihoug Kal BAAGTOTG AyQLTEQOLI,
Theron’s false narrative, which presents him as another Cretan Odysseus,

appeals to the Syracusans' generosity, just as Callirhoe’s plea had targeted

™ Odyssey, 15.427 (Eumaeus’ tale of the Phoenician woman who carried him away); 14.340 (Odysseus the Cretan,
almost sold as a slave).

©oi 2511,
' = Haynes, (2003) p.55.

“»* Kasprzyk, (2001); Chariton, 3.3.18, cf. Odyssey, 13.256ff; 14.199ff; 19.172ff.
3409,
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Dionysius’ ¢rAavOowmial®, Unlike Dionysius, the Syracusans are eager to
accept Theron’s tale’® and to provide him with a shelter, like Alcinous,
whereas the ‘first man of Miletus’ does not fulfil his duties of hospitality. The
parallel scene supports the image of Syracusan moral superiority over the
Milesians: Theron is only treated as he deserves — like a criminal — once his

true identity is, accidentally, revealed!®’.

Departure of Chaereas Menelaus-Odysseus-Jason

I argued above how Chaereas’ departure in search of Callirhoe is part of
the Helen pattern. Yet the phrasing alludes to Odysseus’ departure by raft
from Calypso’s island, being ready dux tov owta Cevéag oyediav eig 10
TEAayog Eavtov adetvat tolg avépols GégeaBall®. Of course Hermocrates
is arranging for a proper ship for his son-in-law. Chaereas’ departure, after
the preparations are done, may recall the departure scene from Apollonius’
Argonautica™, since there is no other heartbreaking departure scene in epic,
where the hero's old parents bid such an emotional farewell to the hero?,
The parallel is important because there are no allusions in the novels to
Apolonius, although Hunter has proposed —not fully convincingly — the love

and adventures of Jason and Medea as a model for the novels'™”:,

221,263

3041, kal taxa av Eneoev, Gote K&V £Qodiwv TuxELy.

+7 3411 1 adebs Eyvdguoey avTov.

™ 3.5.1. Cf. 162-163, evpeiav oxediny.../ vod, 05 ot GEQMOLY €0 Te0oedER TOVTOV.

13545, Aglotwv B¢, 0 Xaupéou matrie, E0XATw YHQa Kol Véow Pegduevos,..kAadwv ..M B¢ prjng, TV yovdtwy
attov Aafouévn; cf. Apollonius, Argonautica, 1.261-264, pitne T dud’avtov BePOATpEVT), OLD B Ekdotv/dTvey
aX03. OUV 0 oL TR OAOQ DTIO YHOA/EVTLTIAG &V Aexéeaat KXAVPAPEVOS YOARTKEV.

©'In1.12.3, parents bid farewell to Anthia and Habrocomes but there is no emotion in the description of the scene.

"7 See the Introduction in Hunter, (1989). But it may also echo a scene from the Cypria, e.g. Paris' farewell, that has
not survived.
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The foretold return of Chaereas’ son — Telegonus or Telemachus?

A latent, but much foreshadowed recognition scene is one that happens
outside the narrative. This is the sequel of the Callirhoe tale, and its subject is

the return of Chaereas’ son to Syracuse:

avrjo 8¢ yevouevog yvworoBrion 0adlws DO TV CUYYEV@V: TETEITUAL Yo 0Tt

Suowov oe TéEopat Te TaTEI2,

Callirhoe is visualising her son’s homecoming. Like Odysseus’ son by Circe,
Telegonus'””3, he is expected to sail in quest of his mother; like Telemachus he
is to be recognized because he looks like his father'®*. These narratives are
echoes of the Odyssey and other departure-return-recognition narratives.
However, such Odyssean intertexts do not shape the plot of the novel but are
the topoi of Greek thought regarding seafaring and homecoming?. I will

now continue with the main recognition narrative.

2. Recognising (the) Callirhoe

Callirhoe’s recognition is a process that involves not only the heroine,
but also the recognition of the narratorial manipulation of information that
leads to Callirhoe’s recognition. The main questions asked by the narrative
concern the following: (a) whether Callirhoe is alive or not; (b) whether
Callirhoe is faithful or not; (b) who will be Callirhoe’s husband. The rhetoric

of Callirhoe’s gradual recognition is structured around two thematic kernels:

+Tm2.11.2

#"“The story was popular and it is treated in the drama Odvooets toavuariag, Aristotle, Poetics, 1453b33 ; also in
Lucian, On dancing, 46 ; and Dictys F 1z, 49, Frag.10.

“7 Odyssey, 4.143, (g 60" Odvoonog peyaAftogog vit éouke.

- Lalanne, (2006),p.523 on Odysseus, Jason, Telemachus and Theseus as representative of this idea.
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the verb (ava)-yvweilw and its synonyms and the recurrent formula that, as [
will show here, is present in all these partial recognition stages,

TTAvVTA...uOvov/ ANV,

Is Callirhoe dead or alive?

Book 1 begins with Callirhoe’s marriage and ends with her funeral. The
sudden death of the god-like protagonist poses the obvious question, namely,
whether Callirhoe is really, dAn0Odc, dead or not; since for the reader, who is
initiated into the novel’s true narrative space, the protagonist cannot die in
the first chapter. The description of the Onoavgog that was buried with
Callirhoe gives way to a foreshadowing of the next step of the plot. Soon after
the burial we learn that the funerary riches pellévov noaypdtwv éxtvnoev
aQxnVvi”. The reader is soothed, and Theron’s plan is introduced, which is
followed by the next chapter, introduced in the same way with the title: t& d¢
el KaAApony devtéoav dAANV éAdupave maAryyeveoiav. Thus, by the
end of Book 1, the reader knows what ‘really’ happened to Callirhoe!*”7.

Unlike the reader, who seems to share as much information as the
narrator, the characters do not know the truth, but have to follow fragmentary
clues: in front of the unexpectedly found treasure Chaereas and Callirhoe’s

mother lament the fate of Callirhoe:

" 1.6.5.

T cf. 1.8.4, KaAAwgony ovd’ aAnBax anobavovoav. Callirhoe's certainity about her fate confirmed again in 1.14.9,
aAnBa antdAwAd ooy, Xagéa.
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Wwgloag d& T Evtadla meQLEQENEATO Kal péya Kal DwAVYLOV aveBoONTev ‘OtpL

KaAAgenorn), tadtd €0TL T Od... udvn toig eviadiols 1) vexoa Aelmel 78,

(dovoa B¢ 1) pTNE T Eviddla TG BUYATEOG AVEKWKVTEY, ' EMTLy 1y VWOKW TAVIA.

av, TEKVOV, Hovn Aelmelglo,

Chaereas and Callirhoe’s mother recognize the évtddia, making clear that
they have all the clues but one, the body. In Chaereas’ recapitulation of the
events in front of the assembly he mentions that he found Theron’s
boatmavra éxovia ta ekeivg, ANV éketvng 10, The revelation of the ‘real’
truth, that Callirhoe is alive, comes after Tyche sheds light upon the truth!®!,
that is after Theron’s confession. The help of Tyche in discovering the truth
about Callirhoe, although she is described as the one that makes every éoyov
téAclov, is half-finished, and there seems to be an oscillation between the all-
knowing narrator and Tyche with respect to the amount of information
available: here the deed is unaccomplished since the bandit confesses dvta
ELTWV, UOVOV TODVORA OVK EUVNUOVELOE TOU TRXEVOL®2, Once again the
internal readers/audience, Chaereas and the Syracusans, are left a step behind

the external reader/audience. Chaereas, arriving in Miletus, has reason to

doubt Theron's words:

oofovual un Orewv Nuag dwepevoaro kai té0vnkev 1) dvotuyxre. el ¥'doa xal

aAnbag mémgartay, T 0idev GOV,

But a couple of lines later, Chaereas arrives at the shrine of Aphrodite, only

© 7 3.3.15.

S Y342

“ 346

13.3.8, 1y Toxm 8¢ édwtioe v aAnBeiav.
¥ 3.4.14.

"% 3.4.3-4; at this stage it is Chareas that conceals his identity, TToAUxaguog, ovdv elace &1t 1oV Xouwpéav eimeiv...ov
povAouevos éknvotovs yevéoBau Tives elot.
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to learn from the priestess that Callirhoe is alive and is also déomowva t@wv
Xwoiwv ToUTWYV, Atovuoiov yuvr), Tob TewtoL TV Tovwvitt, With Chaereas’
arrival at the shrine, the first inset riddle of the narrative is solved, Callirhoe is

alive indeed, but is she faithful?

Is Callirhoe faithful or not?

Chaereas’ arrival and recognition of Callirhoe at Miletus takes place
early in Book 3. Yet the previous Book 2 has already initiated the external
reader to the next riddle, Callirhoe’s chastity. Dionysius asks Callirhoe to tell
him her tale, v &AnBeiav'®, and the beautiful woman mdvra eimovoa
uovov Xawpéav éotynoevi®, Why? An expert reader would have realised
that dissimulation of private information is a trick often used by the novels’
heroines in front of a potential suitor; it is also a piece of information that
belongs to typical female cunning strategies like that of Penelope’s shroud, a
means to gain time and preserve women's chastity. On the other hand,
Callirhoe’s silence regarding Chaereas raises doubts about her faithfulness,
although, despite Dionysius’ and Plangon’s pressure, Callirhoe remains
antmtog kal Xawéx uwove motr, but her faithfulness xateotoatnynon
O Vo g TUXNG!®. In a couple of lines, the situation changes, Callirhoe
discovers her pregnancy and marries Dionysius, so that Chaereas’ son may be

born free. The evidence for Callithoe’s devotion in this case is removed

, UNOEV atokQUYMS Tav aAnBav; 2.5.3.
1.

<1 k4
0O W

[ IS TR ST S]]
W= = N Ul
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outside the context of the novel and is linked to the recognition of her son as
resembling Chaereas.

The second test of Callirhoe’s fidelity has to do with her knowing or not
whether Chaereas is alive or dead: if she knows that he is alive and looking
for her how can she remain with Dionysius? The reader knows already'*® that
Chaereas and Polycharmus are among the captives sold as slaves in Caria, but
what the inset audience knows is much less concrete: Callirhoe has a dream,
which she falsely interprets as a sign of Chaereas’ death; Dionysius learns
about Chaereas’ existence only at this very moment, which is the best point,
plot-wise, for such a revelation to take place’®. Indeed even with the dream
alone Dionysius is already jealous; when the news about Hermocrates’
trireme arrivea Callirhoe does not need to make an effort to make him
investigate, and again Callirhoe tells him pévov one piece of information!®®.

But the power game regarding the information about Chaereas changes
hands: in Phocas’ diynois of the arrival of the Syracusan trireme, the faithful
steward asks Dionysius to be patient — éw¢ 00 mavTa dkovomng. XoNoTov YaQ
£XeL ool 10 TéA0g®™, Phocas, who knows the full truth!®?, besides this
analepsis, tells the events in the order they occur until the 'happy end,
Chaereas” presumed death. It is at this moment that Dionysius points out the

only insufficient evidence in the overall convincing narrative of Phocas -

w3063
374,

394, apuwopévn T0ivuv mOg AIOVUCIOV TOUTO HOvVOV Elney, neg TKOLTE AKX TG Legeing.
1 3.9.8; again 3.9.11, (Dionysius) énvvBaveto navra.
T 371, vadtny 8¢ Tiva bokoQiodpevos pavBavel mag’ avtod TV aABexy.
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TOUTO UévoV dpeAws énoinoag!® ~that he did not find Chaereas” body.

Callirhoe, according to Dionysius’ plan, learns an even more censored
version; because of Phocas, the farmers duyovvto dv0’ & fdoeoavi®®, except
two things: the attack of the trireme and the fact that there are survivors. Even
the chief characters in the attack, Chaereas and Polycharmus, thé latter of
whom is narrating this recapitulation to Mithridates, know only half the truth:
that there were survivors'®. Thus, even after Chaereas’ recognition by
Mithridates'®, Phocas’ initiative never comes to light, and the novel
continues with just half the truth, which is shared between the Chariton-
narrator and the readers.

Chaereas too is left to believe a partial truth. He has learned from
Mithridates that Callirhoe is legally married to Dionysius and that they have a
child together’®”. This is the reason that in his letter he mentions that
TOUTO avTi mdviwv saddened him, to learn about her marriage. Mithridates
leaves Chaereas to believe that Callirhoe is macwv doefeotatn'®®. Only after
Mithridates” plan to retrieve Callirhoe for himself fails, does the satrap reveal
to Chaereas the full truth, that Callirhoe thought Chaereas to be dead,'* and

only then is Chaereas convinced about his wife’s innocence :

©23.19.12.
i 3.10.2;3.10.1, T pEv GAAa TV yeyovotwv davegds dinyeioBal, duo dt Tadta oryév, 10 oV oteaTHynHa kai
OTLER NS TETQOVS TIVES €Tt oot
S 4212, Agve mavra Bagoemv kal Pndév magalinng.
- 5.1.1, wg MiBodamge éyvagioev Xaugéav.
“438.

" 4.3.11; in his letter he begs her to change her mind, HETavOnoov, 4.4.8,
524
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oU Hév oUv 0LdEV Adikeic- oV yag oidag étit Xawpéag (1) mavtwy d& aoePEoTatos
evw, Ui PAémery oe kekeAevouévos...ool d¢ el T ToDTO MEOCETakev, OUK &V

glnoagh®,

The repetition of ‘macwv doePeotatn” and of ‘maviwy d¢ adoeBéoTatog
¢y« shows that the main issue for Chaereas was to recognise his wife’s
innocence. With the exculpation of Callirhoe in Chaereas’ eyes the ground is
set for the first recognition of the couple, in Babylon. Indeed the first words
that Callirhoe says when she meets her husband for the first time are:
Xawéa, (nc; However, because the recognition was half fulfilled and the
lovers were not allowed to touch each other, Callirhoe thinks it is illusory!®,
and Chaereas believes that Callirhoe is not committed to him and attempts,
without success, to commit suicide?!2,

This is the second cluster of consecutive recognitions which are centred
around Callirhoe’s fidelity: Callirhoe believes Chaereas to be dead ; Chaereas
recognises Callirhoe’s image as Dionysius” wife ; Chaereas is recognised by
Mithridates, Chaereas learns about Callirhoe’s child ; Chaereas learns that
Callirhoe has buried him in Miletus ; Chaereas recognises Callirhoe as being
innocent ; the first half-recognition in the court. All of them are characterised
by a careful manipulation and withholding of information : Dionysius tells
Callirhoe a partial truth, Mithridates one to Chaereas as well, Chaereas,

according to Mithridates, stages their recognition so that Callirhoe does not
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know in advance. A last twist on Callirhoe’s innocence is her letter to
Dionysius, exculpated in Chaereas’ eyes, which is also one of the keystones of
the Helen-pattern. This is a secret that the reader shares with Callirhoe and
Stateira, since it is not part of Chaereas’ récapitulation in Book 8.

Yet the reader knows beforehand all the background, and the pleasure
of the narrative does not emerge because s/he is worried about whether or not
Chaereas and Callirhoe will recognise each other; indeed, because the reader
is at the level of the narrator and ‘knows’ what has happened before the
characters s/he is in a privileged position, there is no doubt that the
recognition will happen. Therefore, the pleasure of reading results from of the
narrator’s and the reader’s confidence that s/he recognises the plot, whereas
the inset audience of the various dunyroeig and récapitulations is only
allowed a partial truth. This attitude, to take a particular narrative plot for
granted, results from the narrator’s skilful plot planning and the recognition,
on the reader’s part, of this plan and of the conventions of the novel as a
genre. Indeed, even if the reader is not trained in reading ideal novels, s/he is
never led to believe that Callirhoe is not alive and/or that Chaereas is dead
and/or that they will never meet. All the more, there is a permanent sense of
direction, an impression that the action is well organised.

The word used by Chariton to describe the manipulation and the careful
intentional orientation of the plot is ‘otoatijynua’ which indicates a

polemically conceived impression of creative plot. On most occasions on
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which an important piece of information is not delivered the action is
described as a otoat)ynua, e.g. Theron's lies regarding Callirhoe’s identity
and his revelation of her staged in Dionysius’ household!®; Plangon’s help
for Dionysius’ love-affairs is described as a otoatynuea, as is her help in
concealing Callirhoe’s pregnancy; therefore Plangon knows all the
information but Dionysius and Callirhoe know only the part they ‘should’
know. Phocas’ purposeful attack on the boat and Dionysius’ concealing of the
event as well is one more otoat)ynua, which is based on Callirhoe's half-
knowledge; the same term is used for Mithridates” withholding of
information!®, An alternative term, é¢rmvow and the noun émivowx, is used
when Artaxerxes secretly brings Callirhoe with him to the battlefield!1%.

The same term is used by the alter ego of the narrator, Tyche, who plans
Callirhoe’s pregnancy'® and all the important four ‘twists” in the novel:
Chaereas' discovery of Theron’s ship; the detail that Mithridates” letter is not
delivered to the right person; Artaxerxes’ dislocation of Callirhoe from

Babylon; and the almost failed final reunion of the couple'?”. The reader is

7% 1.14.1, 0 Onjgwv ¢oteatnynoé T towodtov. There is a game between the concealing of Callirhoe’s identity and her
revelation-epiphany in front of Leonas.

# (Plangon) 2.7.6, 2.8.1, kaA@g eotoatiyntal kai Xaow éxw tob Gipatog; (Phocas) 3.9.11, o OTEATAYNUA TO
Doy €7l tovg BagPdoouvs, 3.10.1; 4.5.1 (Mithridates), VTOXVOUUEVOS avTOS oTeatnynoey Omws dAARAovg
amodaBwouy; 7.1.3 (Dionysius) 0éAawv yag 6 Awvioilog aneAnioar Xawéav tov Kalligdne yapov kat pnxétt
UEVEWN TNV OIKT)V, EMEVOTOE TL CTQATITYN U TOLOVTOV.

695, enevonoe dé L towoTov; cf. similarity with 7.1.3 (above); also the term énivowx as a mischievious plan in
1.2.6 (the Acragas suitor’s plan) g avdel mav ikave unyavijoacfar towdTng obv Emvoiac éxelvog foéato;
1.11.1(Theron), fowv, MowiAaig émvolaug mepwpevos anatav; 2.10.2 (Plangon to Callirhoe, about concealing the
pregnancy), ta ueyada, dnol, 1oV mEaypATwY, @ Yovay, peydAalg éruvoiong katogfoital

7 2.8.3, kareotoatynOn <&'> Umo s Tuxns.

7 338 Chaereas finds Theron, 1 TUxn d¢ épwtoe v dAfBeiav, fig xwWOLC égyov oLdEV TéAcwov; 4.5.3,
Mithridates” plan fails, 7 Toxn d¢ ovx Suotov T yvoun  téAog efodPevoey, GAAL pelldvwv mEAYHATWY
ExvMoEv aoxnv; 6.8.1, Artaxerxes’ plan fails, naoav 82 oxéPwv kai naoay EQWTIKNV OWAlaY Taxéws petéBalev n

TUxn, kKawvoTépwv ebgotoa meaypdtwy DOOeoLY; 8.1.2, €ueAAe d¢ €gyov 1) TOXT) ModTTEY OV uovov nagadofov,
ada kat okLBQWTOV.
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then expected to guess that a kick in the stomach in pregnancy might result in
death; to believe that good winds bring Theron into Chaereas’ hands; to view
it as plausible that Mithridates” men did not do their duty, as a result of their
greedy barbarian behaviour; and to accept that the final meeting is because
the narrator and not Tyche has decided to bring about closure. In the
narrator's conscious game between coincidence and plan, strategy prevails.
The static prolepseis are part of this narrative plot and underline the authorial
choice of composition in a tale, which, because of the absence of a traditional
myth, was open to many twists and endings. As in Greek drama, the
inventiveness of the staging of the recognition scene is to be appreciated not

because of its content, nor 'for the plot', but because of the masterful mise-en-

scénellos,

Who will be Calllirrhoe’s husband?

The third question looks to the final recognition of Callirhoe, as
Chaereas’ wife. The theme is programmatically set in Stateira’s comforting
words promising Callirhoe that Artaxerxes will marry her to the man of her
choice’!®. The threatening third Helen-pattern, with Artaxerxes as Paris,
which questions once again the truth about Callirhoe's fidelity?, ends

without result when Toxn reshapes the pattern xawotépwv ebgotoa

TaYUATWV LTOBeaviiil,

“~ This is why there can be three different tragedies centered on the recognition of Electra and Orestes.
3593, éLe1g avdoa by BéAzLC.

7 CL 6.6.3, after Artaxerxes' advances Callirhoe confirms, viv dx aAnBs KaAAigdn téOvnxev.
681
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The new plot is introduced not as a partial withholding of information
but as a deliberate lie, which is also described as a otoatrynua!*?: Dionysius
lets Chaereas believe that because of the help he is giving to Artaxerxes
during the war he has already received Callirhoe as a prize. This time the text
does not use the mavta...poévov/nAnv formulation but represents this as a
conscious deception, since the reader knows already that Callirhoe is among
Artaxerxes” women?® and that, in Dionysius’ words, this is but revenge and
deceit. Dionysius' threat endangers Callithoe’s and the reader’s positive
expectations for the upcoming happy ending!'*. This time no clues are given
for what the reader should expect and Book 7 launches a highly exciting
narrative, during which the reader is reading for the plot. The end of Book 7
closes with Chaereas’ refusal to see the beautiful captive, who rejects every
suggestion from the general’s subordinates and thinks this is the most real
imprisonment that she has suffered so far'’. It is only in Book 8 the third-

person narrator is unmasked as the plot-maker of Toxn:

eueAde de E€gyov 1) Tuxn mEdttery oL pévov mapadolov, GAAL kal akvBEWToY, tva
exwv KaAdgonv Xawéac ayvorjon kat tag aAAotolag yovaikag avaraBwv taig

TOUQETLY ATAYAYT), HOVNV O TNV DIV ékel kataA (e,
Again, of all the captives, Chaereas is about to leave behind only one
without recognising her (&yvorjom), (uévnv) Callirhoe, the protagonist, and

therefore avoid the conclusion of the narrative about Callirhoe. But, £do&e

713
36,98,

7 6.9.8, moAAQ pév 0OV dépewy kal AoV adnAa, xai petaoAds Toig dvotvyodat BeAtiovac.
E7.6.7, vOV aANnBQg aixpaAwtos eluL
A 81.2
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100e dewvov Adoditr), who decided to arrange for the couple's final
recognition. The authorial digression, which foretells the happy ending of the
couple and mentions that the last cUyypapua will be a happy one, supports
the metaphorical transposition of recognition from the character Callirhoe to
the work Callirhoe. Chaereas, encouraged by Polycharmus, visits the
beautiful captive and his opening speech, echoes the programmatic words
with which Stateira used:

Oaooet, Pnotv, & yovay g av 1j¢, ov v&o oe Puaoouedar éeig o avdpa, Ov
Gédes. €t Aéyovrog 1 KaAAwdn yvwoicaca v dwvnv amekaAvpato kal
apdotegol cvvePonoav  ‘Xawéa', ‘KaAAwdny'. meoixvBévieg 0&¢ aAAnAol,
Atmopuxfoavteg Emecov..éxw og, &l aAnbawg el KaAAwon: et aAnBog el

Xapéag!?.

The irony behind the fjtic av N¢' is an indicator for the reader of the
large-scale recognition plan: Callirhoe recognises Chaereas’ voice and for the
first time they are in each other's arms. This time the adjective &AnBd@g is used
positively: instead of describing a step into uncertainity, as in the previous
cases of fallacious certainity introduced with the vOv aAn6dg, here it
identifies the final and ultimate revelation of the narrative's truth. As
expected, the recognition scene is followed by an exchange of narratives, a
merging of the different, so far, points of view, on the story: Callirhoe, despite
her hesitations about the Miletus adventure, narrates everything to Chaereas

and Chaereas mdvta to Callirhoe'8, and only after they have revealed the

11 8.1.8-10.
S 8.1.14-17.
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full truth to each other do they go to bed: adomdowot Aéktoolo TTRAKIOD
Qeopov tkovto™®. The closing line from the reunion of Penelope and
Odysseus is underlines the importance of the Odyssey as a large-scale plot-
model for the Callirhoe.

However, the recognition is not fulfilled until the very end, the couple's
return to Syracuse. The focalisation this time is through the inset audience’s
eyes; the zooming is gradual; seeing the trireme approaching, they could

guess everything but the truth:

BAémovteg B¢ eig TNV oknvn v évdov évoulov ovk avBowmnovg dAAX pogTov elvatl
TOAVTEAT), Kal AAAOG GAAO TL EpHaVTEVETO, TAVTA De UAAAOV 1) TO dANnOEg eikalov.

Kat yag v &rotov wg aAn0agiizo,

The by now formulaic avza is followed by t0 dAnBég, which indicates the
absence of any manipulation of information in this endgame of the
recognition plot. The painful (toUg 0pOaApolg éktetaxotwv) slow zooming

on the tent continues until the curtains open:

TAVTIWYV d& AMOQOVVTWYV Kat ToLE 0POAAOVG EkTeTakOTWY aldvidiov eiAkvodn Ta
aanetaouata, kai wdpon KaAApon.. Xawéag d¢ avty nagakadrjpevoc... ovte

Poovt mote oUtwe ££€mMANEE TG dkodg 0UTe AoToamt) Tag OPels TV dOVTwv. 112,

This recognition scene is followed by recapitulatory duyrjoeic, in which
Chaereas reports navta''?, the sorrowful stories and the happy ones, the full
truth. It is as if the whole narrative is structured around this one, final

recognition scene. But, as in the previous instances, where the narrator shows

#©8.1.17; of. Odyssey, 23.296.
T 8.6.6.
12 8.6.7-8.

1 8.7.3, mavta té TS anodnpiag dyfuata.
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navta, the narrative focuses on Callirhoe alone, who prays to Aphrodite for
the happy ending!'?. Thus, by a final narrative coup, the narrator allows the
reader to have a unique insight into the story, the most private moment of the
protagonist; then in the papyri follows the narrator's sphragis who claims to

be one who wrote tooade mept KaAApong.

3.1.2.2 Xenophon

Non-Homeric couple-recognition pattern

Is Anthia dead or alive?

As suggested above, in the Iphigenia pattern, the recognition catalyst in
Xenophon’s novel is Hippothous. But the recognition scene proper is a result
of many parameters. As in Chariton the main questions that connect the
thread of the plot are whether Anthia is alive, and if yes, where. After the
couple are separated in Tyre because of Manto the narrative is centered on
mapping Anthia’s location. Habrocomes' only concern then becomes to find
his wife, Cwoav 1) teBvewoavi¥, recalling the novels' stereotypical quest,
part of the Helen pattern. When Habrocomes finds Lampon he attempts to
extract from him el Tt 0ide meQl xk6eng €x TOEoL?. The question is interesting
because Anthia is supposed to have presented herself as ¢x Tgov and not
‘from Ephesus’. Lampon gives an analeptic summary of what has happened —

TOV YAHOV Kal TV evoéBelav v mepl adtv ~ and with this information

-+ For the prayer as a one of the first descriptions of private moments see Biraud, (1996).
112.10.3.

B 2.11.30
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Habrocomes leaves Cilicia.

The second piece of information is the one provided by Hippothous:
after the long digression about Hyperanthes, the bandit accidentally
‘remembers’ that he had sacrificed a virgin to Ares'?. Hippothous’ omission
is not deliberate, as is the case in Chariton, but it has the same function : after
having told all his dmynuata, he adds the detail of the dmynua about
Anthia. What Hippothous knows is not much, only her looks, her age, and
her homeland!?, which is enough for Habrocomes to recognise her as his
wife. Indeed this time Anthia has presented herself not as ‘from Tyre’, but as
‘from Ephesus’ and this is what allows the plot to move on to the next

recognition step.

Anthia is dead, but...

Habrocomes is again a step behind Anthia when he learns from
Chrysion’s durjynua that Anthia died on the day of her wedding eite paveioa
elte aAAov tvog éowoal'®. Chrysion gives a hypothetical reason, but the
reader and the co-conspirator in Anthia’s supposed suicide, Eudoxus, knows
that only the second part of her hypothesis is real, since Anthia has revealed
to her compatriot the whole truth about the wedding and the chastity
oaths"®. With Eudoxus’ departure, Chrysion’s tale becomes the official

version of Anthia's tale. Her recapitulation is divided, like Hippothous’, in

133.3.5, aAAo oot drjynua maiABov ovk indhv.
177 3.34, mAfov vag ovdév gpabov.

2395,

N 356,
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two parts: after a description of Habrocomes’ reaction - note the typical
expression to indicate fallacious certainity, vOov pev ocagaws téOvnkev
AvBia® — and of his request to see the tomb, Chrysion decides to tell only
the second part, the most interesting - tovto y&Q...10 dvotvxéotatov — her
body is missing!*!. Once more Habrocomes and Chrysion lack the main clue,
Anthia’s Scheintod. Nevertheless, like Lampon, Chrysion’s tale bears witness
to Anthia’s chastity!%,

Habrocomes loses track of Anthia, but Hippothous captures her again ;
this time the reader expects that he will recall the piece of information that he
gave to Habrocomes, about the beautiful girl from Ephesus, but, suprisingly,
neither of them recognise each other — note that the verb used is yvweilw;
Anthia makes recognition all the more impossible by dissimulating her true
identity, pretending to be an Egyptian, from Memphis!'®., In an ironical twist,
now that Hippothous knows her name, she gives a false one, postponing her
recognition. With Habrocomes in Sicily at Aegialus” house, the recognition
thread seems broken. It is after the tale of the old fisherman that Habrocomes
prays for ta TéAn t@wv pepavtevuévovi™. His wish, programmatically
placed at the beginning of the last book, is also that of the reader/audience,

who, now that the hero has lost his clues, desires to reach an ending.

The recognition in Book 5 starts with the characters close geographically

% 3.9.7. The expression is formulaic.

1713.10.3.

23101, (Habrocomes) kaAds pev kai owddvws amobavotooy AvOiay.

7436, ovk eyvague d¢ TnndBoov, ovdé TanrdBoog v AvBiav. dnote H: avtig mvlorto fitig Te eln kad ndOev,
70 uev aAnBeg ok éAeyev. Cf. Anthia does not tell her truth name to Polyidus too, 5.4.4.

35113,
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but disconnected plot-wise: Habrocomes is in Sicily, but at Syracuse and then
in Italy at Nucerio where he exhausts himself physically breaking stones;
Hippothous is also in Sicily but in Tauromenium; Anthia is in Taras in a
brothel thinking of committing suicide!!®>. The reader learns at this stage the

content of Habrocomes’ life, and of the novel :

anogla t@v émndeiwv aunxavav 6 Tt mouwjoel, TA HEV TOWTA TX HEV TQWTX
nepmjeL v AvBiav (nt@v- avtn yag v avt® 10U Biov navtos kai s nAdvng 1

Ut0Be0ici?3e,

The passage is interesting because Habrocomes knows from Chrysion that
Anthia is presumably dead ; yet he is still searching for her urged by an
eATidog dvotuyr)c!'¥. Habrocomes' desperate search continues in Italy and on
his way to Rhodes!'®. This could be interpreted as a hint that despite the
clues, he - and the reader- did not altogether believe that Anthia was lost for
ever. This detail fades out when he arrives in Italy, so the suspense increases :
although so close to Anthia Habrocomes leaves for Rhodes, desperate, driven
by abuuia kai anopia dewvr); for Habrocomes the quest-plot has reached a
dead-end and he gives up, despite his hopes of finding something out about
Anthia. At the same point we learn what happened to Leucon and Rhode,
who at that very moment decide to sail to Rhodes t00"®. The re-appearance
of the hero's two companions hints that the end of their adventure is close and

that the young couple will contribute somehow to the reunion of the main

SR56.1.

582,

3104,

©35.1.2, meol AvBiag el Tt mvBouto; 5.10.2, meoi AvBiag Tt mubéoaL
P56
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couple, since they too are waiting until Tt el T@wv deomotwv MOOWVTAL.
The accumulation of the similar formulas (&i) tt mepl Twvog - MOBecOat, used
for Anthia, Habrocomes and the couple, is an indication that the desired

information is soon to come, but some narrative steps still remain.

Anthia is found

With Habrocomes’ departure for Rhodes and then Ephesus, the hero is a
step ahead for the first time. Hippothous and Anthia remain in Sicily and the
plot is easy to guess: Hippothous meets Anthia at the slave market and xai
oo Vv AvOiav kai yvwilel kai &mi @ ovuPavtl katanAnooetadlt,
Hippothous is amazed at the coincidence, and the reader is left stunned at the
fact that Hippothous recognises her as the Memphian woman but not as the
Ephesian woman, which lays the groundwork for a new plot — Anthia’s
seduction by Hippothous. The concealed information now, at the end of the
story, is ironically fatal.

Hippothous and Anthia exchange their respective dnynuata, as is
typical for recognition scenes; but Anthia relates only her Egyptian
adventures'® It is after Hippothous’ advances that Anthia decides to reveal
the whole truth: kdAAwov eivau vopilovoa eimelv mavta avtg a andgonTa
N TagaPnval tag 1eog ABgokounv ouvenkag, Aéyel tov ABookéuny, v

Eoeoov, 10v éowta, Tovg Bpkoug, TaG TLHBORAS, T ANOTNOLX KAl CUVEXEG

S 564
©H41595,

72 5.9.11, kal ATIc HEV TV EMENMVOTO OUdERW.
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ABoxdunv avwdveto!™®. Anthia’s last recognition narrative mentions the
amoponte ; this is the second time Anthia reveals her identity abroad, and
this time to a complete stranger, not a citizen. And finally she is recognised
6tL e AvBia el kal 6Tt yuvr) 100 TAvIwV avte Gudtdtov*, Anthia is
recognised as a name and as the wife of Habrocomes, which means that the
only amépontov that complicated an earlier recognition is precisely her
relationship to Habrocomes. Anthia's recognition accelerates the recognition
process.

The first recognition is a result of a reading process'*: Leucon and
Rhode offer to Helios a golden stele inscribed with their names; Habrocomes
sees the votive offering; Leucon and Rhode happen to be at the temple at this
very moment, but they do not recognise the man lamenting in front of their
offering; the text emphasises this impossible recognition-yvwoiCovot uev
ovxil. They need to engage him in small talk, in which he introduces himself
as Habrocomes and ends his words with his only wish: t& ava®rupata
Aevkwvog xat Podng, odg idetv ebyxopar petax AvOiav APgokouns 6
dvotuxnc!. It is only after the revelation of his name that Leucon and Rhode
recognise him: aveveykovteg 0¢ kata UkQov Eyvweulov ¢k ToD oXIHaToS.
€K NS PG, €€ v EAeyev, €€ v AvOiag épépvnro.l¥

The inability of Leucon and Rhode to recognise Habrocomes is repeated

©235.9.11.

2+ 5.9.13.

73.10.7, avayvous ovv kat yvweioag tolg dvadéviac.
©+5.10.10.

4751011,
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in the parallel scene with Anthia:

eAOOVTEG B¢ dpwoL Tv AvBiav kai v peév €t dyvworos avtoic, ovupdAAovot de
TAvTa, TOV £QWTa, T& DAKQLA, T& avabiuata, T OVOpATA, TO €100G. 0UTWG KATX
BoaxV €yvapilov avtv...1] d¢ étebavudxel tives te einoav kai 1l fovAovto: ov
vao av mote AgUkwva kal POdNv detv YAroev... udyis 8¢ dveveykovoa kai
vwwoloaoa TeQIBGAAEL e avtovg kal Aomaletal xal ocadéoTata TR KATX

ABgoxounyv pavOaveL.

The repeated pattern ovk €yvaoLllev /HOYIC AVEVEYKWV...£yVWQLOEV is the
vital dramatic key of Xenophon's recognition scenes. Not only is Hippothous
unable to recognise Anthia, whom he does not know, but even people who
know each other well are unable to recognise their companions, until they
introduce themselves by name and by relationship to Anthia/Habrocomes: in
other words, Leucon and Rhode recognise Habrocomes because he laments
over Anthia and Anthia because she laments over Habrocomes.

The Anthia-Leucon/Rhode recognition scene is introduced with the final
conjecture, which recalls Chariton: ovupa&AAovot d¢ mdvra; the clues come
ordered from the most important to the least important: first the love, which
is proved because of the lamentations; then the Realia, the votives; then the
names and finally the appearance. This is very strange especially for two
superhumanly beautiful young people, who should have been easily
recognisable by their looks. The change might echo Odysseus's disguise as a
beggar in that, after all these travails, Habrocomes and Anthia might have
changed. However, the narrative focus lies on the near-averted/finally-

successful recognition scene as such, given their number in the novel; these
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near-recognitions are indeed an accumulation of clues, and the final
recognition-scene involves the collective interpretation of all clues, unlike the
previous scenes, in which one or more clues were dissimulated or concealed.
The only non-ambivalent recognition scene is the one between
Habrocomes and Anthia: wg 8¢ eldov dAANAovg, ev0vU¢ dveyvaoioav- T0UTO
v avtoig éBovAovto at Ypuxal®. The major recognition is mutual and
unimpeded, unlike the Odyssean one. As in Chariton, we are allowed to peek
into the couple's bedroom during their most intimate recognition, the
confirmation of the anégonta and the dpokot. The couple are eager to believe
each other, kai ¢adicwg émetBov daAANAovg €mel tovto 1j8eAov 114, Therefore
recognition in Xenophon is an act performed perfectly only between lovers
and the object of recognition is their mutual faithfulness and chastity; like
Chariton's, Xenophon's novel can be read as a detective story of marital
devotion or a mapping thriller, which investigates the identity, the location

and the chastity of the characters.

3.1.2.3 Longus

1. Homeric echoes and similes

Lycaenion as Penelope

How much Homer is there in Longus’ Pastorals? The answer is not easy.
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Vieillefond!*®®, based on Scarcella’s article!®, has counted twenty-two
references from the Iliad and twenty-five from the Odyssey but his list falls
short when he has to point out that there is no overt mention of Homer in
person throughout the Pastorals'’®2, Morgan in his commentary attributes
more accurately all pastoral elements to Hellenistic poetry, and especially
Theocritus; Morgan also studies with great insight the most important
Homeric scene of the work, Lycaenion’s supplication to save one of her
geese!l?:

owoov ue Addvy, v aBAlav- €k yao poL T@V XNVOV TV &lkootv éva, Tov
KAAALOTOV aetodg fjpmaoe kal ola péya pogtiov apduevog ovk 1dLVNON HeETéWwEOG
emtt v ouvi)O1 TV VYNANY ekeivnv koploat éteav AAA’elg THvde v VANV v

TATEWVNV EXWV KaTémeoe 1154

Morgan justly notes that 'ironically a dream of the archetypical chaste
wife (Penelope) is transposed into an instrument of seduction by a
promiscuous and predatory female!™™'. However, the theme of geese does not
occur only in Penelope’s dream; an omen of geese appears to Telemachus
before leaving Menelaus, which is explained by Helen, the ‘not-so-chaste
wife’!%, Helen, like Lycaenion, mentions a single goose, when Penelope

counts twenty. That the same omen about Odysseus' homecoming is revealed

= Vieillefond, (1987).

% Scarcella, (1971).

"= Vieillefond, (1987).
~ For Lycaenion as Phaedra, see p-318 (current document).

% Longus 3.16.1; of. Odyssey, 19.536, xfjvés pot xaté olkov éefkoot muEdV £DovOIV/EE Bdatoc, kai té obv

Lxvoual £l0ogéwoar EABWV ¥’ ¢€ 0eos péyag aietodg AYKVAOXNANG/ RO kaT avXévog fée kat Extavev.

% Morgan, (2004) p.211.

“% Odvssey, 15.171-178, &g

TeAwgov,/Mpegov EE avAng

Nausicaa.

aoa of elmovt énéntato deflog Govis, /aieTds dQYNV Xhva déowv Ovixeool
- Discussed in Pattoni, (2005) pp.90ff., comparison of Lycaenion to Penelope and
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both to Penelope and Helen, suggests an interesting interpretation of its
parallel version in Longus. It is not simply ironic because of the alteration
between the predator and its victim. It is appealing because of the
ambivalence of Lycaenion's characterisation as both Helen and Penelope.

The irony then becomes more biting when Lycaenion, who is to play the
role of the third woman, that of Phaedra, suddenly acquires characteristics
proper to the novelistic heroine. As we have earlier pointed out, the typical
novelistic heroine blends the chaste Penelope with the beautiful Helen.
Longus’ sophisticated manipulation of the situation suggests that only
Chariton or a similar text might have been his literary predecessor. What has
then become of the generic ‘third woman’ novelistic episode in the Pastorals
seems to be the following. The third woman is a negative counterpart of the
heroine; Helen is also the negative counterpart of Penelope in the Odyssey.
But Helen is seldom presented as the ‘other woman’, a role normally reserved
for Phaedra-heroines in the novels. Since Chloe is not yet Helen-like!¥’, then,
the Charitonian novel-plot tel quel is impossible. This subtle element in
Lycaenion's role as Phaedra and an ambivalent Penelope shows once more

that Longus' narrative choices are the exception that confirms the rule.

Intertextuality: Theocritean Homer in pastoral prose

This playful twist of the generic characterisation and themes has further

generic implications. Longus is working with three literary traditions: the

" For Chloe's comparison to Helen see p. 135 (currend document).

313



PART I

EPIC: RECOGNITION

classic, Homer and the tragedians; the Hellenistic bucolic, Theocritus; and the
earlier novels. The above merging of Lycaenion in the triple role of
Helen/Penelope-Phaedra as well as that of the generic temptress of the novels
is the best example of this strange hybridity''*®. The Lycaenion passage itself
gives the answer. Lycaenion gives an explanation of why she needs Daphnis'’
help: the goose was too heavy for the eagle, which ovx £duvriBn petéwoog
¢l v ovviBn v OumAnNy ékelvnv koploat étoav AN eig Thvde ThV
VANV v tanewvnv éxwv katémneoe™. Which is the usual high stone and
which the humble forest? Pattoni argues that they echo the two references in
the Odyssey, Helen's interpretation of the omen, and Odysseus' interpretation
of the dream!®. However there is a phrase, which alludes precisely to
Theocritus: in one of the main intertexts of Longus' novel, the Cyclops, Idyll
11, Polyphemus finds the remedy for his love in music!'!. So he sits on a ‘high
stone’ contemplating the sea and singing for Galatea'®2. The allusion to the
Theocritean Cyclops in Lycaenion-Penelope’s words shows the path of the
Odyssey's reception, a reception via Hellenistic poetry. Lycaenion’s words
may indicate the path of the reception: the usual high stone, as I read it,
stands here for the literary superiority of Longus’ examples, Homer and

Theocritus, which were usually appreciated and thought to be of poetic

**> For the contamination of genres in Longus see Pattoni, (2005).
1R 3.16.2.

 Pattoni, (2005) p.93, the allusion from the Odyssey, 15.175 and 19.538, éA8cv 0'EL Bpeog.
" Longus and Theocritus in Morgan, (2004) p.5t.
“== Theocritus, 11.17, xaBelopevog & émi TéTEas LYPNAAS.
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excellence, with Homer always a step above, as observed by Longinus/#,
However, the Longan narrative, because of the weight, and as I read here,
because of the weight of the Theocritean reworking of Homer, did not
manage to reach the same literary heights (neither those attained by the
Odyssey, nor of the Idylls), but fell down into ‘tvde v VAnv TV
tamewvnv’, the minimal and seemingly naive pastoral (literary) matrix,

VAN, prose-narrative.

2. Recognition patterns

The two recognition scenes between Daphnis, Chloe, and their parents
are well prepared from the very beginning, in the description of the valuable
tokens that accompany the two babies: Lamon Oavpalet tx g xatd Tnyv
¢kBeowv TOXNG; but in an effort to dissimulate his identity, wg & &v kai
Tovvopa ToL mawdiov motpevikov dokol, calls him Daphnis'®. The same
happens with the recovered baby girl, to which xal tiBetar kat avt)
TIOLUEVIKOV OVoua 1Teog mTiottv avt@, XAonvi®, The precision 'wg &v dokoin'
and the 'mpog miotv' indicate that this is a willing camouflage of the truth.
This in combination with the proleptic dream of Eros that appears to both
Lamon and Dryas urges them to treat the children differently, but without

revealing the truth to each other:

- Longinus mentions Homer, Thocritus, and Apollonius, as chief representatives of the hexameter genre, (homeric
epic, bucolic, and hellenistic epic respectively), but gives the title of ‘excellency' to Homer, 33.4-5, &ntwtog 6
ATOA VIS €V T0ig AQvovavTals mOWmTHS, KAV TOIg BovkoAkoic ANV OAlywv tav EEwBev O OcdkpLrog
£TUTLXE0TATOS &0 00V ‘Oungos av pdAdov 1) AmoAAGOVIOg 0€AoIg vevéoBay

"~ Note the metaphor: §An, for wood and poetic matrix, cf. Longinus, 13.4, non Tkt DAn; 43.1.

221301

s 1.6.3.
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T00T0 10 dvag WddvTee fXBoVTo HEV el rroluéves éoowvto kai ainddot of TUXNV éx
onagydvwv énayyeAdduevor kgeittova...£ddxel d¢ meiBecBal Beolg meQl WV
cwBévtwv meovoia Bewv. Kai kowvwoavres GAANAOG TO OvaQ...wg TOLHEVAS

EKTEUTOLOLY AVTOVG A TAiS AYEAQG!Y.

Both Lamon and Dryas are afraid that the hidden truth will be revealed
and they try to nurture the children better and educate them as well as
possible, in case this happens!®®. One of the most characteristic passages is
when Dryas postpones Chloe's wedding in the hope that she will recover her
parents, and that they will be awarded their freedom™"®. This prolepsis
preshadows the course of the plot: the revelation of Chloe's identity as a
requirement for her marriage to Daphnis, making her recognition the central
one for the ending of the plot. That is why Lamon overhears, magéoywg
akovoag!”, Dryas' words when Lamon tells him that he is aiming for a
superior son-in-law, mept pepakov kpeittov Nuwvi”; nevertheless Dryas
ponders upon Daphnis' origins, as if he knew:

aga kat Tovtov £££0MKE T g XAONV: dQa kal TOUTOV £0QE AdHwV WG Ekelvnv
evw; Aga xal yvweiouata dpolo magékeLto toig evpebeioy U Epov; Eav tavta
ovtwe, w déorota oy kat Noudat dpidat, taxa o0tog tovg 1diovg evpwv eVENOEL

TLKAL TV XAONG dmogoritawy.
Lamon's private reasoning reshapes the plot set by Dryas and makes
Daphnis’ recognition a prerequisite for the recognition of Chloe. Therefore the

preparations for marriage that conclude Book 3 set out all the narrative lines

o181

182,

713.25.3, el mote ToLg aAnBvols yovéag elgol
3.32.1.

3314,
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regarding what will follow in the last and final book. The recognition is
already prepared and announced and the only remaining thing is to find out
how the plot will execute it.

And a last point: because Longus consciously adopts a story-line with
rustic teenager characters, who know neither the name of love nor the name
of unfaithfulness, the recognition concerns not only the identity of the

characters but also their sexual relationship (to be).

The recognition of Daphnis

Here, 1 shall present the twofold recognition of Chloe: first, her
recognition as a woman, which is linked to her recognition as not being
Dryas' daughter, and secondly, her recognition as a virgin, and therefore a

proper wife for Daphnis.

Daphnis recognises’ Chloe

Daphnis' recognition by Dionysophanes is Lamon's last resort in order to
frustrate Gnathon's sexual plans. The recognition of the male protagonist is
strategically placed first, so that the finale deals only with Chloe's recognition.
Revelation of Daphnis’ identity by Lamon is referred to as ékxaAvmrewv o
kounta”?, but the verb (dva)yvwilw is not used on this occasion. However
the truth-like narrative is alluded to in Lamon's description of his recognition

narrative as a aAn6ng Adyoc!” and not pvboig Spowa’, As a result of the

4182
©7419.3.

7754201, taAnOf Adyewy pnde Spowx mAGTTey H0Boig i T KATEXELV TOV VIOV,
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celebrations for Daphnis, the young shepherd é£eAdBeto kal XAdng moog
OAlyovi7s, When Daphnis recovers Chloe from Lampis' hands the quest of the
narrative shifts imediately towards the recognition of Chloe. The couple, like
Callirhoe and Chaereas and even more Anthia and Habrocomes, decide to
keep their love secret, but Dryas has the proofs'’® and reveals ta coonta'”.
Chloe is not fully recognised yet, but only as still virgin'’”® and as not being
Dryas' daughter.

An evocation of the novels' recognition scenes of couples is implied in
Daphnis's astonishment at the well-dressed Chloe:

eLHoEDOTEQA TOOOVTOV EPAVN TTACLY WOTE Kol AGPVIG avTV UOAIS EyvwoloEv.

WUOTEV &V TIC Kal AVED YVWQLOUATWY OTL TOXOTIG KOENG AgLag ovk 1 Ttatrel”.

Chloe’s change is so great that even Daphnis has to perform an act of
recognition. The formulation poAig éyvwpioev alludes to the similar formulas
in Xenophon. The connection of the passage with the recognition scene is
confirmed by the detail that Chloe's beauty did not need any tokens,
vvwolouata . But the staging of Chloe's retrouvailles needs a more solid plot
strategy, which calls for Eros’ help. Indeed, the Nymphs and Eros appear in
Dionysophanes' dream and indicate how to investigate Chloe's lineage. The
Odyssean allusion to the bow contest is here inverted, since Eros unstrings his

bow; the banquet motif is of course present also in the Odyssey, but it has a

G232

774301, avtois £d6KkeL TOV YAUOV KQUTTELY, EXELY D& KU TV XAONV...GAA" 0D ouvexwoel Agvag.
#74.30.3, opola pe avaykn Adpwvi T LEXQL VDV aoonTa EkéAevoe Aéyew.

S 4321,

4322,
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folk-tale origin, and either or both could influence Longus. What is important
however is the great diligence with which Chloe's recognition is staged: the
dream, the banquet, and the tokens. The culmination of the recognition scene
is Dionysophanes' words to Megacles, which summarise the plot of the novel:

Aafé ta yvwelopata kat v Buyatéoa, AaBwv 0t dmodog Adpvidl voudpnv.
apdotégoug EEeBrikapey, audotépovg evoniapey, audpotéowy épéAnoe Tavi kal

Nopdatg kai Eowt1®,
With Chloe's recognition as Daphnis' bride the novel has reached its end as

well as Eros' Myth of Chloe.

Recognising Eros

During the course of the narrative of recognition the main New Comedy
question regarding the families of the two young children is left aside, since a
more important topic emerges. The focus of the narrative shifts from the
identity' of the children to the 'identification' of their relationship; in other
words, the question is not whether Chloe is alive or dead, but how Daphnis
and Chloe will learn the name and the deeds of love. The shift is from the
(ava) yvwellw towards pavOdvw. The sentimental education of Daphnis and
Chloe has been discussed by Morgan: according to him Longus' heroes show
no signs of emotional maturation!®!. 1 will here argue that the process of

recognition is a process of learning: Philetas' tale teaches them both the name

Sv4.36.2.

7 On the sexual education Wouters, (1987) and Winkler, (1990); on the sentimental education Morgan, (1996), on the
opposite, with arguments from Petronius and Apuleius see Hunter (1996), in the same volume.
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of Eros but the deeds of love are only known to Daphnis and Lycaenion!!®2.
The Lycaenion episode is full of allusions to learning: Daphnis is a pafntng
of Lycaenion, an aQtipabng in sexual intercourse in sexual intercourse!®.
Chloe too is educated by Daphnis' tales!!84,

The verb, with its sexual connotations, is repeated in the two recognition
scenes discussed above: first, Lamon wants Gnathon to learn the identity of
Daphnis!'®; secondly, the sexual appeal of Chloe in the miniature recognition
scene between the lovers, is described as a process of learning: 1)v obv uafeiv
oldv Eott 10 k&AAog Gtav kdopov mEooA&BnToul®. Recognition has to do
with sexuality in Longus, as it has to do with chastity and virginity in
Chariton and in Xenophon; this is the reason why the recognition process
starts when Daphnis' (male) integrity is threatened. After Daphnis' initiation
into the mysteries of sex, the question shifts to whether Chloe will reach her
wedding-day a virgin or not"'®: unlike the unhappy girls of the inset tales,
Chloe succeeds in remain alive, a virgin and happily married 'ever after!'s®'
and it is on the night of her wedding that tote XAdn mowtov éuabev Gt T
€71 g VANG ywopeva v moévwv maiyvia'®. With Chloe's sexual

initiation the sexual recognition is completed.

2 Goldhill, (1995) p.22: 'the combination of innocence and a literal understanding of the veiled language of sexuality
constructs a misrecognition for the amusement of the (sophisticated) reader'.

03145, apaBéotegos £ig Tax fQwtog Eoya; 3.17.3, xpadidou pot TeQnvOV TavTov paOntiy; 3.20.2, aoupadng yag
wv ededolkel TO alpa.

2 1.27.1, daoxe (Phatta); 3.22.4, €l dwvdewe (Echo); 2.35.3 (Syrinx), Daphnis learns how to play the syrinx, uaOwv.
4183, paBétw TvaBwy 6 puagods olog v oiwv €04

1321

 On Daphnis’ sexual knowledge as power see Morgan, (2004) p.210.

> This insistence on preserving Chloe's virginity is the main difference between Longus and New Comedy. The

parent-children recognition theme is subordinated to the main search for Chloe's innocence.
S 4.40.3.
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Just as Chariton-narrator gives readers access to information otherwise
unknown to the characters, so the same manipulation of material is
observable in Longus. The process of recognising the deeds of love is
programmatically presented in the beginning of the novel: tovto povov
fdeoav Gt TOv pév Gidnua, v d¢ Aovteov dnwAecev™. The formulation
is repeated when Chloe decides not to reveal the kiss to Dorcon.

n 0¢ avte dujyeltan mdvra..kal 6t téOvnie Adgkwv. pdvov aidecBeloa  TO

GANUa ovk elmtevil,
Chloe, like Chariton's narrators, recapitulates the main events, and omits one,
the most crucial for the action. The next important step is revealed to
characters and reader alike: Philetas &An0O1) mdvra eimevi®, This gives them
the required instructions to start embracing, which, as the narrator says
parenthetically, ¢ pnmw mpdtegov émoinoavi®; but immediately after we
learn that they did not proceed to 10 oVv cvykataxkAlGnvair, which they
knew was the povov daguaxov €wrtog!®. It is here that the sequence of
common education breaks down.

Chloe has hidden a kiss, but Daphnis conceals Lycaenion. At the end of
the novel the only question that remains unresolved is Lycaenion's role in
Daphnis’ education, which is not described in the opening, programmatic,

painting and, as expected, Daphnis never confesses to Chloe: was Lycaenion

= 1.224.
1312,
283,
291,
292,
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too depicted in the painting? How did the narrator retrieve such precious
personal information? Is Lycaenion the narrator's playful twist of the tale?
The only thing that remains for sure is that Lycaenion's intervention is
probably the novelistic personification of the uovov ddouaxov that cures
love, and the only way - known to everyone and suspected by Chloe too - to

redirect the narrative from its naive impasse to its knowing téAog .

Achilles Tatius

1. Homeric echoes

O Ounoetotrjc

Satyrus and Menelaus are at a loss since they cannot save Leucippe who
is about to be sacrificed. When looking at the sea they witness what could
have been a novelistic and/or an Odyssean scene as well: a ship is attacked
and a mime-actor specialising in the representation of the Iliad, twv Tt
Ouneov 1@ otduatt detkvoviwy €v tolg Bedtoowc!™, fights against the
pirates with all his theatrical equipment and dies...gloriously. The fake knife
that the mime-actor uses is the one that saves Leucippe from being sacrificed.

If this is now transposed into narrative terms, it could indicate that, for
AT, epic poetry, in both its Iliadic!'® and in its Odyssean context, is a tool, a
fanciful one, but of no use in the novelistic context, that can be imitated (by a

mime-actor), but not reproduced, that can be of crucial help in the course of

3204,
i Morales, (2004) p.63, the Iliad, the epic about Achilles.
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the narrative, without being the narrative : the knife is then a metaphor for the
Odyssean intertexts. AT ‘s interlocked reception of the Iliad and the Odyssey

can be observed in the following example as well.

The Cvclops' and Melantho

Morales argues that Melite's 'subversive appeal™” récalls, verbally,
Cleitophon's earlier courting of Leucippe''®. Hence, sexual symmetry does
not involve Cleitophon and his beloved according to Konstan!™, but
Cleitophon and Melite. I here want to examine the two occasions on which a
Homeric echo, the first Odyssean, the second Iliadic, operates in order to
camouflage a sexual seduction.

The first is Cleitophon's intrusion into Leucippe's room, when Satyrus
encourages him to enter after giving Conops a sleeping drug. Morales argues
that the Cyclops/Conops rhyme activates a reading of Conops as the man
who sees everything in Pantheia's household™®. Satyrus encourages
Cleitophon to enter Leucippe's room, just as Odysseus entered the Cyclops'
cave®, The Odyssey is also used in the parallel penetration scene, that of
Melite into Cleitophon's cell. This time the gate-keeper is Melite's faithful
servant, twv motwv??, Melantho. The strategic naming of Melite's most

faithful servant as Penelope's unfaithful maiden, the lover of Eurymachus,

=" Morales, (2004) p.230.
- Morales, (2004) p.231.
** Konstan, (1994) p.61ff.
=" Morales, (2004) p.86.
=12.23.1-3, oU b¢ bnweg Odvooele.
= 6.1.4. cf. Melantho, chastises to Odysseus, 18.321-326, and 19.65.
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suggests a reading of Melite as an unfaithful Penelope. If this is so, the
previous passage, read retrospectively, implies a reading of Cleitophon as an
unfaithful Odysseus. The two illicit lovers have many characteristics in
common.

Melite, we learn, is, unlike Penelope with her twenty-year-long wait,
freshly widowed, té0vnke 8¢ avti|g 7tpooPaTws 6 dvnE kata BdAaooav®,
and she (already) wants to remarry. Thersander, like Odysseus, is falsely
reported dead (Ov évople teOvniévar xata OdAaocoav) since his
companions owBévtes kai vouioavteg amoAwAéval, tovto anayyeidavteg
etvyovi?®, Thersander's companions, unlike Odysseus', not only survive, but
also hastily, and conveniently, announce his death!?>. Therefore on his return
he is surprised to find his wife courted by a young lover?®, Thersander's
comic entrance, shouting all the way from the harbour'®”, is a hint that
indicates that Melite's husband, although he studied Homer in his youth'>,
did not learn much about concealed returns of long-absent husbands.
Cleitophon too has a touch of Penelope, since has recently lost his beloved on
the sea'?®. Cleitophon's refusal to sleep with Melite until Ephesus reminds the
reader of Penelope's shroud, promising, postponing, but not fulfilling sexual

expectations. However, Cleitophon's Cyclopean past suggests a different

*5.11.6.
5234
7 Odysseus is presented as caring for his companions, although none of them survives.
77651, 1Dov, Pnolv, 00Tog 6 potxds Pakxevwv Npiv EMELOL kai THe 0TS Yuvakog Exwvy Aaduoa. Cleitophon is
described not only as Melite's suitor, but also as the one that stole Melite's wealth, ironically, her garment. Cf.
Penelope’s suitors who are living on Odysseus' property.
7 5.23.4, 0 ©¢ooavdgos ki mOdag eioToéxeL If staged Thersander would have entered from the right parodos.
= 8.9.3, ounoilwv Hév T TOAAG.
5167,
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development once Melantho appears alongside Melite in the parallel
intrusion scene.

The epic theme is here doubly subverted and can be identified either as
simple allusion or as a potential, but undeveloped, pattern: Cleitophon, the
Achilles-like male hero, is in Penelope's role, and Melite in that of the suitors;
further, the Penelope-figures, in other words, both Melite and Cleitophon, fail
to maintain the epic level of morality and they surrender to desire; moreover,
the reader is reminded that Cleitophon, now disguised like Achilles, now
cunning like Odysseus, failed in his intrusion into Cyclops' cave, whereas
Melite succeeded. In fact, the episode with Cleitophon as Achilles in Scyros,
far from making the Iliad the only 'textual hieroglyph' of the novel'?¢,
suggests the merging of the two epics into one: an Achilles-like hero, in
Penelope's role, is courted by the Odysseus-like Melite.

As Morales observes, the abuse of the chastity test'?! in Melite's case
shows the extent of the subversion of the traditional, ideal, fidelity theme as
well as, I argue here, of the Odyssey. This intertext does not ultimately
influence the plot of the novel, which is still woven around the recognition of
Leucippe, but emphasizes, by contrast, the difference between the 'ideal’, epic
and novelistic, female characterisation and that of AT's novel. Just as
Odysseus hid the epic equipment, the sword, under the female hair-pins

meant for Lycomedes' daughters, AT hid his sensual material, the intercourse

=" Morales, (2004) p.65£f.
=+ Morales, (2004) p.231.
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of Cleitophon and Melite, in the centre of an epic, Penelopean-seeming,
context. The Homeric model is similar in nature to the skilful handling of the
Homeric mime-actor on board ship. These subversions of the traditional epic
and novelistic material underline the idealism of the female protagonist, who,
from Book 4 onwards conforms progressively to the requirements of the
novel's virginity plot. The Cleitophon-Melite side plot is not one of twv meol

Agvxinnng dmynuatwv.

2. Recognising the narrative strategy

The Achilles Tatius-narrator

The Ego-narrative of AT's novel and its relationship to the Odyssey has
been often observed'?2. What has escaped scholars is partly the distinction
between the AT-narrator and Cleitophon'?®, which is mirrored in the

description of the double port at Sidon:

S1dvpog ATV €V KOATIW TAATUG, 1)Qépa KAgiwv TO TéAQYOS: 1) YOQ 0 KOATIOG kAt

mAgvgav £l de&x koAalvetat, oTOUa deEVTEQOV OQWQUKTAL!ZH,

The double harbour of the port of Sidon stands, as I see it, for the
narrative itself. The unnamed Ego-narrator sacrifices to Astarte after a storm;
the second, deeper harbour, is a harbour to host the ships in the winter.
Accordingly the outside-adventure-narrative question is formed around the

reasons of the narrator's arrival at Sidon and the reader expects an Odyssean

== Most, (1989), Fusillo, (1991 (1989)) p-166, 'la situation épique’}, and Reardon, (1994b).
-2 Only a footnote in Reardon, (1994b) p.93.
2+ 1.1.1-2,
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narrative of sea-storms and shipwrecks. The description of the painting, when
we move from the harbour to the city, brings the narrator to the inner locus
amoenus?s where Cleitophon begins his narrative of the U3pelg €€ €pwrogi?e.
In a narrative coup then, the ‘adventure’ Odyssey-like storm-narrative is
transposed into a ‘love’ narrative. The duplicity of Cleitophon's love-tale is
echoed in the parallel scene, in which Leucippe is the audience of erotic
myths: this second &Acog is presented as double, the real one and its
reflection, and underlines AT's preference for double constructions?’ as his

narrative choice.

The Cleitophon-narrator

Cleitophon narrator presents himself immediately, name, father, country
of origin, and a brief summary of his first nineteen years. His narrative loses
its 'account’ form and becomes more detailed once he meets with Leucippe;
the arrival of the beautiful cousin from Byzantium is prepared for by a dream,
after which Cleitophon decides to keep silent, but he already knows that
something is about to happen'*$; Leucippe appears to him as a revelation or
as the rising sun, magOévog éxdaivetai uo?; from this point onwards the
narrative is woven around a series of progressive mis-recognitions of

Leucippe, which underline Cleitophon's weaving of the plot. Cleitophon's

*71.2.3. Note the similarity of this Jocus amoenus, described as a place for ‘amorous speeches' and the one at 1.15.1-
8, we dokelv 10 &Agog elval dLAovy, O pév g aAnBeiag, 1o 6 ¢ ok, in which Cleitophon invites Leucippe
to prepare her for the Zowtucnv axgoaoty (1.14.1). Duplicity in AT is a Platonic echo.

122

=7 Repath, (2006) about the two Callisthenes.
7 1.3.5, kot epavtov b movnga EoKEMTOUNV.
0142,
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woes appear to be the result of his ignorance, ovk oida, in love matters',
since despite his sexual training with prostitutes he appears to be a
TowTtoTEeQog'?L, The narrative is structured as a 'sentimetnal education’, not a

sexual one, which is centred around the gradual recognitions of Leucippe.

Recognising Leucippe

With Cleitophon's philosophical digressions on the nature and texture of
love, Leucippe is left aside, fulfilling only her role as the object of desire.
While Cleitophon is unable to recognise his fortune, his double, Callisthenes,
falls in love with Leucippe's beauty and decides to seize her'?2. Having never
seen her he mis-recognises Calligone as Leucippe, v d¢ KaAArydvnv dwv
TV adeAdnv v éunv?®. But Callisthenes recognises the wrong woman,
although he recognises Leucippe's mother?, and the misrecognition is
underlined by Cleitophon's need for precision: note the tv &deAdnv v
eunv, which indicates that the name Calligone alone is not enough. The
emphasis should be read in combination with the previously released
information that Leucippe, on the day of Calligone's pre-nuptial rituals,
pretended to be ill'?%, Therefore Cleitophon's specification 'my own sister' is a
reminder of the reason for Leucippe's absence: they were planning to meet

secretly. However, even Cleitophon is not always able to recognise

== 1.94,1.9.7, ovk oidax vag éyw tég 0dovs.

oy m . N . " L oy , . ,
72375 Eyw pEV MQWTOTEQOS MV Elg Yuvaikag, 600V OHIAROaL TadG €ig Adoditnv mwAovpévaug; 2.38.1, pi)
TOWTOTEROS BAAK YEQWVY £ig Adooditrv.

== The recognition scenes that I am treating here have been described as narratorial incompetence by Reardon,
(1994b)p.246.

2162, £YVAQLOE YO TOU LwoTQATOV THY Yuvaika.
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who/where Leucippe is, which results in the three consequential apparent
deaths and resurrections of the heroine. Thus the narrative is woven around

the narrator's failed efforts to recognise the object of his desire.

Is Leucippe dead or alive?
In the first description of Leucippe' narrow escape from being sacrificed
the main accent is upon Cleitophon's (in)ability to recognise with precision his

beloved:

Kal avtovg pév oltveg oav ovk &idov, noav yoQ wnAouévol Ty d& KopnV

Agvkinmny odoav Eyvagioat?®.

The vague description of the victim as first the girl, as t1)v x601v, and then as
Leucippe, is characteristic of Cleitophon's imprecise reading of the scene.
His remark that he did not recognise the two men is a piece of information
that will only be explained later. At this stage, the mention of 'two men'
would be enough, but the insistence on Cleitophon's inability to recognise
Leucippe's guards, who will then be revealed as Satyrus and Menelaus, gives
a clue towards the wupcoming revelation of the truth®®®. The
revelation/recognition of Leucippe's adventures, which is tactfully described
as T meol Agvkinmmgc!??, comes with a recognition narrative of the previous

adventures of Menelaus and Satyrus, which the first person narrative of

= 3.15.2.

= Reardon, (1994b) p.246: 'the readers are deliberately prevented from knowing what has really happened'. What

Reardon treats as inconsistencies regarding the ego-narrative I study them here as intentionally released
informations.

=7 3.18.2, aAN idob kal piAnua aAnOwd; 3.18.3, amokaAuvai!
=3.20.1, T4 meol g Aevkinmng muBduevos.
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Cleitophon could not have covered in advance®®, despite the hint that
Cleitophon did not recognise Leucippe's guards.

The same motif, as argued above in the Iphigenia section, has been
manipulated for Leucippe's near-decapitation; again the heroine is referred to
generally as 1] k0o, but this time there is no precision that she is Leucippe'®!.
Cleitophon memory recovers only when Leucippe only he holds her headless
body:

VOV pot, Aevkinmn, té0vniac aldnbas Bavatov dmAoLV...uikedV pol cov uégos

KataAéAetman €v OeL tob peilovog: abtn d¢ év OAlyw 10 Tav oov kate %2,
Leucippe's death this time is presented as truer, vov aAnfag, than the
previous time. Cleitophon's and the reader's partial knowledge - 10 pépog, 10
Tav - is echoed in the segmented grasp of Leucippe's body and is parallel to
Chariton's distinction between v and pévov: hence Cleitophon duyettat to
Cleinias &mavta mepl Aevkinmng!?®. Nevertheless, despite Cleitophon's
seemingly obscure narrative, the narrator has taken care to provide the reader
with the required tools to decipher the scene, or to recognise a dead body'?*.
In the programmatic sub-plot of Charicles death, Cleinias laments the

disfiguration of the boy's face.

=% Since Cleitophon's narrative follows, not the order of the events but the order of how these events became known
to the narrator. On Cleitophon's incapability to follow his program see Reardon, (1994b).

574,

578,

=5.8.3, evw ¢t TeQL ™mg Aevkinmng dravia.

“ ‘Agfiin Reardon, (1994b) p.247, interprets the scene as a trick of the 'strict ego-narrative device', while varying the
recipe’.
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TOlg UEV YAQ BAAOIS TOV ATTOBAVOVTWY K&V [XVOG TV YvwoioudTtwy diaoletal
...000 O¢ OpOoL kat TavTa dLéPOegev 1) TOXN, kal pot TéBvnkag Bavatov dimAovy,

boxn kal copaTi?e,

I would here'?¢ like to draw attention to the importance of the face,
nobowrov, in the recognition process. Cleitophon has not yet slept with
Leucippe, hence he cannot recognise her body. Not only this, but the
Charicles case mentions one's incapacity to recognise a person if the face of
the dead body is disfigured, but if it is missing the recognition is impossible.
Therefore the narrator, like the reader, knows that Leucippe is not dead, since
she is not fully recognised because of her missing head.

The second recognition of Leucippe is realised through a medium other

than an eyewitness, her letter to Cleitophon:

Aapwv O¢, mELV avayvovatl pe, KatemA&ynv ev80g: éyvapioa yap Aevkinmng ta

yoauuarta. eyéyoanto d¢ tade: Aevkinnn KAettopawvt 1¢ deomotn pov 2.

Cleitophon, who was unable to recognise Leucippe dressed in rags'?®, is fully
competent to recognise her handwriting. Leucippe's letter is the first
recapitulation of the events that followed Leucippe's death which was
supposedly unknown to the narrator and the reader, a cluster of verbs
(tébvnra, mémpapat, €0€0mv), although the aitiov of her miraculous

salvation is not yet disclosed. Cleitophon cannot believe his eyes when

= 1.13.3-4.

" The similarities of the two passages are presented in the current document, p.254ff. RIGHT REFERENCE ?
215182,

13192, oud’ av dgAAog avThHV iBwv yvweloeiey, épnpov obtw yevopévnv. Note that Leucippe's transformation
into a young boy is parallel to Cleitophon's dressing up as a woman, in Melite’s gown, although Cleitophon is
imediately recognised by Sosthenes as the poixog; cf. footnote 1206, p.336 (current document). Hagg, (1971b) p.133
and Reardon, (1994b) p.246, note 11, note that the surprise of the ego-narrative is spoiled by Cleitophon’s mention

that the servant reminded him of Leucippe, 5.17.3; however this practice is not in contradiction with the general
attitude of closure and disclosure of information.
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reading the letter and wants to see toig duuaot taryab4&?. The recognition of
Leucippe is doubled by Melite's discovery of the letter, and the recognition of
Leucippe is fulfiled, as a recognition of text, a result of avayvwoic:

g 08 avéyvw ka® éavtnv yevopévn kat 10 e Aevkinmng ebgev dvoua,

BaAAetat pév v kadiav eV0éws, yvweioaoa tovvoua'?.

At this point Thersander's triumphal entrance suspends the full
recognition of Leucippe who is reported missing: Melite pretends ignorance
and tries to convince Thersander of her innocence with a nice plea in which
she states that she took care of Cleitophon because his adventures reminded
her of her husband's. Melite's manipulative version of the story is reported as
TEXVNV AdYwv Emevonoev, TG HeRLYpévnV eixe T ocodlopatt TV
aAnBewxv?, Such sophistication in the delivery of a partial truth appears
also in the double narrative about Leucippe: one version is presented by
Thersander's spokesman, who delivers a nicely made-up tale about
Leucippe's falsely-reported death'?? the other is Cleitophon's confession of
despair, now that what he thought to be true seems to evaporate like a
dream'?%, to the court, to whom, after he is unable to see her with his eyes, he
confesses having her murdered?*: éyw 6¢ maoav Vv é0@ ™V alrBewav'?s.

But this time he knows that the truth is untrue.

= 1.19.3.

S+ 3.24.1-2

1684

= 714, Taoa T00 OeQoavdQou SedidayUEVOs TEXVIKGDS VU Tepi s Acvkimnng Adyov éuadely, @g i
TEQOVEUHEVT).

“75.1, adAnBrig pouyéyovev oveigav ndovr

= CL 7.5, tic pou Aevkinmy €dgikev €ig kawny BB cupdopav;

77,146,
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Cleitophon, who cannot believe his eyes, seems to suffer from a
Doubting Thomas complex. Yet he is able to craft a truth-like narrative, which
echoes the same generic principles and devices of the novelistic dijynoig that
I indicated above: all previous versions are false, Anpovot tdvteg and only he
is capable of telling macav aAnOewav. It takes some time before Leucippe as
text/name/letter becomes Leucippe as person and the truth is revealed.

For Reardon, from this point onwards, AT 'is fighting a losing battle’
against his strict ego-narrative focalisation!®¢. Sostratus easily recognises

Cleitophon who is about to be punished:

EvOa Kal 0 LZwotatog ETMIOTAG 0QQ UE KAl YVwILEL Kal YAQ, ws EPnv v apx1]
v Adywv, év T moté €yeydvel..mpooeAbBwv obv pou 'KAertopawv odrtog,
Agvkinmn d¢ Tov;' €yw HEV OOV yvwoloas avtov i yNv katévevoa, ol O

TIAQOVTEC aVTQ O YoUvTo 8oa elMOV KAt EHavToD?Y.

The passage is important because it indicates the manipulation of
information in the narrative: Sostratus easily recognises Cleitophon as his
nephew, and his first question is about Leucippe, the main object of
recognition, who has found refuge in Artemis' temple at the very moment of
Sostratus’ arrival, as underlined by Cleitophon'®. This inconsistency of
knowledge in Cleitophon's first-person narrative is fully compatible with the
general attitude of his tale: hinting and releasing information at crucial
moments of the narrative regarding Leucippe's recognition and at the same

moment pretending that it is only then that he experienced the event, a

2+ Higg, (1971b) p.249.
124771413,

7134, woTe HkQoD Tivog ATteAE(PON TOD WF) T¢) TaTol CUVTUXETV.
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owtdmelpos. Meanwhile Cleitophon-narrator invites the reader to revise the
consistency of his narrative reminding him that he had prepared for Sostratus’
arrival already in 2.14.2, and in accordance with the ego-narrative device.
With Leucippe in the temple at the very moment of Sostratus' arrival the
recognition scene is narrowly averted, and it gives way to a last emotional
stretto: Sostratus listens to the recapitulatory narrative regarding Cleitophon's
adventures - ¢lrov xat’éuavtov - and learn, the official truth, that Leucippe
is dead. At this very moment a messenger comes out of the temple to narrate
what Cleitophon and Sostratus do not know. Cleinias interrogates the

messenger as follows:

Kal dpa 1og Tov ayyeAov elme: 'Un kaAr); 'ovk GAANV towdTny, £, peta TV
Agtepy €idov'. mEOC tovTo Eyw TNOW Kal Powr 'Asvkinmnv Afyeg 'kal paAq,’
EON 'KaAeloBat yap tovto EAeyev altn, xat matgda Buldvtiov kat matéoa

Lwoteatov Exewv'?4,

The above passage is again a partial recognition of Leucippe, since Cleitophon
is in jail and cannot meet her. The means of recognition, Leucippe's beauty, is
not enough evidence. This time a full account of her identity is given,
equivalent to that of Cleitophon at the beginning of this tale. The reader is
reminded that it is precisely the same information that Leucippe deliberately
hid during her detention as Lacaena: name, husband's name, father's name,

and country of origin'>®.

Of course, Cleitophon could not know at the time what Leucippe had in

7152,

T 61645, ovde muoTetoewas, €uol Aeyolon). doPobpal kal av ot TUOTEVOT)G.. U1 TO GKAIQOV  HOL THg
eAevBeoiag 1oV dpidtatov anoAéon).

334



PART HI

EPIC: RECOGNITION

mind; and the ego-focalisation seems disrupted. However the sequential
alignment of information is in full accordance with the general narrative
technique. Leucippe withholds the information regarding her identity until
the very end, since whether Thersander will believe her or not, an
inopportune recognition (dxaigov) may subvert the narrative's orientation, its
structure.

The end of Book 7 is the kaiplov onuelov at which a recognition scene
can take place. The audience praises Artemis' providence having learned to
ntav?t and Cleitophon gazes dmavta at his beloved'’s face®2 Cleitophon
now faces the impartial truth, Leucippe's face, and the recognition is
completed. However, a last twist awaits the couple. Leucippe not only has to

be recognised as Sostratus' daughter and Cleitophon's wife, but also as a

virgin.

Is Leucippe a virgin or not?

The recognition of Leucippe's virginity and of Melite's marital devotion
which is Cleitophon's 'virginity test' is the culmination of AT's narrative.
Leucippe first enters and exits the cave of Pan that proves her to be a virgin;
Melite is tried in the spring after Leucippe, which prolongs the question
regarding Cleitophon's chastity'?, but finally is exculpated as well. After the

double trial Sosthenes is captured and tortured (indeed one asks why he was

7161,
i 7.16.4.

5.20.5, el Tig €0TL kad £V avdpdal mapBevia.
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not captured earlier), and mdvra cadwg AéyeL..o0 magéAime d¢ ovdE Sox
Wia mEd v T Agvkinmng Ouodv dieAéxOnoav mEog dAANAoLG TEQL
ot Sosthenes' detailed, even most private conversations are reported,
and his confession is the source of Cleitophon-narrator's secret omniscience.

After the final recognitions, those of male and female chastity, which
happen to correspond to those in the Odyssey - Penelope's proof of
faithfulness - is the time for the complete recapitulation of the previous
versions of the novel, during which each of the narrators gives his/her point
of view. At this point the reader learns about Calligone's fate, and even the
great aiviypa of the novel, Leucippe's near-decapitation, is solved. The
narrative does not withhold any other information and therefore is brought to
its end.

This analysis of AT's narrative may illuminate another possible
explanation for the ego-narrative inconsistencies: the ego-situation in AT
should not be confused with the analogous mode of narrative in
contemporary literature; Cleitophon-narrator, like Melite's account to
Thersander, is delivering a product of the art of speech, a series of skilfully
withheld and disclosed lies and truths, all of which he has previously hinted
at in the course of his narrative. Cleitophon is an omniscient narrator of his
own tale of adventures, who, although he invites the reader to experience

suspense at a reversal of fortune, nevertheless gives the right number of
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narrative hints (parallels, expressions, information) that encourage his reader
to recall the previous material. There is nothing arbitrary in Cleitophon's
narrative, which stops at the very moment the full truth according to the
novelistic genre is revealed, i.e. Leucippe's (and Calligone's) virginity. Since
there are no more hidden clues after the final recapitulations the narrative

loses its sophistication and, simply, ends.

Heliodorus

After Chariton's novel Heliodorus' Aethiopica is probably the
ounowawtatov. The use of Homer is not limited to the couple-recognition
scene, but it extends to the entire narrative technique of the novel. Scholarship
has discussed the Homeric intertexts extensively: firstly allusions like that of
Calasiris (and/or Charicleia and/or Theagenes) to Odysseus, Charicleia to
Penelope, or the véotog journey; secondly, structural Correspondeﬁces, like
Calasiris' recapitulation and the Apologoi or the meticulous recognition
scene, and some details like the discussion on Homer the Egyptian'?®.
Moreover, Winkler has discussed the Odysseus-like cunning of Calasiris,
while Morgan reads the whole Heliodoran narrative as a 'riddle'™6, More

recently Whitmarsh and Elmer have discussed’®” the hybridity of the text and

=¥ Morgan, (1996a) p.436, discussing Keyes, (1922). On recognition in Homer and Heliodorus Cave, (1988) pp.17-20.
A very good discussion of Odyssean techniques is Anderson, (1997).
= Winkler, (1982), Morgan, (1994).

1=* Both based on Laplace, (1992) identification of Charicleta-protagonist with Charicleia-text/novel.
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the importance of Homer in the construction of Greek identity'*®, while for
Elmer Homeric echoes fade after the very Homeric beginning of the

narrative!??,

Two modes of storytelling

There is no reason to repeat the numerous Odyssean allusions
encountered in the Aethiopica, for which see the previously mentioned major
secondary literature. What I want to examine here is the release of
information according to the two principal storytelling models: that of
Cnemon and that of Calasiris, and to argue that, against the post-Winkler
secondary literature, Heliodorus, through Charicles, opts not for Calasiris'
mode of storytelling, but for that of Cnemon.

Cnemon's narrative is elaborated in a diachronic mode: the narrator
describes a past event, already accomplished, and much is reported
proleptically, via dreams, omens, and authorial statements and/or hints. This
reading is self-indulgent and caters to the reader's pleasure because s/he can
‘guess right' what comes next: in other words, the reader is given hints of how
s/he should interpret seemingly equivocal dreams/omens/prolepsis. The
pleasure from reading such a plot is that the reader is placed in the narrator's

place, and is allowed, almost simultaneously, to control and to prescribe the

- Whitmarsh, (1998) and Whitmarsh, (1999) p.22ff.: 'Heliodorus may be misreading Homer (as a nosts-journey)...
that meaning strategically oversimplifying the parent text, in order to construct and represent his own literary
difference’.

=% Elmer, (2008) p.416; also pp.418-419, Elmer claims that intertexts depend on the narrators’ identity (i.e. the
Athenian Cnemon narrates a Phaedra tale, Calasiris an Egyptian-Homer tale) and that the remaining third part of the
narrative is left to the omniscient Phoenician narrator. For the identity of the Phoenician narrator see Bowie, (1998).
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tale. There is not much surprise or suspense, since the outcome is already
known. This is the narrative strategy that we have so far observed in
Chariton, Xenophon, Longus, and AT.

The second mode of storytelling is a synchronic one: in it the events are
narrated in the order of their happening, with little or no prolepsis, and are
intended to surprise the unprepared reader'®®. In this, the omniscient first-
person narrator pretends that he narrates the events 'as they occurred,
without making connections with what follows, thus increasing suspense
(P6Pog) and surprise (Bavpx).

The Aethiopica starts in the middle of the action and seems to have no
direction and give no information. Not only are the brigands unaware of the
identity of the couple, but readers too are launched into a detective story, as
eloquently presented by Winkler'?!, but without clues, as I will show. The
seemingly steady informational equilibrium of the novel seems to be
supported by the characters' ignorance of the situation: the robbers cannot
decipher the scene, ovd¢ ouvviéval®*?; equally Charicleia cannot understand
the sudden changes of setting, ovdév ocvvieioa®?. There is nothing to
discover in this narrative tableau, which leaves the reader without clues and

motivated only by a desire to know what happens next, or how the narrative

will start moving.

- Winkler, (1982) p.287: 'suspense is an effect of knowledge, surprise of ignorance’; and previously by Biihler,
(1976).

="t Winkler, (1982) p.291.

2 1.1.7 and 1.3.2; other indications of ignorance: 1.2.1, Béapa dmogdtegov; 1.2.6, dryvoia tév oowuévwv; 1.3.5, tawv
O0QWHEVWY GYVOIaS...£ikalov.
25141,
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The term used to mark the beginning of the narrative, a narrative of
clues not of images, is Charicleia's lamentation, dvakivovong avtig T T,
that gives the first information: their previous story, that contains
duagtjpata such as exile, shipwreck, bandits and their names'?*. However,
before any other clue is given Cnemon bursts in, willing to set into motion -
Kwveig kavapoxAévels - his own dujynuat®s. Before, then, we enther the
main narrative, mepl Charicleia, Cnemon presents his version of a

sophisticated, tragic-comic-fashioned, story-telling mode.

Cnemon as narrator: proleptic storytelling

Hunter, commenting on 1.10.4 (Cnemon's report of Demaenete's words
to Aristippus), claims that the passage is 'the most striking example of
narrative omniscience in his whole account', contesting Winkler's view of
Cnemon's tale as an unsophisticated one, versus Calasiris' sophistication'**'.
Indeed, as I argue, Cnemon's tale is a long narrative of prolepsis rather than a
naive, straightforward, novella. After discussing Cnemon's tale, I will
continue by arguing that Calasiris’ dinynuata are the opposite of what is
traditionally held; not a cunning narrative of withheld information, but rather
a straightforward narrative, interrupted and shaped at Cnemon's anticipation.

The Cnemon story is announced as a tragedy (serious or not, it does not

-+ 1.8.1-3. The term &paQtiuata probably echoing the novel's plot as the result of Eros' revenge; cf. Chariton 8.1.3,

Chaereas, UBowoev; Xenophon, 1.4.5. Eros prepares a pey&Anv tuwgicv for Habrocomes.
2 1.8.7.

" Hunter, (1998) p.44. I am here elaborating on Hunter's thoughts, but my approach takes into consideration the
different expressions of (Gva)yvwoilw in the narrative.
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matter since its main pattern, the Phaedra, is a 'tragic' one)'”, set in Athens,
and in the first five lines he gives all the necessary details of the content: his
step-mother is described as a yOvauov aoyéxaxov, and dewvr) in the trickeries
of love-games. The seduction of Aristippos is a result of a well-played act
since Demaenete Umemotelto, and émAdtteto continuously. The well-versed
reader, like the audience of Lysias' Against Eratosthenes?®, will have no
doubts of the outcome when the determining hint is given, untégav
avamAdttovoa ... épwpévny modaivovoal®: a step-mother plot is to be
expected. What matters is not the content of Cnemon's tale but the new details
that spice up the old pattern, as I discussed in the 'Phaedra’ chapters'>.

Cnemon's proleptic presentation is more pronounced when he closes his
first narrative unit, foretelling that oV ufv a&tpwEntog Anuaivétn
meoteAeidOn, but he refuses tell how the punishment was carried out'?”,
which makes his audience explicitly ask for the ending'?2. What is important
to notice, however, is that Cnemon's tale focuses on the details of the content
and not on the outcome.

Cnemon's narrative introduces Thisbe, whose role is crucial for the first
recognition of Charicleia, which I will discuss later. The Athenian youth knew
beforehand that Thisbe was in Egypt, with Nausicles, but he is still amazed at

the coincidence, i.e. to find Thisbe in the same cave he left Charicleia: he acts

= Cf. Hunter, (1998) p.44 discussing Paulsen (1992): 'we are unable to take that 'tragedy’ seriously’.
= Hunter, (1998) p.45.

=1.9.2-4.

= See above, p.230.

01142,

== 1.14.2, xai pnv gooemToivels Ye HUAS.
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as if surprised axavig éotrkel?, This time his audience, Theagenes, urges
him to continue their search for Charicleia, since Cnemon's Thisbe tale can be
heard later, é£eotan kal petd tavta yryvaoke'? Indeed, when Charicleia
is found, Cnemon delivers the second part of his narrative, but only after

Theagenes summarises the facts to Charicleia:

Oavpdoeis pév, Blopnv & odv etvar Kvipowv 8de dnot v Abnvaiav exetvnv v

WAATOWV TNV TOV €16 aUTOV EMPOVAQV Kal AnuatvéTny o Tolav?®,

Since Charicleia has the outcome in front of her eyes, Thisbe's body, then the
only question remaining is rt@g Thisbe reaches Egypt, kabameg éx unxavng
and mag she remained unnoticed!?®. To these questions Cnemon presents an
account of his knowledge - & yvwilw!?’- based on the testimony of a certain
Anticles'?’,

The third part of the Thisbe-tale is written in the letter she is carrying. In
it she congratulates him on Demaenete's death, but postpones the revelation
of the circumstances, 10 d¢ dmwg, until she meets Cnemon in person'?”. The
second part of her adventure, her captivity among the bandits, is only to be
expected since Cnemon and Theagenes (and the reader) have associated her
with Thyamis' victim. Once more the Cnemon-tale, either in direct or indirect
(letter) mode, manipulates prolepsis as its main narrative tool. Like tragedy,

in which the myth-plot is known in advance, the interest is built upon the

=7 1.5.4. This is probably 'the most surprising event in Cnemon’s world', as noted by Hunter, (1998) p.46.
=262

2283,

w283,

284,

=294, £xw yivyvookey AvtikA£oug TIvec.
= 2.10.1.
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details that lead to the outcome and are not meant to surprise; rather the
reader's amazement is to be centred on the interweaving of the different
threads of action that lead to the recognition of the dead body as Thisbe's, in
Cnemon's narrative.

It should be noticed that the identification of Charicleia's double with
Thisbe is not necessary for the development of the main plot'®. Besides,
Charicleia's voice is heard before the recognition of the body as Thisbe's!?!
and the reader knows from Thyamis' dream that she will not die!?2
Nevertheless the scene is well staged as a 'recognition’' process, as I will

discuss in the recognition part of this section relevant to Charicleia.

Cnemon as reader: syncrhonic storytelling

What Cnemon knows at the beginning of Calasiris' tale is that Charicleia
and Theagenes are alive and are somewhere on the way to Chemmis; he also
‘knows’, because he has been Thyamis' interpreter, that they are brother and
sister'?®3; the main narrative has tactfully omitted Cnemon from Theagenes'
central lamentation scene, sending him to fetch the torch; thirdly, he believes
that Charicleia's father will die, because he so interpreted her dream of her
blinded eye'?*. What Cnemon reveals to Calasiris is only the first clue, namely

that his 'children' are alive; then he asks for his payment, the full story.

=~ Hunter, (1998) p.42: ‘Cnemon’s story is neither irrelevant (particularly for Nausicles) nor totally sealed off from
the framing narrative’.
2252

> 1.18.2. The narrator informs the reader that this was the interpretation of Thyamis' desire, 1.19.1, oUtws avT@ g
enbvulag éim/ovpévq;.

1213,

2165,
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Calasiris characteristically replies to him that he has broken the narrative
stability, by wanting to know oufvoc kakwv kal tov ék toUtwV Boufov
amepov €t oeavtov kvelg!?. The emphasis on the movement - kiveig -
recalls Cnemon's opening lines?®®, and revises the idea of the narrative-in-
progress, contrasted with the narrative immobility that the first ending (the
recognition of Charicleia's Scheintod) has brought. From the new dujynua
Cnemon learns that Calasiris is not Charicleia's father, and that the two
beautiful young persons are not siblings but lovers.

Cnemon actively shapes Calasiris' narrative: because he knows that that
Charicleia and Theagenes are alive (and in the second part that Charicleia is
found), he takes all his time to listen to the most important details of the
Charicleia and Theagenes account, without focusing on the main point,
Charicleia's recognition. Firstly, Calasiris offers Cnemon a tale about
Charicleia's origins'?®’, which initially stirs Cnemon's curiosity; his most
characteristic intervention is when he comments on Charicles' twice-
embedded narrative, in which he expressed his curiosity regarding

Charicleia's origins:

UTTEOTEEPOV  AVIRs dyav dateBeic kal omep ol Pageldv Tvar mANYHv
eLANGOTES OTL O poL yvwvar p éEeyéveto ta kata v kdonv Tig fi mdOev 1

vV’ 'un Bavpdonc' einev 0 Kvijpwv: 'aoxdAAw yaQ kai adtog otk dkovoac,

7 2.21.5. On the irony about Charicleia's paternity see Hunter, (1998) p.48, note 34, In my view, Cnemon's fictive
interpretation is just a pretext in order to learn some information about Charicleia; and since the common way of

introducing a character is his name, place of birth, and parents, this is the most obvious question - after having
learned that they are Ephesians.

=% 1.8.7, KIvelS KAVapHOXAEVELS.
=" Discussed thouroughly in Anderson, (1997).
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aAX’ lows akovoouat’. 'drkovor) épn 6 KaAdogig!?s,

Calasiris promises Cnemon in a short prolepsis that he will 'learn’; but
the hasty Cnemon is unable to focus on one storyline and seeks the truth
elsewhere, in the small details and digressions that surround the main
narrative: the ritual procession for Neoptolemus, the hymn to Thetis, the
clothing of Charicleia and Theagenes, and even a small detail regarding

Calasiris' truth-like dream of Artemis and Apollo:

un GvaQ Ny 1) 6Yig adA” drap...&yw ¢ T& HEV RAAX TUVIEIV WG EWQAKELY, €I TivVag
d¢ avBodmoug 1] el Tiva YAV TagartéunieoBal tovg véovg Tolg Beoig didov
nrogouvv. kat 6 Kvipwv: tadta pév, édr, @ ndate, €ic Uotegov avtos Te Eyvag
€QElC TE TEOG NUAG AAAQ Tiva d1) Teomov Epaokeg EvdedelyxOal ool Tovg Beolg Gt
un evomviov NABov GAAX” évapyas édbav naav; 6V TQOToV, elTeV, @ TEKVOV, Kal O
gobog ‘Ouneog aivitretal, ot moAAot d¢ 10 alviyua magatoéyovotv: ixvix yao
HETOTUOOEV, (G EKETVOG TIOU AEYEL, TTODWV NOE KVNUAWVZ,

The text cites the Odyssey, un dvap Nv 1 o aAA” D™, when
Odysseus interprets Penelope's dream, foretelling to her - because of private
knowledge - the death of the suitors. Calasiris tries to add suspense to his
narrative, when he claims that he understood (once more, the term used is
ovviewv) but did not know (frtdoovv) to which place, land, and people he to
bring Theagenes and Charicleia. This is supposed to make his audience
wonder, where by whom and how this is going to be implemented. But

Cnemon again interrupts, requesting once more theatrical ¢évagyew rather

than epic inquisitiveness; hence he tells him that since he already knows the

2323
= 312.1-2.

=*Homer, Odyssey, 19.547, oUk dvag, GAA" Omag é00AGY, 6 tot teteAeopévov EoTal.
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answer to this question - i Votegov av1dg e €yvwg - he should focus on the
details of his tale. The question Cnemon asks about the todmog (note that
Calasiris repeats the formulation) of the divine apparition hints that Cnemon
is investigating in the wrong direction: instead of asking "how' they arrived
there he asks 'how' Calasiris can perceive divine apparitions. This is because
Cnemon too knows the happy end (that Charicleia and Theagenes are alive)
beforehand and he can guess that Egypt is to be its location.

Calasiris then in retribution teases him (kvnupawv®!) and offers the
Athenian two other Homeric couplets: this time he makes clear that,
concerning divine apparitions, ot moAAol d¢ 10 aiviypa magatéxovoty, in
other words that they tend to 'run by/over' the Homeric passage without
recognising the truth. On the other hand, Cnemon is doing a lot of 'running
around' in the novel as Jones has pointed out, but also, he is 'running over' the
main events of the narrative plot without respecting the constraints of
storytelling imposed by Calasiris'®2 In order to learn the truth, Cnemon asks
another 'overrunning' question, seemingly focused on the recognition of who
Charicleia really is but disrupting Calasiris' narrative line: he asserts that he
knows the word but not its meaning (oda v Aé&wv ... v Beodoyiav
nyvonka). First Calariris tries to give a short explanation, during which he

tries to convince Cnemon by changing the mood and the mode of storytelling

=" For the etymology of Cnemon's name as lower legs' see Bowie, (1995) p.271 and Jones, (2006) p.557.
== This is a more convenient interpretation of his name, than Bowie's Menandrean Cnemon. Of course both

interpretations exists and function in different levels of intertextuality. What I suggest as the etymology of Cnemon's
name comes from a close reading of the text.
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- o0¢ TO HuoTtkwtegov avakivijoag. The verb dvakivw, as observed before,
is used when a tale is introduced after a narrative equilibrium; here Calasiris’
new narrative expands on how wise men recognise gods'.

But Cnemon continues his inquires concentrating on the wrong part of
the narrative, the digression, and begs him not to pn nagadoapelv oe ToU
Adyou v akgifeiav!?; Cnemon's desire to learn Homer's origin is the result
of two previous hints in Calasiris' narrative, where he claimed that Homer
was Egyptian'®®, but not moAAdkic as Cnemon maintains. When he gives
such hints to someone who has been convinced that Homer is Greek, Calasiris
naturally waits for the interruption; it is as if he did not want to make the
digression autonomously, but needed Cnemon's intervention to break the
flow of his narrative!?®*. Cnemon's curiosity then generates the next digressive
narrative about the Egyptian-Homer, which, although Calasiris describes it as
£Ewpov1?, he is willing to narrate'®®,

What can be inferred thus far is that Cnemon is not reading for the plot,
despite Calasiris' efforts, by avoiding prolepsis, to maintain the effects of
suspense and of surprise to his tale. Cnemon as a reader/listener is not so

much interested in 'what happened next', which he already knows, but in the

=3.13.2, v 0¢ godol yvaoy.

3141,

2345 and 3.13.3.

" Note the flow images regarding Calasiris' narrative: 3.13.3, the interpretation of the divine apparitions is based on
Qel aotyvwTot as coming from ¢éw (olov Qéovtos év Tf mogeia); in 2.24.4, Calasiris too has been compared by
Cnempn to Proteus, ov xat avtov TEEMOUEVOV Eig evdouévy kal Qéovoav S GAAG ue TaQapEQeLV
TEWQWHEVOV.

7314, el kai EEwQov TO MEQL TOUTWY VUVE BldAapBavery GAN’ Slws akovoLg &V EMITEUVOVTOS.

=" Another occasion in 5.12.2, when Cnemon wants Calasiris to give a geographical aetiology for the tempests in the
[onian sea.
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small details of Calasiris' 'text' that he does not know. For Cnemon 'reading'
is a process of recognition but of a different kind: instead of patiently
collecting the clues of a 'synchronic narrative’, he interrupts and eagerly asks

for explanations, or anticipating affirmations.

Recognising Charicleia

Heliodorus' in medias res composition does not revert to the main
question of recognition encountered in his predecessors’ narrative forms. The
main questions remain: whether Charicleia is alive, where she is, and whether
she is faithful. However these questions are treated only in the very first part
of his narrative, before Charicleia's actual presentation by Calasiris. This is the
innovation that the Heliodorean narrative adds to the well-known recognition

pattern.

Is Charicleia dead or alive? A recognition tale by Heliodorus

There is no reason to worry if a character dies in the first two pages of a
novel since, in this case, either he is not the protagonist or he does not 'really’'
die. Therefore the Aethiopica’s narrative void at the opening rouses no
anxiety about the half-dead hero. Only after their first night in captivity,
during which Charicleia delivers her vague summary of their fortunes, can
the reader sympathise with the couple. In order to do so, he is given uncertain
pieces of information. The first is given in Charicleia's lamentation at the

opening. She offers a reivew of their past (and future) adventure:
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OTEQNOLS TAV OIKEIWV KAl KATATOVTIOTWY &AwOls kal BaAdaoowv pvoliog kivduvog
Kal Anot@v éni yng fon devtéga oVAANDIC Kal TuEdTEQa TV €V TElga T
TQOODOKWHEVA...EL HEV €lg Bdvatov avipoiotov, NdU 10 TéAog. el O€ ue yvwoetal
Tic aioyows, v pundénw undé Beayévng, &yw HEV dyxovn mEoAnYopar TNV

POV,

Cnemon is not present at the scene, so he misses a great opportunity to
learn their identity™®. Charicleia here anticipates the Thyamis-adventures and
claims that a happy end would be to die cwdowv without being 'known' to
anyone - yvooetai tg aloxows. The sort of knowledge that Charicleia here
envisages alludes to her virginity, but, in a second reading, it may also be
read as a programmatic anticipation of what follows: the recognition of
Charicleia as the chaste wife of Theagenes. The threat of a prematurely (un)-
Ndwotov end is not a real one since there are more pages to go.

On the contrary, these empty threats make clear that the narrative they
allude to is a novel, and cannot end with the characters’ death. This approach
is supported by the numerous clues that Charicleia gives: shipwreck, bandits,
virginity and purity’®!, that classify their adventure within the frame of a
mnovel'. All these, if not funnelled properly - meaning if sexual knowledge!s®

comes before the right narrative moment - will generate an early ending to the

tale.

- 1.8.1.

" Theagenes referes in the third person to the pewdkiov, who gave him the medicine for his wounds. Cnemon
enters on that very moment, immediately after Theagenes' remark and addresses him in the second person, as
someone who has overheard Theagenes' last words. 1.8.5.

-+ ' The theme of purity in Elmer, (2008).

“=Anderson, (1997) p.312: 'though this episode is brief, the accumulation of finely interwoven and complementary

erotic threads around this mysterious object makes an unusually concentrated and narratologically sophisticated
contribution to the novel's exploration of desire, sex, marriage, and chastity".
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Thisbe as not-Charicleia

Theagenes and Cnemon light their torches and start their descent into
the cave where Charicleia is hidden. Cnemon goes ahead, it seems, because he
suddenly distinguishes a dead body that he mistakes for Charicleia's -
although the reader knows that according to Thyamis' dream she won't be
killed. The question then shifts from 'whether Charicleia is dead' to 'how
Charicleia will be revived'. At this crucial moment of the recognition of the
dead body, Cnemon 10 te Aaunadiov eig v YRV kataBaiwv améoBeoes,
In the darkness, Theagenes starts lamenting over the woman's dead body,
while Cnemon goes back to fetch another torch. The torch here is a symbol of
recognition and will be reused at the end of the narrative, in the now famous
Heliodorean expression, Aaunadiov dpauatoc.

During Cnemon's absence, Theagenes communicates much information

regarding their adventure and his relationship to Charicleia:

TS 0UTWG akdEEoTog EQLviG TOIG T)UETEQOLG KAKOLG EVEBAKXEVOE... EV UOVOV AvTi

Tavtwv UTEAELTETO KAl TOUTO avrjomaotar kKeltat XaQikAeia3n,

Theagenes' lamentation is a mirror of Charicleia's previous lament. This time
Heliodorus' narrative presents us with the Charitonian formula nav-év: in
this context Charicleia, metaphorically, is the only reason for storytelling, not
the adventures. Theagenes tries to commit suicide, but Cnemon has removed

his dagger; at this very moment, in the dark, he hears a voice calling
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'Theagenes'. Cnemon returns with the torch and 'knows' - he uses the term
0ida - that he left Charicleia deeper in the cave®. The recognition of the
couples is accomplished and the narrative turns to the investigation of

Thisbe's murder:

1 d¢ v alnBac 1) OloPn kai ldog e TANCIOV EKTIETTWKOG EYVAQILEY GTIO TS
AaPric, & magd OV Goévov 6 BOvapig VO OvpoD Kal oTOVdNG EvaTéALTe i)

ohoryne,

The body is truly (&An0dg) recognised as not Charicleia but Thisbe, and
the emphasis on the verisimilitude of the recognition is meant to supplement
the recognition scene; what remains obscure for the characters is the
motivation for the murder. Thyamis' name reappears in Calasiris' resumé to
Cnemon, but he pretends not to recognise it, and once more, he circles around
the crucial information, keen to learn what happened before the events
known to him®™”. The review of Thisbe's murder is repeated much later in

Charicleia's summary to Calasiris in Book 6:

oloBa, eimev, we alYpHAAwTog EANPONV UTO TV POvkoAwV- €kel Toivuv Kal TOV
Ouauty EMNYAYETO TQOS TOV KT’ €U0V OO0V 1) DLOTLXWS oL TTIROTEIVAL DOKODTL
TV OYEwv W, Kat déog, el avalntovvtes évtvxoidev, pry odBeioav exeivnv
elval pe tavty Urrouvnoleic, TOv yapov 0v tote pot mEoTelvouEVoy mag’ adTow

dLekQovoauny emvoials eig €gyov ayetv Braontad'3es,
Charicleia reveals to Calasiris what has happened but of course she is

unable to decipher Thyamis' motivation from the murder. The only clue the

223,
26,
72257, ovveotdAn mdAw & Kviuwv domeg 1@ Ovopat tod Budpidos BANBeig ™V dkory, kai O uév
EXAQTEQNUE ClWANoAL TV £E7S EvEKEv.

B 69.6.

4.
L.
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couple's and Cnemon have is Thyamis' knife, found next to Thisbe's body; but
no one inferred that the prospective victim was to be Charicleia. This small
detail, which connects the plots of the Cnemon narrative to the main frame, is
precisely what the narrator allows the reader to know privately, as an
entrusted element (the Heliodoran term would have been &yyeilw®™?) of

recognition of the Heliodoran narrative technique.

Charicleia as Thisbe

After Charicleia and Theagenes split off from Cnemon they decide to
settle on a pair of recognition passwords, cOuPoAa d1 WV &mOEENTA T&
yvwptovpev madvteg kKat el xwoloBnval mote ovuPaivol paotevoouev
aAANAoLG. As recognition tokens Heliodorus provides a plenitude of
indications: first they will write their direction of travel on herms and the like,
but since their mutual love is not alone a sufficient proof'®!, Charicleia
proposes that they agree on body marks - the black ring on her arm and
Theagenes' Odyssean scar on his knee - and on passwords- Charicleia is the
Aaumag and Theagenes the ¢otvié™2 This emphasis on recognition tokens
suggests that the separation of the lovers is imminent. Indeed, soon after,
Mitranes captures Theagenes and Charicleia, sending the youth to

Oroondates and keeping Charicleia for Nausicles, who deliberately identifes

=** The verb is used for the transfer of Charicleia's narrative from hand to hand: to Thyamis (1.18.4, éyxewilewv
Taofévov and 10.37.2), Sisimithres to Charicles (2.31.4), Apollo and Artemis entrust the couple to Calasiris (3.11.5),
Charicleia to Nausicles (5.8.4); Nausicles to Calasiris (6.8.2), Tyche to Arsake (7.12.2, deouwras), Theagenes and
Charicleia surrender to the Ethiopians (8.17.3, trg Toxng &yxewolopévoue).

547,

552,

$MI55.3.
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her as not-Charicleia, but Thisbe, whereupon Charicleia colludes
(cuvédawve®?) in his plot and presents herself as Thisbe®™.

When Nausicles returns he tells Cnemon and Calasiris dntavta, among
other things how twa daveloav koonv we OloPny améAaBe®. The
description of the girl's amazing beauty makes Calasiris and Cnemon
recognise’® that this is not Thisbe, but Charicleia - note that Cnemon has not
yet revealed his information’®V. Immediately not-Thisbe is brought in and the
anticipated ka@a&meg oknvig dvayvwplopdg takes place’®®. The recognition
is simultaneous and mutual, and the main point is probably made by Cnemon
who realises that she is aAnBdc XapikAewx kal ovxL OloBn.

After the recognition Nausicles, Cnemon, Charicleia, and Calasiris
search for Theagenes at Chemmis, where they learn that he and Thyamis
might be in Bessa. At this point Nausicles and Cnemon drop out of the plot.

Cnemon gives an elaborate excuse for his withdrawal from the quest:

32 Cf. Penelope’s shroud with whom Charicleia is compared in 5.22.4. See also West, (2005).

4 5.8.4, OloPny éavtnv WHOAGYEL

% 5.10.2. Note the comic effect of the misrecongition of Charicleia as Thisbe by Cnemon: 5.3.3, (7] yago wg aAn8ax )
kot QloPn. Cf. to previous formulaic expressions of fallacious certainity.

#5111, 10 adoaotov kadAAog XapkAeing évvapllov.

{etéuvay) what is not appropriate for Nausicles to know; again the expression dnavra corresponds to a
substantial amount of hidden information. We do not get Nausicles's own reaction, since he decides to postpone it

{vtepBeobal kgivwv) and because they come across Mitranes’ soldiers, 6.3.1. This is the end of the recognition of the
Thisbe-narrative.

" 5.11.1; the recognition scene is reinforced by the use of similar expressions: év Bonvoig Eyiyvewoke; nAéov Thg
Wewoews aviewWols Anogovpévols

1%5.11.2; the Bude editors exclude [tov Kvnuwvog], although I believe his name should be mentioned because he is
the one who has misrecognised Charicleia earlier as Thisbe.
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7ol yéo todnwuas T 8¢ ue kai xen mdtterv; katalinw Xagiklewav ovnw
Qcaryévnv avevpnruiav; GAA& dewvdv, @ Y1), kal aBéuitov: dAA” EmecBadl pe xon
Kol ovvavalnrely; el pév ent meodAw TR e0Eéoel, KaAOV 1O poxOelv e EATdL
100 katoeBoew el d¢ ddnlov 10 uéddov kai nAéov 10 dvoyepés, adnAov mol

7ToTe Kal oTHoETAL Hot ToL TG ANG.

Cnemon drops out of the narrative when this becomes &dnAov, in other
words when the plot is not anticipated, according to his reading needs. His
opening lines with the direct questions - 7ot ya@ Toanwpay Tl 0€ pe Kal XM
moattewy - recall Calasiris' monologue, when describing to Cnemon his
impasse about his dream of Apollo and Artemis, and the equivalent reported-
speech questions: €ig tivag d¢ avOdmovg 7 eig Tiva yNv magareumecbo
ToUg véoug. But as I have already discussed, Cnemon strongly disapproved of
apparent rhetorical questions like these, since Calasiris knew what had
happened then. However he adopts Calasiris' pretended impasse in order to
deliver his a priori decision: not to follow the second quest for Theagenes. In
fact, Cnemon drops out precisely because he is afraid of narratives without
closure, just as he is afraid of the crocodile's shadow'. What he chooses
instead of the Theagenes and Charicleia is the final chapter, already

anticipated, of Aristippus' exoneration®32.,
Cnemon's refusal is supported by Nausicles' practical argumentation,
his presentation of his own reasons that forbid him to continue the quest. In it

the businessman welcomed the guests in his home, told them that they could

#6.1.3, (Calasiris teases Cnemon), ov Ovopatd ool Hévov dxoudpeva o1 ¢ kal Bedpata tov év Toot kal &ded
taaxov éuPaAAeL. The crocodile incident underlines Cnemon's fainthearted behaviour.
1294, xal eig 165 ABMvag Eravayaywv Aboauut KEV TAG KAT& TOD TaTOg VTovolag Te xal altiag.
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share everything with him, but that he would be unable to follow them in
their quest. Charicleia's eye, which is keen to perceive 'amorous’ feelings,

interprets the scene rightly:

1] 8¢ XapikAewx v e Kvrjpwva €k moAAGv fdn ovppdAdovoa tov NavatkAéovg
¢l 10 Ouydtoov Emtonuévov..kai tov NavowAéa mog t@v U avToL

AexBévtwv ovveloa WG ATHEVE YEVOLTO AV TO KTO0G 2,

Charicleia's deciphering of the situation - the terms used are the ones used in
the previous recognition scenes, cuuBdAAw, cuvvinue - allows her to read
behind Cnemon's all too long monologue. The main point is that, just as
Calasiris knew beforehand how his tale would evolve, Cnemon, knowing that
Nausicles agrees to the wedding, presents Charicleia with the de facto
answer, after having her ponder for a while in uncertainty. Charicleia's
reading of Cnemon's intentions also illuminates the reason why Cnemon
withheld the 'spicy’ information regarding Thisbe, who happened to be
Nausicles' lover, and why Nausicles decided not to push the Thisbe
recognition plot further.

Without their friends and once more disguised as beggars Charicleia
and Calasiris leave for Bessa; the reason for the disguise is so that Charicleia
will not be recognised by Thyamis. From Bessa they arrive in front of

Memphis' walls where the big recognition scene between the couple takes

place.

The bipartite recognition scene as a dramatic episode in the story of
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Calasiris and his two sons and in that of Charicleia and Theagenes has been
discussed in Part 1. Here I would like to emphasise the use of passwords that
the couple have set previously. Charicleia recognises Theagenes, but the
handsome Aenian does not recognise the woman dressed in rags; moreover,
Theagenes is so absorbed in Calasiris' recognition scene that he does not have
time to play his own®. This is a stunning meta-theatrical scene, in which the
inset audience becomes the audience of another's drama, and forgets to play
his own part. Charicleia then whispers the recognition-words, which have
been prepared for that precise scene: @ IT0OLe, oVdE ToOU Adpmxf)iov
uéuvnoai®; The mention of the torch, the Aaunadiov, associates this scene
with the previous one (Thisbe as not-Charicleia) and inscribes it in the
recognition progression of the Heliodoran narrative. Theagenes needs to

make a conjecture in order to recognise Charicleia:

0 Ocayévne womeQ PéAer t@ ONuatt PANOEls Kal TV OVYKEWEVWY AVTOLG
ovuBoAwv 1O Aaumddlov yvwicas, évatevioag Tte Kal Talc BoAaic Twv
opBaAuwv g XaguwAeing @omep U dxtivog €k vedwv  dattovomg

katavyaobeic, meQlEPAAAE te kKat EVYKaAILeTo™D.

Theagenes needs to go through an evaluation of the tokens: the
beloved's eyes and the torch. The assimilation of Charicleia to the torch,
which is her symbol, is developed in the description of her dazzlng eyes. Just

as Cnemon's torch illuminated Thisbe's identity, so Charicleia's eyes make her

10~

7.5
#4551 has ITuBwog and Mubis, not [TVOIoG, as here in 7.7.7; equally their password is the Aaumdg, 5.5.2, not the
Aaumadiov. Nevertheless these are passwords because of their content and this incosistency could be due to

neglection of the author (or one of the transcribers).
BB 7.7.6.
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identity shine. Charicleia is the novel's main object of recognition and the

thread of the recognition plot.

Who knows what mepi XagixAeiag

After the couple's recognition scene at the beginning of Book 7 all that
remains to be identified is Charicleia's origins. Whereas the Charicleia-
Theagenes recognition has already been prepared from Book 1 with the
setting of passwords, the Charicleia-Persinna recognition has been prepared
before Calasiris' arrival at Delphi. Both recognitions are well prepared and
belong to two different parts of the novel.

The couple's recognition, strategically placed at the beginning of Book 7,
may be a hint at the other novels, of which two have the standard
Cyropaedian number of eight books and a third, Longus, half of them!*?. The
recognition scene may be an indication that at this stage the novel has or has
almost reached its generic téAog, the reunion of the couple, but that
Heliodorus' remaining books point to a much more elaborate and painstaking
happy end. Indeed, as I have shown in the relevant Iphigenia chapters¥,
Heliodorus has staged a detailed dramatic recognition of both Charicleia and
Theagenes on the sacrificial altars of Hydaspes. Instead of adopting the
couple recognition, the narrative manipulates the epic-Odyssean convention

of the narrative as a prolonged recognition-process, while it makes the closure

% For the separation into eight books in the Cyropaedeia, biography, Philostratus' Apollonius and the novel see
Bowie, (1978).

7 C. current document pp. 259ff.
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more dramatic by setting it in the Iphigenia context.

What I want to discuss here is tﬁe information relevant to Charicleia that
each of her adoptive 'fathers' has and how this explains Charicles’ appearance,
'the final rabbit in the hat®®', at Meroe, and also explains Calasiris'

disappearance from the final act.

Charicles' version

It has been argued by Winkler that the charlatan Calasiris tricks
Charicles into believing that his daughter needs 'exorcism' for the evil eye, in
order to get his hands on Persinna's band. But this is not the entire truth.
What the priest from Delphi knows from Sisimithris that the girl has been
exposed, that she seems to be a child of higher social class, given the amount
of precious stones that come with her, that the silk waistband has all her tale
and that Sisimithres has hidden her for seven years, deloag ur ¢wtioBein ta
kat avtv*®. Charicles knows that Charicleia is an extraordinary child from
an extraordinary background, which he cannot discover because the evidence
is written in ancient Aethiopian.

Charicles also knows what Apollo has foretold him, something he recalls

only the day of Charicleia's 'abduction:

oUVINHL YaQ @¢ £k Bewv Unvidog Tautnvi Tivw TV dikny, v &£ olmeg g o
adutov awl mtageABwv eldov 0dBaApolc & pr) Bépg 0 Beds pot meoeinev, &ve’ @v

OL TTQOOMKOVTWS €100V TG TV GATATWY Oews oTeQrjoeoBanls,

32 Lowe, (2000) p.256.
2313,
Y4193,
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Charicles recognises (cvvinuu) that Charicleia's abduction is divinely willed;
like Teiresias, or Actaeon, Charicles has looked inside the temple dwoi, not at
the right moment. As a punishment for his curiosity Apollo prophesies to him
that he will lose his loved ones; after his sufferings, mdvta, which Charicles
summarises in his speech in front of the Delphians, XapikAewx povn is his
only consolation!.

This incident highlights another aspect of Charicles' personality, his
inquisitiveness, which comes out in his encounter with Calasiris. What
Charicles wants the Egyptian priest to do is to convince Charicleia dix codiav
Tva kal yya..nj Adyoig i} égyols yvwgioar Ty €éavtng GLOY Kal 6Tl yuvn)
véyovev eidévar®®?. For Charicles the recognition of Charicleia is twofold:
first to recognise her 'mature’, secondly to recognise herself as a 'woman'.
Thesetwo points, nature and womanhood, may coincide but they may be
different too; ¢voIS can be interpreted as womanhood but also as origin,
ethnicity, and human nature®®, If I am right on this, then Charicles has hinted
to Calasiris the existence of the silk waistband, in order to increase his
curiosity and make the Egyptian 'read' and reveal to him Charicleia's origins,

or her ouolg.

Charicles' talent in withholding information is shown once more during

4129,

R 2.33.6.

(1) For ¢row as related femininity/womanhood/maternity in 4.21.3, yvvaikes avdgetdtegov TG Pvoews
€oQovnoay; 7.21.2, yovaika opoiav oot v $pvowv fAénoag; 9.24.8, 1 prrowa Gpvowg; 10.29.4, 1 pnroga dpootg o
Buyateos kai to BAAL ovuralig 1o TTalopa 10 yovaikeiov oldev. (IT) For oo as ethnic characteristics in 2.17.5,
(Cnemon on Thermouthis) ¢pvoet te aBéBatov kai Anotoudv kai dvoeow o fBog; 3.15.1, (about Homer) wg
Arvatoy, xai 10 s pUoews vregéxov; 9.19.5, Atyvmtion..dvoet te TAfuoves; () on human nature, as character,
541, waxa b€ mov xai s avBedrwv $pvoEws; 6.15.1, nagavopoboay cig TV dvOQwmelay Pvawv.
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his plea to Hydaspes'3*:

6 moeoPovtne (v 8¢ doa O XaQwAng) ta uév alnbéorega tov yévoug 1ng
Xaoukelag anékoumte Py mn dQar KAl katx TV QUYNV Ekeivng TV Avw
nooadavioBelons méAepov ka®’ éavrov meds twv aldnboc  yevvnoaviwv
¢romdontal dtevAaBovpevog, Eetifeto d¢ fmTéuvwv & undév éfAante, kal

EAeyev,

Thyamis has revealed dmavia ta megl v Ovyatéear® to Charicles.
Charicles, who wishes that the recognition should not take place yet, comes at
the right moment, not to prevent the recognition of Charicleia as Hydaspes'
daughter, but in order to recognise, above all, Theagenes as Charicleia's
vupoiog; hence although he appears to withhold deliberately the crucial
information his words contribute to the opposite: Charicles' entrance, while
blaming the charlatan Calasiris, whose action is only known to Persinna,
explains why Calasiris had to leave the scene before the ending: had Calasiris’
been there, Persinna'’s lack of cwdooovvn would have been exposed, since the
narrative would appear to have been the not the result of Providence but of
careful manipulation; besides, unlike Cnemon, Calasiris already knew the
end, because of his divinatory powers. While then the reader is made aware
of the careful weaving of the different strains, the characters are not. The

narrative is, for the inset audience, on the verge of confusion and for them

% Morgan, (1978), discusses Hefti, (1950) and argues that the inconsistency here should be read as an example of
Heliodorus' narrative technique, i.e. to postpone and to complicate the solution of his plot until the very last moment;
this narrative aims results in the ‘sloppiness of his writing’ (vol. 2, p. 522). I think Morgan is dismissing the clues that
Charicles had after his encounter with Sisimithres and that he stresses the amount of information he received from
Thvamis; however we are never given Thyamis' review, but we are given Sisimithres' summary. In support of my

argument see Lowe, (2000) p.257, who argues that Charicles learns everything from Thyamis.
#5510.36.1.
5+ 10.36.4.
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more information is provided.

Sisimithres' intervention comes at the very moment when Charicles'
censored narrative has broken the illusion of the providentially guided
reunion of Hydaspes with his daughter, the crowds are confused, and
TAVTWY OVYXLOLG EYEVeETORY:

O ZiowiBong d¢ ént moAL dagkéoac kai ndldar ta Aeydusva xai mpartoueva
vvwpiCwy, elg O akQpec d¢ mepleABelv T Pavegovpeva TEOS TOU KQEITTOVOG
avapévwy, meooédoapé te kal Tov XaQikAéa TeQLeMTUO0ETO, Kal 'o@letal ool N
vouloBeloa kal maQ’ MUV éyxeprodeioa mote Buydtng, éAeye, Buydtne alnbws

ovoa kal eVQEBELTA WV YIVIOOKEISHH',

The editors of the Budé text note at this point that 'Héliodore a commis
une inadvertance excusable®'. This is not true; in Charicles’ speech to
Hydaspes we already know that he has hidden & épAante and delivered &
w1 épAamte. Charicles knows the truth from Thyamis, but even before that he
is given enough clues to guess that the girl given to him is not an ordinary
girl: Sisimithres decided to give the girl to Charicles because he gave him the
impression of being ‘EAANViKOV ¢ Sy,

Charicles' Greekness, according to Sisimithres, is seen in his interest in
travelling™! and his curiosity about natural sciences, since he is gathering

OVAAa kal QlCag v Tvdikawv kal AiBomikwv kal Atyvntiov?, There is

©710.37.3.

©10.37.3.

“* Rattenbury, (1935) p.123, vol.3.
2315,

~¥12.29.2 (Calasiris), 1jABes yég wdxeioe; 10.36.5, (Charicles about Syene) AABov yig kakeioe. Cf. Homer, Odyssey,
6.116, (Odysseus to Nausicaa about Delos) 1ABov yép xai keioe. It is not fortuitus that the priest of Apollo at Delphi,

who, like Odysseus has searched the world for his daughter, alludes to a passage concerning Delos.
2230141
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wordplay on ¢pUAAa (meaning plants) and ¢GuAr|, $pDAov (meaning tribe,
blood descent), and on the double meaning of ¢ilag as both root and origin,
on Charicles' interest in plants and his interest in Charicleia's origins.
Sisimithres goes further, presenting him with precious stones; the next day his
hopes to learn more about Charicleia's origins disappear along with the
Ethiopian ambassador, who had to leave the country because he proposed
that the satrap should keep away from t@v opagaydelwv petdAAwV wg
AiBomia oo KOVTWVIH#E,

But Charicles had just aqured the most precious pearls, whose whiteness
stands for Charicleia's, and of sapphires, whose blue colour intensifies the
impression of the emeralds, which are given a lengthy ecphrasis®*. The
almost political scandal initiated by Sisimithres (which made his flight
compulsory) indicates to Charicles the origin of the girl, which, like the
emeralds, could have been a political scandal; Charicleia, like the emerald
mines, is an Ethiopian possession, she mpoonket AiBionia. Charicles then has
enough evidence to fight against providence and to search out the girl's
origins. Being Greek, and curious, he is no less important in determining the
plot of Charicleia's novel, than Calasiris and the all-knowing Sisimithres (all,
but Theagenes' existance), in order to confirm that nothing in the Aethiopica

is left to TUxm, and that everything has been well anticipated. Narratorial

432322,

% 2.30.3. For the precious gems see Laplace, (1996); for the ring as an allusion to Longus Bowie, (1995). Also for
Charicleia and the engraved amethyst see Hardie, (1989) p.28-29. Recently Elmer, (2008) p. 423, argues that 'the
ceicure of Charicleia match the abduction that open Herodotus' Histories.
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providence is completed with Charicles’ recognition of Theagenes as
Charicleia's fiancé, which is the summit of the Heliodoran composition, the
AQUTIEDIOV TOL DQAUATOG .

There is a final point, which is not justified by the plot: at the end of
Book 4 Charicles was left lamenting over his fortune and the harsh divine
punishment for his curiosity, when Calasiris encouraged him to chase after
the rapist: why? One explanation could be that Calasiris wants to buy time for
the couple's escape, while creating confusion, since at this stage the couple is
hiding at his place; Charicles and the Delphians are at a loss, ayvola d¢ twv
veyovotwv kal aunxavia twv moakTéwvi#®, At this stage broadly by
Charicles' lack of information the plot is at an impasse; however Charicles’
decision to object to divine will, Apollo's oracle, indicates that human, and
narratorial resourcefulness can be successful, provided there is a clue:
Charicles knows 1tic O TOV BaQLV 1TOUTOV ETMEVEYKWV TOAEUOV
EVIVWOTKOUEVT,

Charicles' unique clue is Theagenes, and it is Theagenes whom he
recognises at the novel's end, next to the Ethiopian sacrificial altars. Like the
good reader, Charicles, in the midst of confusion, uncertainty, and partial-
truths, has never lost his hope in that one clue, which ultimately led him to

the recognition’ of the whole plot. Charicles’ detective reading skills account

#4210.39.2. Cf. the inset audience recognises the truth gradually: 10.38.7, eic vmévolav 1wV dANB@v EABAGvTEG.
24191,

474193,
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for the naming of the protagonist®, since the plot is generated by the
inquisitiveness of the Greek priest, as Sisimithres had already noticed at
Catadoupoi. Hence, after Charicles, the name of the story is about Charicleia:
the Aethiopica then appear to be the result of the imaginative curiosity of one

person, Charicles.

Partial conclusions

The above analysis of the recognition scenes and of the narrative

recognitive strategy leads to the following observations.

Plots of recognition

First, the novel, like the Odyssey, seems to be patterned on a
consequential recognition scene pattern, in which the heroes are separated
and reunited after some adventure-time has passed, at which stage they find
each other faithful and chaste!®. The shape of this narrative, which
corresponds to my definition of myth as du]ynoig, is characterised by strong
authorial and/or narratorial (by each of the internal narrators of retrospective
accounts) manipulation of information, which can be summarised in the
formula (ov)...navta-udvov; withheld information is revealed gradually and
each step is presented as if it were the full truth. The final recognition of

course reveals the full dAnBeia of the novel's narrative.

Therefore, the recognition, at the level of narrator-reader, is well

> We never learn what name Persinna had thought of giving to her child; she addresses her only as 'daughter' 4.8.1,
Meoonvva Baclhooa AiBiomwv 1) 6 t1 0 kAnOnoopévy Kal uéxet pévey wdivwy Ouyarol.
*** The discussion of the Bakhtinian chronotope in Branham, (2002) p.166.
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structured, giving unsurprising, premeditated and anticipatory indications
via oracles, dreams, and authorial hints, and leaves no space to TUx1 as a
subversive creator of the plot. In the novel's wor(l)d Ty is just the pretext
that justifies the liberties the author takes with his fictive material: if nothing
of these events happened, and I (the author) happen to have invented them,
then, the only reason behind this perfect plot is TOxn; in other words Tuxn
replaces the liberties that the Movoa allowed the epic poet, although the
novels' plots reflect a close control of the information that is at each point
disclosed. As noticed by Lowe, 'only gods and playwrights can get away with
creating a universe so unremittingly purposeful’',

The aAnBeia of this recognitive plot, which is full of unbelievable
coincidences, is contrasted not only with the myth of the novel as narrative,
myth! but with the plausibility of myth qua tale from mythology. This is why
it is seconded by many references to the veracity of the information given: the
‘true’ story of the novel is revealed after a well defined process of near-truth
situations, which are often introduced with the formulaic expression vOv
aAnBawg and which develop into false-recognition scenes, until the very end,
when the full aAnOela is revealed.

The persistence with which the novels describe every recognition scene
as 'truth-like’, and moreover, the occasions on which, also in Longus, the

recognition scene is opposed to myth!, may give a hint towards the

% Lowe, (2000) p.258.
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understanding of myth™ not only as a narrative, but also as a truth-like
narrative and/or myth!-(un)like narrative, hence fiction. Myth™ is then the
main myth of fiction in the Greek novels, or, in other words, the recognition
process from untrue events, to partially true events, to fully true events which
are yet uvfowc dpowx events, is the literary path that may indicate the

transition from myth to fiction.
The husband-wife reunion theme

Novelistic couple-recognition scenes

This recognitive pattern, as I call it here, does not need to be based on
the Odyssey as such: novels like Joseph and Aseneth, Sesonchosis(?), and
those of Iamblichus', or Xenophon do achieve their ending through a wife-
husband recognition scene, but this does not mean that they are echoing the
Odyssey, rather they rework the common, folk-tale, motif of the happy
reunion of the husband and the wife. If one can take Xenophon and J/&A as
examples for the genre as a whole, so far as this is possible, it can be inferred
that the novel's narrative aim is a reunion/recognition which has to be mutual
and equal and for which both partners' chastity is required'®?; similar mutual
couple-recognitions are presented in all the novels, although they might not

always be placed at the very end.

However, in all the novels the central recognition motif is that of the

% Doody, (1996) p.77.
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girl's chastity, and (if she is a virgin) of her virginity, which enables her to
marry her beloved. The inventiveness regarding the final virginity test

indicates that triumphant chastity was the main object of recognition.

Odyssean recognition scenes

Some novels, like Chariton and Heliodorus, make explicit use of the
Homeric epic as a reference text: so the final reunion scene of Chaereas and
Callirhoe is underlined by citing two lines from Book 23 of the Odyssey, and
the different Homeric allusions in Heliodorus allow all his characters to
display Odyssean characteristics and are of course supporters of chastity;
indeed the Aethiopica alludes to the end of the Odyssey, since it develops
over a timeline of thirty-nine days, in contrast to the 40 of the Odyssey, as
Lowe has observed?2,

However, even on these occasions the couple’s recognition scene is not
Odyssean but 'generic’ to the novel, and is (almost) simultaneous,
symmetrical and impulsive. Charicleia indeed uses 'signs' to attract
Theagenes' attention, but this is because he is very absorbed in another,
simultaneous recognition scene, that of Calasiris and his sons. It is also
interesting that Heliodorus did not choose to finish with the couple's
recognition scene, but crafted a well prepared parent-child reunion, which

makes use of the Odyssey, especially in Charicleia's careful revelation of her

= Lowe, (2000) p.244: 'no doubt by invited accident rather than strict calculation; Heliodorus has nevertheless
brouth his novel in at a day below the chronological budget of the Odyssey'.
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identity, but the setting is not Odyssean, but rather dramatic, that of the two
Iphigenias.

Moreover, these quasi-Odyssean recognitions are conscious comments
on the Odyssey's structure: in Chariton's ending with the couple’s reunion
(plus the return narrative and recapitulation) and in Heliodorus' thirty-nine
days-span, the mépag, of the Odyssey is set at 23.296, and not at the end of

Book 24, following the views of Aristophanes and Aristarchus®.

Other recognition scenes

Longus indeed provides us with an almost non-generic recognition
scene, that of parents and children. But as I argued the recognition material in
the Pastorals develops through the same technique of withholding,
anticipation, and disclosure as in the rest of the novels and its object is not the
social reinstatement of the couple (who return to their pastoral duties) but
Chloe's virginity; this is why, I believe, the novel closes with Chloe's first

night, after the short prolepsis about their future married life.

Characterisation

Odyssean allusions and Penelopean chastity

Whereas not all the novels make use of the Odyssey for the reunion-
recognition pattern, (almost) all of them, except Xenophon, allude to it out of

the need for characterisation. In all the extant novels Penelope is the model of

% Dindorf, (1855) p.723.
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the perfect wife and the embodiment of female cunning and chastity. The
preoccupation of the novels with faithfulness and chastity, which are not
compatible with the adventurous Helen-plot they adopt, makes Penelope a
point of reference for characterisation. Nevertheless in the novels the
Penelope-figure is not always chaste.

Callirhoe, although faithful to death to Chaereas, uses her beauty to
conceal her pregnancy. In doing this she is presented in the liminal
mythological space between Helen, with whom she shares beauty and an
unsettled life, and Penelope, whom she becomes only near the end, after
resisting Artaxerxes' advances. Anthia is faithful and chaste to the very end,
and there are no allusions to the Odyssey at all, so her characterisation could
be interpreted as belonging to a standard novelistic portrayal of the heroine as
stunningly beautiful and amazingly chaste. Chloe is not compared to
Penelope, but to Helen, although her only unfaithfulness is her kiss with
Dorcon. But the Penelope characterisation is subverted when applied to
Lycaenion’s case, presented as Phaedra using Penelopean-Helen wording.

Leucippe is not explicitly compared to Penelope and although chaste is
not very cunning, at least when compared with Callirhoe and Charicleia; her
disguise as a beggar might indeed rather recall Odysseus, trying to confirm
Penelope's faithfulness. However, the third woman, Melite, is like Lycaenion,
a Phaedra with a Helen aspect who manipulates Penelopean words. The side-

plot with Thersander in the role of Odysseus, and Cleitophon in that of the
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suitors or of Penelope, is an exquisite piece of mythological parody just like
the chastity test, which Melite-Penelope passes successfully. Only the
Aethiopica make an explicit connection between Charicleia's wit and
Penelope's chastity, whereas her rival, Arsace, is depicted in clearer Phaedra
colours.

Penelopean characterisation then, although it does not interfere with the
development of the various plots, is essential to maintain one of the major
recognition goals of the novels, chastity. However, the examples of AT and of
Longus prove that the heroine does not need to be Penelope-like in order to
be chaste and faithful.

Of these three functions of the Odyssey - plot as a dt’ 6Aov avayvaoloLg,
reunion of faithful husband and wife, and Penelopean characterisation - the
most important, for the novels which I have analysed here, is the first, and it
does not need to be a direct reworking of the Odyssey. Besides, the
eponymous Homeric poem, which navigates among different cultures,
languages, cities, peoples, and ways of thinking, the novel is probably the best
example of literary hybridity and cosmopolitanism.

Finally whereas the Odyssey ends in closural uncertainity, if we
consider Book 24 as introducing the Telegony, all the novels have a precise
closure to their narrative; the means to bring the novel's narrative to an end is
precisely the recognition scene, which is the narrative landmark of the end.

Had Hippothous not recognised Anthia, in Xenophon she would have been
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moved from one suitor to the other endlessly; Chariton makes the point by
making Aphrodite 'end’ the continuous partial-truth plot with a solemn
recognition; above all, Heliodorus manipulates all possible means to prolong
and intensify his ending of epic dimensions. All narratives have to come to an
end, to reveal the amogonta, while in between they have navigated a

TTEAaYog AdywvI®,

 Plato, Protagoras, 338a; of. 5.1.3, v dujynow eig méAayog dvrewe adeig.
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Final Conclusions

Zadig a genoux adora la Providence et se soumit.
L'ange lui cira du haut des airs, 'Prends ton chemin vers
Babylone'. Ibid. chapitre, XX.

To Babylon!

I have examined the different meanings attributed to the word ut6og in
the Greek novels and put forward three different interpretations. Here I will
discuss briefly the outcome of this tripartite categorisation and simultaneously, I
will try to present some side effects and conclusions that may derive from this

study.

Mpv6Boc as a tale from mythology

Firstly, pv0Oog is a tale from mythology, characterised by its unbelievable,
fictional content. The novels, although often compared to mythology,
nevertheless distinguish themselves from it, and especially in respect of the
content of (by then canonical) Greek myth. The opposition is all the more
obvious in the discussion of love: whereas in Greek myth love often leads to
death, passion is equated with lust, and disaster awaits even the most romantic
lovers, the novel presents a literary world in which love is positive; in the
novels, although the heroes are often compared to traditional mythological

figures, they do not share their fate. This is also true for the intertextual, and
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structural, affinities of the three myths studied here, those of Helen, Phaedra,
and Iphigenia. Classical myth is then used intertextually to blur the 'ideal
expectations of the novel's readership, to promote suspense and fear, but it
never subverts the happy ending of a novel.

Different, more classically-based, readings of Greek myth can be found in
the works of the Second Sophistic I have studied here, which, despite their
critique of classical tradition and occasional subversive reworkings of it, like
Lucian's Stratonice and Apollonius' Timasion, in general tend to adopt a
relatively conservative view of Greek myth. It should be observed too that the
more subversive reworking of Classical myth in the works of the Second
Sophistic tend to relocate the the Greek myth in a non-Greek, and often Near-
Eastern, setting; the novels too mostly set their subversive reworkings of
classical myths on non-Greek soil.

However, it is impossible to argue with confidence whether the novels'
approach is influenced by these few subversive writings of the Second Sophistic,
or, whether they are influenced directly by non-Greek sources, especially given
that at least two amng them, lamblichus and Heliodorus, clearly present
themselves as non-Greeks; note also that the narrator of AT is also a non-Greek,
a Tyrian. It is highly likely that the novels echo a more general trend in literary
hybrids, of which the most pronounced manifestation is the Joseph and Aseneth

novel. If this is the case, then one could argue that although the ideal Greek
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novels often maintained the pattern of classical myths, their content was
nevertheless, influenced by non-Greek material, which is responsible for the
new, 'ideal happy ending, and which may be located in Near Eastern lore. Love,
fidelity, and marriage were the proeminent ingredients of Egyptian, Indian,

Persian, and other storytelling.

Mv6Boc¢ as dramatic plot

Secondly uvBog is a term used for plots: it characterises the different
episodes/ chapters of the novels, which I have discussed under the names of the
three major dramatic models for the novels, the Helen, the Phaedra, and the two
Iphigenias; of these the Helen and the Iphigenias are chosen because of their
close relevance to thé novel's exotic setting and 'happy ending’; even when it
comes to the 'less ideal' Homeric version of the Helen story and to the Phaedra
myth, the novel imposes its own, positive reading on its classical predecessors,
offer, just as is the case in the treatment of myth as a tale from mythology, while
it maintains the dramatic opportunities that the variations of the relevant
drama-plots offer.

These patterns are structured around motifs of retardation and of motion,
although, because of their theatrical quality, motifs of retardation prevail, as
these incidents are staged as if in a theatre, and hence are composed as if they
were static. The alteration between the different motifs is what creates suspense

and tension, and it is what maintains their interconnection as patterns.
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Nevertheless, the relevant pattern may exist even without allusions to
these dramas, and this indicates that the pattern of the novel's components is
not a result of intertextual influence from the above dramas, but that the
reception of canonical, by then, literature reshaped already existing material.
The main domain in which Greek influence is visible is the number of stage-
terms, and related terminology. Indeed, these components are characterised by
pronounced and conscious theatricality, both on the part of the author-narrator
and on the part of the characters and their inset audience: in other words the

novel's cast sometimes 'consciously’ acts as if in a play.

MvU6Boc¢ as narrative

Thirdly, poBog is the term used to express the large-scale recognition
thread of the novel's narrative, the novel's master dujynoic: this category of
myth is what connects the different chapters of the novel together, it is what
gives the narrative the impetus to move on, it is what it keeps up the reader's
suspense until the very end. This notion of myth is structured around the
recognition not only of the heroine and/or the hero, but around the revelation of
the narrative strategy adopted by the narrator in order to achieve the obligatory
final recognition.

The importance of authorial control of the manipulation of the recognitive
process of the novel is crucial for the understanding of the novel's myth. The

different, seemingly random, episodes of the novels - myth" - are not mere
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coups du hasard, or, as they tend to be presented in the novels coups de théatre
staged by a ¢LAdkawvog daipwv, who is pleased by the reversal of fortunes.
These dislocated dramatic episodes, if read through the recognition thread of
myth™ can be fully deciphered as necessary requirements of the larger well-
articulated plot; Callirhoe's closing prayer to Aphrodite, Anthia's and
Leucippe's courage until the very end, Habrocomes' faith even after having seen
Anthia's grave, and especially Charicleia's and Hydaspes' weaving of the final
recognition scene of the Aethiopica, show that not only the external reader, but
also the internal readers and actors in the Greek novels, are able to decipher the
narrative as the product of a literary Providence.

Rather than being the victims of a capricious Tyche, a novel's cast of
characters is able to create, via recognition, the meaning of their adventures,
they are able to control the development of their itinerary, and, to the degree
that this is possible, to shape their lives and to narrate them coherently. Unlike
Frye's, Reardon's, and Pavel's view of the Greek novel's heroes as the isolated
victims of a capricious fate, I tend to believe that the novels, on the contrary,
present a positive understanding of the world of words, and maybe of the real
one as well. As Claude Moatti has demonstrated identity in the Empire was a
flexible notion'*», and people could move easily around the Mediterranean,
while they were able to acquire more than one identity. The novel's protagonists

are also given more than one identity, and this is evident at least in the three

“%* Moatti, (2004).
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basic mythological models discussed above: Charicleia is Helen in Egypt, and
Theagenes is Hippolytus at Memphis; in her homeland Charicleia arrives as
Iphigenia, in order to be recognised as the princess of the Ethiopians. The world
is big and confusing, but its happy ending is there for the taking by the good
and perceptive readers.

The high improbability of the coups du hasard, which is characterised by
the (often dramatic) exaggeration with which these events are presented (e.g.
Leucippe's triple escape from death), is a sign that these plots should not be read
as 'real' (historical) accounts but as signifiers of a more ample content that can be
summarised as follows: although misfortunes are common to human beings, a
happy ending is not impossible and it depends on the personal reading of a
given plot. In this context the novel's stories are to be understood as truth-like
poOot. This last use of pvOog has affinities not only with the narrative but also
with pvBog as 'a tale from mythology', to which it is often compared because of
its apparent mendacity and/or fictiveness. This use of pv0Qog is probably closer
to our modern term 'fiction": a false narrative which nevertheless presents itself
as 'truer than true' and whose fictionality is understood not by the novel's cast,
but rather by the reader, or the inset 'ideal' reader, who, like Cleitophon's

companion, is willing to listen to a tale el kat pvOoig éouwke.

Is then the novel really the missing link between classical myth and

modern fiction? Given the few samples a positive answer would be speculative.
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However, if we repeat the question with respect only to the plots of the ideal
Greek novels then a possible answer could be that the plots of the five Greek
novels are proof of the transformation into a myth of a genre that had the
potential 'simply' to be fiction. Just as 4" century drama, and especially that of
Menander, instead of taking advantage of the marginalisation of the traditional
mythological subjects, rendered its own, fictive, plot into a highly stereotypical
plot, that of New Comedy, so too the ideal novel, despite or because of its
reworking of the previous mythological tradition of epic and drama, resulted in
a highly formulaic pattern in which everything was anticipated, and in which
there was only a small place left for surprise.

My analysis of the recognition process of the novel's dujynoic has
demonstrated that almost no, or very few, incidents are not foreshadowed in the
narrative; hence, just as in classical drama where the audience enjoyed not the
story, but 'how' each tragedian presented his own version of the traditional
myth, so the novel's readership is continously invited to observe the variations
on the stereotypical motifs and patterns of the genre, one example of which is
Xenophon's triple death of Anthia and its imitation in Achilles Tatius.

Greek novels are not read for the plot but for the plotting; by this I mean
that, unlike modern fiction, they seem to invite a reading not about 'what
follows' or about 'how all this will end' but about 'how the happy ending will be

enacted’. It would have been interesting to know whether novels like Antonius
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Diogenes and Apollonius King of Tyre were solitary exceptions to the rule or
whether they had literary siblings with which they shared, like the ideal novels,
a common, formulaic plot-line. However, even if we take into consideration
only Callirhoe and her ideal literary soeurs, I believe that we have enough
evidence to argue that the literary structures of Greek thought remained faithful

to its mythological predecessors.

Is then the ideal Greek novel pvBog, Adyog, or mAdoua? I am inclined to
argue for the first, although I am aware that this might not be the only answer.
However, if you happen to be in Lesbos during the harvest and you encounter
an old man willing to narrate a tale of eternal devotion and love, it is better if
you surrender to him as a tegmvog pabnrg, and take pleasure in his words

woTeQ nobov o Adyov dkovwv.

Anna Lefteratou,
25th of April 2010
Trinity term, Oxford

379



APPENDIX

APPENDIX

This Appendix:
- Tables 1 to 5 (Part I) list all myths found in the novels, which are not fully cited

in my main text.

- Tables 6 to 8 (Part I) list the terms discussed in the dissertation (uvOog, doapua,
dujynua) as these appear in each author. I did not opt for a classification of the
terms under my definitions Myth!, Myth, and/or Myth', because my aim is to
create reference tables, which could be used for further research. My
classification as treated in the main body of the dissertation (M-I, M-II, M-III) is
side-scripted. The asterisk (*) is used to draw attention to 'side-uses' of the terms,

e.g. dujynua, meaning tale from mythology.

- Tables 1 to 11 (Part II). list the main motifs of the Helen, the Phaedra, and the

Iphigenia patterns.

- The motifs that do not conform to the pattern but are distant variations of it are

italicised.
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Part 1
T 1 Chariton

! Nyvmph, Nereid, IV Y&Q 10 KdAAOS 0UK dvBowmvov dAAL Belov, 00dE Nronidog
! Aphrodite Parthenos ) Nopdrnc tav 0geiv dAA” avTrg Adgoditng.
2, Aphrodite The villagers | oi uév dokovvTEG Oedv EWQAKEVAL... KAL YAQ T|V TS AGYOS £V TOLG
Wi Aaygoic Adgoditnv émdaiveabal
3 Eros (god and plotmaker) Chariton-N bLAdvelcog d¢ EoTiv 0 Eowe.
K] Achilles, Nireus, Chariton-N Xouéag Yo TIs Fv HEWQAKIOV VH0QdOVY, TEvTwY URegéxov, olov
Hippolytus, Alcibiades AxuAéa kail Nigéa kat TnroAvtov kal AAxiBadny
14, Penelope Chariton-N Tijg d'avtod ADTo youvarta kai GpiAov fitog. 0d4.703 etc
3459
16 Artemis hunting Chariton-N érel Ot monADev eig TO dnudoiov, Bappos dAov To TATIO0g
katéAaPev, domeg AgTéudog £v éQnuia KuvnyETalg EmOTAoNG.
L16 Thetis and Peleus Chariton-N T0160T0oV DuvoLoL Toutad Tov @€Tidog Yapov v TInAiyw
marriage (comparatio) veyovéval TANY kol €viabBd Tig eveéldn Baokavos daluwy,
domeg ékel paoct v EQwv.
L1/ Phthonos/Zelotupia Chariton-N ¢oToaToAGyeL D¢ avtodg 7l TOV Kt Xapéov mOAeoV O
15 DOSvoc./ EhonAd yag avtd ZnAotumiav, fTig CUUHAXOV
Aapovoa tov Egwta péya TLrakov damdleTal.
16 Chaereas as Achilles Chariton-N TOV d'tkxeog vedEAN ExaAvye péAarva. 11.18.22-24

32 Polycharmos as Patroclus Chariton-N TToAvUxaguos 8¢ exdAve, Ppirog ELaigetog, TotoDTog olov
‘Opnpog énoinoe IatgokAov AxiAAéws.

2 Ariadne sleeping Chariton-N katékerto pév KaAAwdn vouduanv é00fjta megueeyuévn kai emi

! XQUOTIAGTOU KAIVNG pEilwV TE KAl KQEITTWY, WOTE TAVTES

eikalov avt)v Aguadvr kabevdoton).

Y Alcinous philoxeny Dionysios ovk fjkovoag ovdE Ourjgov ddATKOVTOS THAS: Od. 17.485-487
Kal te Beol Eetvoroy £01kOTEG AAAODATIOIOWV
&vBOpdmwv UBEWY Te kai evvouiny épogwot;

18 Nvmphs/Nereids/Thetis? Leonas ovx eldov, déomota, AAAX flkovoa- todT exeivor pia NDpp@v 1
Nnonidwv £k BaAdoong aveAnAvOe. katadapBavovat d kai
dailpovac koot Tveg elpaQuéVng avayknv dégovtes OpAilng
pet avOewnwy.

311 Alcinous’ philoxeny Callirhoe OV AAkivoov aydpeOa d1) kai mhvteg GLAoDpeV dtL
€lg TNV MaTEida avénmeube TOV IKETN V- IKETEVW OF KAYW.

61 Menelaus and Helen Dionysios AVEMAQTTOV EUaLTE BlOV HAKGOWOV UTIEQ MevéAewv Tov Ti)g
Aaxedarpoviag yovouxds: ovdé yag tv EAévny eVpopdov o0twe
vTIoAaUBavw yeyovévatl.

L2} Medea (for killing her Callirhoe TCWV GOEBEOTATT), Haivy), kai Mndeiag AauPavels Aoyopous;

babv) AAAG kol T ZkuBidog ayoLwtéga do6EeLs.
85 Zethos, Amphion, Cyrus Callirhoe

000VS AKOVOHEV Bedv maidas kal facidéwy ev dovAeia
yevvnBéviag Gotegov anoAafovias 1o tav natégwy délwpa,
tov ZnBov xai tov Apdiova kat Kbgov;

Xenoph.Cyropaedi
a (esp.Book 7)
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53 Zeus Helios Dionysios @ Zev xal "HAte, téxvov éx KaAAigong.
{4 Theseus, Ariadne,Dionysos | Chaereas dtix tovTo kot aipvidiov anéBavev, tva ur) voorjon). oUtw xai
Actaeon, Semele, Zeus, Onoéws Aguadvnv adeideto Aovuoog kal ZepéAny 0 Zevs..n
Thetis and Peleus @étic Oexx pév v, aAAa [InAel magéueve kat VOV EoXEV £KEL-VOG
€€ auTig, éyw ¢ €v akpf ToD €éQwTog ameAeidhOny.
13, Chariton-N ovnw Mav elgnTo émos. 1110.540, Od. 16.11
11
1] Hecuba Chaereas' T&d' aideo kat p'EAENoOV/ avTy, el moTé Tot AaBknidea palov 11.22.82
mother EMECYOV.
Artemis/Athena with baby | Chaereas ovdeic yao avtav énoinoev Agtepv 1 Abnvav Poédog v
AykaAaug xopiCovoav.
t Nemesis Chariton-N Awovoowog..qovxn v Népeow mgooexivnoe.
Achilles lamentiing Dionysios Bamnte pe dr taxota mOAag Adeo megrow 1123.71
] Patroclus
E Achilles’ tomb at [lion Chariton-N g kev NAEPavg &k TOVTOPLY avdedot £in 0d.24.83
E Ariadne/Leda on beauty Chariton-N Sdvoua KaAAwdng, olov ovdé Agadvrg ovdé Andas.
F Hera, Helen, Chariton-N ATTEATITOLOA D¢ TG MEOTWTW. KAl TAQXYVHVODOQ TOVG 11.1.55, 3.121,
Andromacha, Nausicaa. Boaxiovag <kal tag kvrpag> Ve TNV AsukwAevov kai 6.371
Ino, Marpessa, Danae KaAriopugov édaivero tag Ourjgov. 0d.6.101
15 Athena to Telemachus Mithridates kelvov PovAetal oikov 0QEAAELY, 86 Kkev omuin). Od. 15.21
5.9 Lykaon (Dionysios Chariton-N o0 &’ avtod AVTto yovvata kal Gpidov 1tog. 1121.114
! reading Chaereas’ letter)
B
g‘i eltax oKOTOS TQV kata d 0POaAUdV KéEXVT AxAvG. 115.696 etc
! ohBAp@Y avTov
Katexvon
5 Penelope Chariton-N Aptéudl ik éAn 1) xQuoein Adooditry. Od. 17.39,19.54
7 (Misoumenos) Chariton-N ££0V kaBeVdey TV T €owuEvnv Exerv. Menander
b Achilleus (Chaereas Chariton-N apdoTéENoL d¢ XeQOiv EAwV KOVIY alfaAdeooav 1118.23
lamenting) xevato kak kedaAng, xaglev ' fjoxvve mTEOCWNOoV.
I8 Menelaus, Helen, Paris Dionysios ei¢ BapvAdva KaAAwpdny dyeig, 6mov Mibodato
tooovtoy; MevéAaog év 1) owdoovi Zragrn v EAévnv ovk
fdalelslerAVN
is God's assembly/ Persian Chariton-N ol d¢ Oeol mag Znvi kabnuevol fyogdwvro. 41
assembly-court
b9 Helen {(on the wall)/ Chariton-N ol & audi IMplapov kai ITavBoov ndé Oupoitnv. 11.3.146
Callirhoe at the court
b Penelope (the suitors)/ Chariton-N avtes & Neioavto naai Aexéeaot KALBTvaL Od. 1.366, 18.213
Callirhoe at the court
FH : Protesilaos Dionysios nolog 0Dtog én €pob IMooteoitews avePiw;
B—
1?-9 Achilles lamenting Chaereas el b¢ Bavovtwy e kataAnBovt’ etv Atdao 11.22.386
Patroclus/ Chaereas avTaQ éyw kai kelbt Gidov pepviioop’ étaigov.
2 . Banquet Chariton-N kvion &’ ovgavov ikev EAlCCOUEVT) TEQL KATIVG 111137
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15 Thetis Artaxerxes ANV el ) Tig €€ obEavoD kataBéPnke v dvwOev 1) €x

; Bodatng avapéprrev dAAN Oftis.

[ 73 Artemis-Nausicaa Chariton-N oin ¥ Agtepg elot kat obgea loxéaa, 0d.102-104
7y kata Tniyetov meguurketov 1) Eevuavboyv,
TEQTMOMEVT] KATIQOLTL KXl wke(No’ EAddolot

4 Hector to Achilles Chaereas 1] p&v GoTI0Ld{ Ve Kal AKAELG AToAoiuny, 1122.304
&AAG péya 0€Eag T kal éooopévoiot TuBéobal

5 Diomedes Chaereas VO Y &yw LOéveAdc/Polycharmos te paxnodued’ eig 6 xe téxuwe | 11.9.48
TAiov ebpwuev oLV yao 0e@ eiAjAovOuev.

E Chariton-N a&oTig &Q” aomd’ €pelde, kOQUG KOQUY, Avépa & AviiQ. 1113131

3 Diomedes in the battle Chariton-N KTelve O EmoTEodadN V- eV D& 0TOVOS dQVUT KEWKT)G GOQL 1110.483-487
Bewvopévwy, éguBaiveto ¥ alpatt yala. wg d& Aéwv punAolow
AomuavTolow EmeABwv alyeowy 1) 6lecot kakd GQovEwY
&vogovon), &g pév Bgrjikac dvdgag ényeto Tudéog VIOG.

p Ariadne sleeping/ Arados | Chariton-N pOvY 0¢ TV 1dlay Excel kataAinm oUX ws AQuadvnv

3 kaBevdovoav, ovdE Aoviow vupdio, Addugov dt Toic éavToD
moAepio.

Paris ~ Chaereas Chariton-N St divgov maQ’ avtis AaBwv 10 kK&AAWTov, olov ovdE

AAEEavdgog 6 TTagig, OBooey eig v xdotv.

17 Penelope-Odysseus Chariton-N GoTaoot AékTEolo TaAaoD Beoudv (kovto. 0d.23.296

15 Astyanax, Callirhoe's son Dionysios miAag tais xeeot (not fully quoted). 116474

T 2 Xenophon

"Eros (deué) égam& Xenohof;-I;I ’ NV meog tavta 0 EQwg: &Movsmo; Yoo 6 0e0g kal vns@qqﬁxvmg
Habrocomes KTAQAITITOG:
Artemis Ephesia Xenophon-N Tyeto d¢ g AQTépidog EMIXWQLOg £0QTT) &Ttd TG TOAEWS ETL TO LeQOV.
Anthia as Artemis Xenophon-N TOAAGKLS avTny .. Edéaior mpooekvvnoav wg Agtepy.
Apollo of Colophon | Xenophon-N OALyOV O& améxeL TO Leov ToV £v KoAopovi ATOAAwVOS .
[sis Soter The oracle Tow oepvi) owteion
l | Aphrodite-Ares Xenophon-N &v D& 16 E1é0w AQng NV oUX WTATUEVOS, AAA G TIROG EQWHEVNY TIV 0d.8.265, xaAov aelt
Adoditnv kekoopTLEVOS, OTEDaVEMEVOS, XAavida éxwv: EQuwg avTov Ageoc pAdTrTog el
wdnyyeL T Adpoditg
2 | Hera of Samos (dea) | Xenophon-N Lépov katjvinoav v s "Heas, tegav vijoov.
1 Helios of Rhodes Xenophon-N eig 0 HAlov tegov.
B 2psirtos Xenophon-N &pxovTog AnoTneiov, Ajvgtov Tovvopa. Not Medea
A Manto Xenophon-N Buyatno, Mavta dvopla. Not Teiresias' daugh
“!I Nike (deus) Habrocomes w Bewv dLhavBowndrtate.
ﬁr Apis (deus) Xenophon-N &v Méudey, tegov tod Andos.
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T 3 Longus

£

avadnua pév Eowtt kat Nopdaig kat Tavi.

Nvmphs, Pan
© Daphnis Longus-N @¢ & &v xal Tobvopa ToU TTadlov motpevticdv dokoin, Addviv avtov éyvwoav | Daphnis
KOAELV.
+ Daphne?
B Zeus fed by goat, Daphnis et al€ avéBoeev domeg OV Al vEuw OE TRAYOVS TV TOUTOL Bodv
! Pan, Dionysus peilovac: 6w bt ovdEv am’ avTdv, ot undé o Ilav, kaitoL ye wv 10 mAéov
TEAYOG... &yévelds eipl, kal Yoo 0 Awdvuoog: péAag, kal yag 6 DakwvBos:
GAAG kQelTTV kAl 6 Advuoog Latiowy kal O DakivBog keivwv.
§ | Phatta Daphnis "Hv nagBévog, mapBéve, obtw kaAn kai évepe Bodg mToAAdS obtws év VAT, Longus' invention
§ | Pan and Pitys? cf. references to Iitug. Pan and Pitys?
i Philetas’ Eros Philetas PANTAG, O maideg, 6 mEeoPUTNG £YWD. Orphic Eros?
| Svrvnx Lamon att 1) o0ELYE TO dgyavov ovk 1)y dgyavov aAA& TaQ0évos kaAn kal Tijv
dwvnv povoky.
| Iovs Longus-N al ¥ vmepBéyyovro v tais Aoxuas kai tov Truv kat” dAtyov fkeipovv,
WOTEQ AVAHIUVIOKOHEVAL TC BTG €K UaKQAS OLWTIAG.
2  Penelope Lycaenion codv pe, Addvy, TV aBAlov-€k Y&Q HOL TV XNVAOV T@V elcooLy éva OV Od. 19.536
KAAALOTOV GeTd¢ Tionaoe
i 0d.15.171-178
Od. 19.536 xfvég pot katx olkoV £eikoot muEdv £dovoty €€ Bdatog
Helen
0d.15.171-178, &g doa ot eimdvrL Eméntato deliog Oovig, /aieTog &YtV Xjva
déowv OVOXeoOL MTEAWQOV,/TEQOV €€ aDATG
I # Echo Daphnis Nupdav, @ koen, moAl yévos, MeAia kal Aguddeg kai “EAgior naoat kaAal,
TaoaL ovotkat. kai piis tovtwv Buyame Hyw yviverat
| E ' Helen-Aphrodite Daphnis tovto Adooditn kdAAovg EAaBev dBAov- T00TO £yw Tol didwUL VIKNTHQLOV.
‘Opolovg éxete Tobg PAQTLEAS EKETVOS TV TTOLUT]V, ALTTOAOG €Y.
Semele giving Longus-N elxe 0& xat évdoBev O vews Alovuoiakag yoadas: LepéAny tiktovoay,
birth, Ariadne, Aguadvnv kabevdovoav, AvkoDgyov dedeuévov, ITevBia dungodpevov:
Lycurgus, Satyroi, emnoav kai Tvdoi vikdpevot kai Tugonvol petaptogdpovpe VoL Tavtaxo
5 Bacchae, Pan Latvgol matobvTes, mavtaxob Baixau xogevovoar ovde 6 Tlav nuéAnto-
Demeter (goddess) | Longus-N (Dionysophanes) 6¢ois é0uoev, ool mEoeoTATLY AyQOLKIAS, ATjHTTOL Kal
Aoviow xai [avi kat NUpdais.
& Apollo at Longus-N el mote Am6AAWY Aaopédovtl Bntedwy EBovkoAnoe, toLldode My, olog ToTe
Laomedon’s house wdln Addvis. '
|3 Anchises and Gnathon €L 0¢ vEpHOVTOS RdoONV, Beovg épiunoapnv. BouvkdAog v Ayxions, kai
Aphrodite, Apollo goxev avTov Adoodit: alyas Eveue Bodyxos, kai AmdAAwyv alttov
and Brachus, Zeus ebiAnoe-nomv v Tavoundng, kai avtov 6 tav SAwv BaatAels figmaae.
and Ganymedes
—
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T 4 Achilles Tatius

oGotoa £0vov EpavTod Tij Tev Powikwv Bed: AoTEQTY ATV KaAoDoY ol LdwvioL.

B Europa/Selene Achilles-N Evgunng 1) yeadn): ®owikwv 1} 0dAagoa- Lidwvos 1] y1.
Eros Achilles-N #pAemov ToV &yovta tov Bovv Eowrar kal, ‘Olov, einov, doxet Peédog ovpavoy Kol
vig Kai BaAdoors.
Apollo and Cleitophon 0 d¢ Gopa v ATOAA@Y HepPOUEVOS THY AGPVIV debyovoay kal Didkwy dpa kal
Daphne HEAA WY KaTaAapBAVELY, Kl yivopuévr Gutov 1) kdgn, kol ATOAAWY TO PUTOV
TTtedAvVOVUEVOS. TOUTS ot pEAAOY doBEv Ty YuxTv EEékavaey ... 1bob kal
AMOAAWV €Qa, kakelvog agBévov.
Pandora Cleinias T0ig d'EYQ aVTL TUEOG DWW KAKOV Hesiod, WD
Phaedra 57; Eur.Hipp.
TrGFr429.
Sirens, Eriphyle, Cleinias BAA €l pdv idong foda povokis, YVOels &V Té& TV YUVaukav dpdpata: vov d&
Philomela, KtV GAAOIG Aéyoig, Bowv EvEMANoay PUOwVY yuvaikeg TV oxnviv- <0> 8puog
Aerope, Procne, BoupvAng, PuropnAag 1) todmela, ZBeveBoiog 1) daPoAr, Aegdmmg 1 kAo, IModrvng
Chryseis, Briseis, nodayn
Candaules'wife,
Helen, Penelope,
Phaedra,
Clytemnestra,
8 | Eos, Tereus birds and ol (pdoi B, TétTryeg kai xeAddves: oi pév v Hobg ddovreg evviiy, ai d¢ v Treéwe
ciccadas TdTeCAV.
i1 | Alpheios and Satyros viveral d¢ kal yapos &GAAog UdATWY SLAmOVTIOG. Kal £0TLV O HEV £QAOTHG TOTAHOS
i | Arethusa HAglog, 1) d¢ Eowpévn kervn LikeAkn).
| | Bull and Boar fight | Leukippe 1) 8¢ modrov v fjoev OuroL TV QoS TOV AEOVTa TOD 0V0G UAXTY. ERErtd TLkal I1.16.823
Thg &maAnc povong EAlyaive: QOdOV YaQ ERMTIVEL TO ROHA.
2 | Dionysus of Tyre Cleitophon OV Y Awdvuoov Togol vopilovoy éavtéy, énel kai tov Kadpov uvbov &dovat.
| Cadmus and wine émei kai 1oV Kadpov pobov ddovoLkal g £0gtrhg dinyobvtat matéga podov
Heracles and Cleitophon Ko pnv ménaké pé tic oot Bewv Hore tov HoakAéa 1] OudpaAn.
! Omphale
Hephaestos and oracle XOMouov loxovow oi Bulavtiot toidvde: [yjads Tig TOALS €0l uTVLHOY alpa
: Athena Aaxotoa,/ IoOpOV Opov kal ToeBuodv n’ reigoo dpégovoan, / év8” Hoaworog €xwv
= xouget yAavkmy AOrviv/ kelb Bunmoldiny oe dpégery kéAopar HoaxAel
q Lion and Conops Conops 0 Aéwv ratepéudero tov [MoounOéa moAAdaxis.
k.
i . 1 | Elephant tale Satyros ATO KOVWTIOG Kal AéovTog, &V akijkod Tvog TV PrAocodwyv: xapilopal dé oot o
“F pUBou Tov EAédavTa.
iia Cuclops-Odysseus | Satyros kettal oot kaBevdwv 6 KvkAw- ob d¢ 6twg Vduooels ayabog yévn.
ih
Ml Menelaus in Egypt | Menelaus eyw Mevédaog, elnev, T0dE yévog AlyvTTiog.
S
‘.3 Ganymedes Menelaus 1OV Kal avneeiboavto ol Oeot Al oivioxevery. 1120.234
!h& ;%Icmene, Danae, Menelaus ovdepin de avEéPn moTE eig 0VEAVOULS dix KAAADG YUV (kail YaQ yuvalfl KeKovwvnKey
Semele 0 Zetg), GAA” AAxpmvny pév €xet tévBog kal oy, Aavany d& Adoval kai 8dAacoa,
LepéAn 0& mueog YEYove toodr).
T~
.1 Europa, Semele, Cleitophon dx yuvaixd mote Zebg euukioarto, duk yuvaikd note LATUQ0V @EXTTRTO, Kai XQUooV
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Antiope TEMOINKEV EXUTOV AAAT) yuvak.
§ | Perseus, Heracles, LepéAny d¢ gig o0pavoDg &vijyayev ovx OQVIG WUNOTHG, GAAX TiDQ. kai pur) BavpaoTg,
Dionysos el du1x muEds T avaPaivet eig ovEavov: obtws avéPrn HoakArg. el d¢ Aavdng v
Adgvaka YeAae, nawg tov [egoéa owwnag;
Poseidon Cleitophon gAénoov, édny, déomota [Téoedov.
Zeus Cassius with [ Cleitophon "Eot 8¢ &v 1@ InAovoio Adg tegov dyaApa Kaoiov. 10 8¢ dyaAua veaviokog,
pomegranate ATOAAWVL UAAAOV E0IKWG.
Andromeda Cleitophon N 0¢ eikwv Avdgouéda kal [ToounBevg, deopdtal pév dudw.
k| Niobe Cleitophon kai taxa 6 g N6fns pobog ovk fjv Pevdi|s, aAAa kakeivi to1o0TéVv Tt txBoton
émti 1) TV Hadwv dnwAeix d6Eav nagéoxev £k tg axvnoing woel AtBog
YEVOUEVT).
¢ | Hecate Cleitophon KaA® yap v Exatnyv €mi 10 égyov.
§ | Phoenix the bird Menelaus Dotvi& pév 0 Ogvig dvopa, o dE yévog AiBioy.
Artemis (dream) Leucippe N Y&o pot Bedg AQTepig EMotaoa.
Aphrodite (dream) | Cleitophon £d0KOVY Y&Q T1) TaeeABoU0Ty VUKTL vardv Adoditng 6oav.
Helios and Selene Cleitophon ekatéowBev éx v HAlov mvALVv ¢ tag ZeArjvng moAas.
Zeus/Serapis Legopnvia Tov peyaAov eod, 6v Aia pév "EAAnveg, Lépamy d¢ karovow Alyvmriot.
Philomela/Procne/ Yoadn)v 00® Ketévny, fTig UIpviTTteTo mpooodpotov-PounAag yae eixe pOogav
Tereus kol v Biav Tnoéws kal TNG YADTTNG TV Tounv.
5 | Poseidon and Melite vupdpootoAnoovot d¢ Nuac ITooewav kai Nnoeidwv x0006s: évtatda yaQ kai avtog
Amphitrite Auditoitnv yapel
4 | Tantalos Melite ToLavTnV €xw TV evviy, otav 6 Tavtadog v Toodmv.
M| Lsis Melite avapvriodntutig Towos.
‘ Penelope nyfoetac d¢ oot g €mi Tag BVpag 6dod MeAavOdr
4 Achilles in Sikyon | Melite QA TMOAD Yéyovag T 010AR Toodtov AxiAAéa ot éBeacapny £v yoad].
Codros, Croesus Leukippe £uoL dE oVdEV UéAEL TOUTWY, elte ol kat Kodgov evyevéategog eite Kgoiloou
] TIAOVOLWTEQOS.
! Artemis of Cleitophon ov BaoPagot TovTo kai Tavgot kal 1) Agtepig 1) ZkvBav; O mag’ £xelvolg Hovag vaog
Taurians/Skvthes obtwg aipdooetar v Toviav Zxvbiav nemoinkag
Svrinx and Pan Artemnis’ béoe xat oldv oty einw Kal TOV Tty 100 Iavog mavta einw kai tov TadT) Tod
priest Torvog pobov.
Stvx (Rhodope Artemis’ 0 d¢ Thg LTuyos Bdw elxev olitws. TagBévog v evedr|s, Gvopa Podwmis, kuvnyiwvy
znd Euthunikos) priest gowoa kal Bripac.
M1 Heracles of Tyre Sostratos

evdpruovvtes v HoarAéa kai v Agrepwy, éxeigotoviiBnpey, &y pév Eviadda
Agtépdy, 6 bt eic Togov HoaxAsl
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T 5 Heliodorus

yth
i Artemis, Isis and Osiris Heliodorus-N ol p&v yap 0ebv miva EAeyov, kai Bedv AQrepy 1) T
i £yxwoov Tow, ol d¢ iépetarv A oV Bewv Expeumvuiay
Kal TOV 0QWILEVOV TIOAUY HOVOV EQYACAUEVTV.
2 | Hippolvtus/Theseus? Demaenete? kal negiBaAovoa "6 véog TanmdAvtog, T 6 Onoels 0 €pog Eur. Hipp.
1 &Aeye.
# | Thisbe (and Pyramos?)
i} | Hector to Andromache Thyamis 0 d¢ mOAepog Nuiv peAnoeL II. 6.490 (Aristoph. Lysistr., 536-8)
Trojan War (proverbial) | Kalassiris TA6Bev pe pépers. Demosth.19.148
k
i Pandora ? Calasiris THVOS KaK@V. Hesiod WD, 594ff.coc & 6mot’ év
ounjveoot katneedpéeool
pédooal kndfvag Pockwat,
kak@v Evvrjovag égywv-...dg O
abtwg avdeToL Kakov OvnToiot
yovaikag
Odysseus-Calasiris Calasiris Biog yao, & mai, kakeive TAGVOS kal EUmogog Kal 0Od1.3
moAAal HEv mOAeIG TOAAGV D& avBQwTwy 16BN Te xai
: voUg &ig meipav firovoty 60ev.
i ;5 Dionysos (metaphor for | Cnemon Abvuoog xalget .
| wine)
; Proteus Cnemon nooov e kata tov ITowTéa 1OV Daglov.
il
| Oedipus/ Eteocles- Calasiris ol maideg foav, obg 1) aEEnTds pot TOAAGKILG €k Be@v
iEi Polyneikes? codia Lipnpeig aAAAog cuumeaeioOau ponydeve.
Apollo at Delphi Calasiris AeAdoltg EAANVIda mOAw tegav pév AToAAwvOS.
Eros and Aphrodite Charicles "Eowra 6¢ xai Adooditnv kai mavta yauijAwov Biacov
anookogakilovoa.
Aenians and Deukalion | Charicles OeTtaAIKNG £0TL HOIQAG TO EVYEVECTATOV Kl AKQUBGG
= EAAN VIOV &’ "EAANVOS ToD AeukaAiwvog.
; Neoptolemos and Charicles méunovov Atviaveg NeomtoAépm 1@ AxAAéwe.
- Orestes
%3 | Homer Egvptian Calasiris N va Ouneov tob Atyvntiov moinoig tov AxiAAéx
e DOV EvdelcvuTarl.
- : Theagenes-Achilles Charicles AxAAeldng yae eivan oepvivetat 6 g Bewplng
Aenfanan eLagxwv.
&5 | Thetis and Peleus Charicles TV OéTv £k 100 MaAakod kéAmov yrjuaoBat 1o InAel
e
= Theagenes:Lapiths and Calasiris dowvikoBadmy xAapvda kabeipévog, i T pév GAAa
Centaurs, Athena and XQuObs £moikiAAe Tovg AaniBag €t tovg Kevravgoug
Gorgon OTAILwv, 1) TeQdvn dE ABnvav NAextoivny éotede TV
TogyoUg kedaAnv eig Bwoaka Toacnilovoav.
e
! Craricleia-Eos Calasiris Tuog d'eryévela Gavn) GododdkTuAos Nws formula
P
% Charicleia-Athena Calasiris Avoty Y& 5QaKOVTOLY TX LEV OVQALA KATR TGV
snakes) petadoivay edéopeve Tobg dE avxévag 1o Tovg
ualovg magapeias.
\‘.
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Chariclefa-Artemis Calasiris Eepe dE T Ao pév téEov €mixQuoOV UTTEQ MUOV TOV
IZITOW'S) deL1ov TG GaéTeas AMMETNHEVIS
§ | Arollo and Artemis 701 8¢ peoovarng TG VUKTOG 6pw TOV ATOAAW Kal TV
hand Theagenes and AQTepY A0S YUY, €1 YE OUNY AAAX pn) AANOQS EdQuwv:
Charicleia to Calasiris kai 6 pév tov Qeayévny 1) d¢ Ty XagikAeiav
évexelollev.
{Poseidon and Oeleus) Calasiris Ixvia voQ HeTOTIODEV...TODWV KVIUAWY. 11.13.71
Homer Vita Calasiris Abydrtiov d¢ ‘Oungov &mokaAoivTog Gov TOAAGKIS.
Achilles at Scamander Calasiris Kol POviS dvapévwy, oepvov T Béapa kat neQifAentov | 1118571
{Theagenes'agon) xai olov ‘Ouneog v AxtAAéa v émi Zrapdvoow
paxnv abAodvta naglotmowy.
Oedipus Theagenes wg TaY oUKED” aipatneov Tovpov doynoet Eidog. Eur. Phoen. 628 (Polyneikes)
Achilles Charicleia ® AxAed TInAnog vig, péya pégrat’ Axauwwv. 1116.21
Helios, Dionysus, Persinna MMV mayovoL Bedov pév "HAds te kal Atdvuoog fgdwv
Andromeda, Memnon d¢ Mepoevg te kai Avdgopéda kai Méuvav €nt TovToIS.
Heracles of Tyre Calasiris 10 8¢ tagdv HeakAel Tugiew tvde viknTiigov amobvery.
Odysseus- Orestes/ Calasiris OVAT}Y Bt i tob yovaTog £k O1gag ovog 6 Beayévng. 0d. 19.392
Theagenes scar/ Eur. Electra, 572
2 | Helen/ Trojan War Nausicles oV TOL ATOPANT £0TL Bedv £€QIKLDEN DAL 11.3.65
8 | Dionysos and Demter Calasiris ol pév dvdgeg eupatriow @ Aloviow kai dov Kod
¢omevdov ai d¢ yuvaikeg uvov T AuUnToL XaQoTHLOV
£x60evoV.
Hermes and Dionysos Calasiris tov Eoufv iAdoauto.
1] Odvsseus dream Calasiris B0e damAevoag eig 10axnv Utég Nuawv Odvoael kal
aitet g urvidog aveivan g kad’ Huav.
Polyneikes-Eteocles Thyamis aipatog avtadéAdouv. Aesch. Sept. 718

Hector-Achilles

Heliodorus-N

amedidoaoke dn Téwg, M¢ elxE TAXOVG, TEQL TOV KUKAOV

E‘ Petosiris-Thyamis TOD AOTEWC, 01 Kol Tx STAG ATOPBAAWY.
£
Helen Cybele oL ¥, @ tdAawa, pn 'nti toic avnvitolg tovxovoa cavtiy.| Eur. Helen. 1285
Phaedra Messenger BQOXOV KOEUAOTOV &YXOVNS avidaTo. Eur.Hipp. 802
- Pan (Paneion) Heliodorus £Aog kai e tovg l'vuvocodlotag EABovoa, olknov o
g [Maveiov nemompévoug,.
e . .
. | ~lelios, Selene, Dionysos | Persinna

EMOKOTEL TNV AVvOQOpEdav ATTAQAAAQKTOV €V Ti)
Yoadh kKal €v T KOQET) DEKVUUEVTV.
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APPENDIX

PARTII

T 1 The Helen pattern

The
tit3
»patten

A:The heroine is
engaged with
the
hero/RETARD.

B: Plot against
heroine's chastity/
MOTION

C: Theheroine defends
her
chastity/RETARDATION

D: The hero's quest and the recovery of
the heroine /MOTION

Yiramis

Semiramis marries
Ninus

Semiramis follows

Ninus in his campaigns

Ninus recovers Semiramis?

and is kidnapped?
B\eno pe Parthenope is Meandrius imprisons Parthenope defends herself Reunion?
engaged? to her. from various suitors.
Metiochos.
pnchosis Sesonchosis ? ? Sesonchosis gets his throne from his brother.
: engaged to
Meameris.

Sinonis married to

Garmus pursues the

Sinonis defends herself with

Rhodanes’ campain; Recovery of Sinonis.

brothel-Hippothoos.

epilepsy.

Rhodanes. couple. violence (Setapos) or guile
(Garmus).
Ria Anthia’s wedding Euxeinos/Moiris/ Sold to Apsyrtos/Lampon Habrocomes and Hippotthoos look for Anthia
% with Habrocomes. Hippothoos/ Perilaos/ Saved by Perilaos (?) Hippothoos recovers Anthia.
Psamis/ Aghialos/ Suicides. Murders / fakes

Helen married to
Menelaus.

Paris abducts Helen.

Helen in Troy.

Recovery of Helen by Menelaus.

Helen married to

Hermes carries Helen in

Helen against

Menelaus recovers Helen (after short battle).

Menelaus. Egypt. Theoclymenus.
Marriage to Paris. The Greeks against Troy | Helen in Troy. Greeks win the war.
Marriage to Paris abducts Helen, but | Helen in Egypt. Recovery of Helen by Menelaus .

Menelaus .

she is kept in Egypt.

Helen marries
Menelaus.

Cinyras abducts Helen.

Helen does not react.

Menelaus recovers Helen.

Helen marries
Menelaus.

Hermes brings Helen in

Egypt.

Helen in Egypt enamoured
of Achilles.

Achilles recovers Helen.

Penelope marries
Odysseus.

The suitors besiege the
palace (no motion).

Penelope’s guile against the
suitor.

Recognition and recovery of the queen and the
throne.
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APPENDIX

T 1 Chariton

The motifs A: The heroine is B: Plot against C: The heroine defends D: The hero's quest;
engaged with the hero/ | heroine's her chastity/ RETARD. recovery of the heroine
RETARD. chastity/MOTION /MOTION.
e pattens

novelistic pattern

Callirhoe married to
Chaereas.

Two plots against Callirhoe’s
chastity (resulting in her
death)-transportation by
Theron.

Callirhoe defends herself
against the pirates.

Chaereas’ first quest
for Callirhoe (Capture of
Theron) -~ Chaereas’ second
quest (to Miletus).

it Euripidean plot

Callirhoe marries Chaereas.

IDionysios (as Proteus, Paris
and Theoclymenus)
ipostpones Callirhoe’s
departure.

Callirhoe defends herself
against Dionysios’
advances.

(Quest failed-
Chaereas is captured).

|

Homeric pattern

‘Wedding with Dionysios-
IMenelaus.

Pharnabazos and Mithridates
- Mithridates uses Chaereas
to drag Dionysios to Babylon.

Charicleia as a
prize/present.

(Chaereas in search for
Callirhoe).

F\d Euripidean plot

Callirhoe married to
[Dionysos (and Chaereas).

|Artaxerxes in love (as
Proteus and Theoclymenus )
|- Callirhoe in Arados.

Callirhoe defends herself
against Artaxates — plans to
suicide.

Chaereas joins the Egyptian
army against the King and
Dionysios - recovers

rStateira and Rhodogoune
imarried to Artaxerxes and
IMegabyzos.
-Callirhoe
[Dionysios.

marred to

-Stateira and Rhodogoune to
Sicily?

-Chaereas abducts Callirhoe
to Sicily.

-Stateira and Rhodogoune
as prize/present.

- Callirhoe as a
prize/present.

Callirhoe.
ided Homeric -Callirhoe married to |-The Egyptian general as | -Callirhoe prefers suicide. -Callirhoe recognizes
TS Chaereas. potential suitor. Chaereas.

-Artaxerxes recovers
Stateira after the war.

-Dionysios does not react.

T 2 Xenophon

(see above in the general Helen pattern)
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APPENDIX

T 3 Longus
The motifs A: The heroine is | B: Plot against C: The heroine defends D: The hero's quest and the
engaged with the | heroine's chastity/ her chastity/ recovery of the heroine
hero/ MOTION RETARDATION /MOTION
RETARDATION
The patterns
Daphnis herds with | - Dorcon tries to force Choe does not understand. Chloe with Daphnis.
Chloe. Chloe.
- Pirates attack the Daphnis captured. Dorcon saves Daphnis.
seashore and captive
Daphnis.
Eros’ first plot Daphnis is in love - Daphnis' goat eats the Pan recovers Chloe after a naval
with Chloe. rope — War between battle.
Methymnians and (Daphnis is praying to Pan).
Mytilenians; Chloe.is
abducted
Chloe as a Chloe’s open Daphnis is rejected
present engagements. The Nymphs help
Daphnis to get betrothed
to Chloe.
Eros second plot | Daphnis engaged to | - Lampis destroys Gnathon recovers Chloe
Chloe. Daphnis” garden Daphnis marriage to Chloe.
Lampis abducts Chloe.
- Gnathon desires
Daphnis.
T 4 Achilles Tatius
The motifs A: The heroine is | B: Plot against heroine's C: The heroine defends her D: The hero's quest and
engaged with the | chastity/ chastity/ the recovery of the heroine
o hero/ RETARD. MOTION RETARDATION /MOTION
epattern
edoublet Calligone engaged - Cleitophon in love with Leucippe resists Cleitophon Cleitophon recovers and marries
|#ern 1 to Cleitophon. Leucippe; tries to persuade her. attempts especially after Artemis’ Leucippe.
-Callisthenes abducts'Leucippe’. dream.
Il! doublet Calligone engaged Callisthenes abducts Calligone. Calligone resists go Callisthenes. Marriage of Callisthenes and
Iern 11 to Cleitophon. Calligone after the latter’s
excellence at the war.
lismeric Leucippe engaged - Charmides plans to force - Menelaus tricks Charmides. Charmides goes to war.
Iwsions of the to Cleitophon. Leucippe.

‘wlen in Egypt

- Gorgias in love with Leucippe -
gives her a drug.

- Leucippe in comma.

War and decapitation of

- Chaereas abducts Leucippe. "Leucippe’.
—
H¥en in Leucippe faithful to | - Sosthenes - Leucippe escapes. Escape.
IMmrida? Cleitophon. - Thersander. -Leucippe defends Thersander’s
advances.
.,
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T 5 Heliodorus

e motifs A: The heroine is | B: Plot against C: The heroine defends D: The hero's quest and
engaged with the | heroine's chastity/ her chastity/ the recovery of the heroine
hero/ MOTION RETARDATION /MOTION
RETARDATION

The pattens

First Homeric Charicleia enaged to | Theagenes elopes with Charicleia consents . An Amphictyonic war?

plot Alcamenes. Charicleia. Theagenes seizes Charicleia .

Second Homeric | Charicleia ‘engaged’ | Trachinus desires Charicleia postpones the Duel Peloros-Trachinus

plot to Theagenes. Charicleia (towards wedding The battlefield at the Nile’s
Egypt) delta.
Peloros desires Peloros tricked by Calasiris. Theagenes fights Peloros
Charicleia. Theagenes dead?

Euripidean plot | Charicleia engaged | Thyamis against Charicleia conceals Petosiris attack.

to Theagenes. Charicleia. Theagenes’ identity

Charicleia in the cave.
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T 6 The Phaedra pattern

Sinonis.

farmer’s daughter.

he motifs A: The hero is B: Plot against hero's C: The hero defends her D: The hero's
engaged with the chastity/ chastity/ exculpation-
heroine/ MOTION RETARDATION punishment of the

The pattexqs RETARDATION ‘other

woman'/MOTION

The two Bata is handsome and Anubis” wife plots against Bata castrates himself and is -Anubis realises the plot

brothers chaste. Bata — Anubis against self-exiled in the Pine Valley. and kills his wife.

Bata. -Bata’s reincarnation on
the Egyptian throne
(killing of his wife).
Joseph Joseph beautiful and -Potiphar’s wife desires Joseph in prison -Joseph interprets the
chaste. Joseph.- She accuses him Pharaoh’s dreams and is
to Potiphar. set free.
-Joseph marries
Pentephres’ daughter.
Bellerophon Bellerophon is chaste Proitus wife (Stheneboea/ Proetus sends Bellerophon to -Bellerophon refuses to
Ante(i)a) desires Stheneboea's father, lobates sleep with the women of
Bellerophon; he rejects her with a letter to kill him— the palace-exoneration.
and she accuses him of Iobates has him to kill -Iobates gives him his
ravishing Chimaera. daughter Antheia for a
wife.

Hippolytus Hippolytus is a devotee Phaeda desires Theseus has Hippolytus exiled -Artemis reveals the truth.
of Artemis. Hippolytus and has him and killed by Poseidon’s bull. -Hippolytus becomes

falsely accused to Theseus object of a cult.
(and commits suicide).

Phoenix Phoenix Young stepmother, former Phoenix exiled. ?
concubine, accuses him to
his father.

Metiochus Metiochus condemns Hegisipyle plots against Metiochos is (self) - exiled in ?

Eros. Metiochos. Samos.

Bacchon Bacchon a youth. Ismenodora is widowed - Marriage of Bacchon and
and courts Bacchon. Ismenodora .

Combabus Combabus castrates Stratonice desires and The king asks for -Combabos brings the
himself in an act of (does not) accuses Combabus’death. proofs of his castration.
chastity. Combabus to the King. - Combabos’ castration

results in a ritual by Hera.

Ninus Ninus has given an cath ? ? ?
of purity.

Rhodanes Rhodanes is engaged to Rhodanes kisses the Sinonis ‘marries’ Garmus. ?
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APPENDIX

T 7 Chariton
The motifs A: The hero is engaged | B: Plot against hero's C: The hero defends her D: The hero's
with the heroine/ chastity/ chastity/ culpation-
‘ RETARDATION MOTION RETARDATION nishment of the
i herwoman'/
The patterns MOTION
Artaxerxes? Callirhos the chaste wife. Artaxerxes desires Callirhoe | Callirhoe’s judgement Nothing happens
(no accusation). postponed; in Arados. and both heroes are
rewarded.
Stateira? Callirhoethe chaste wife of | Stateira accuses Callirho e of | Callirhoe imprisoned? sold? Nothing happens
Chaereas. seducing the king? and both heroines
are rewarded.
T 8 Xenophon
The motifs A: The hero is B: Plot against hero's C: The hero defends her D:The hero's
engaged with the chastity/ chastity/ exculpation
heroine/ MOTION RETARDATION - punishment of the
The pattern RETARDATION ther woman'/MOTION
Euripidean Habrocomes condemns Habrocomes in love with The Apollo oracle: Habrocomes reunited with
Hippolytus Eros. Anthia - Anthia reciprocates | Habrocomes and Anthia Anthia.
his feelings. adventures.
Manto Habrocomes, slave, Manto desires Habrocomes Habrocomes is tortured and Habrocomes governing
chaste. and accuses him to her imprisoned. Apsyrtus” household
father of rape. No more mention of Manto.
Cyno Habrocomes, slave, Cyno desires Habrocomes; Habrocomes punished twice: Hippothoos buys
chaste. she kills her husband and by crucifixion and on the pyre. | Habrocomes’ freedom.
Habrocomes is accused. Habrocomes is miraculously
saved twice- his innocence Cyno crusified.
proved — but remains
imprisoned.
Rhenaea Anthia is chaste. Rhenaea accuses Anthia of Anthia sold to a brothel in Hippothoos buys Anthia’s
seducing Polyidos. Sicily. freedom
No mention of Rhenaea.
he motifs A: The hero is engaged | B: Plot against hero's C: The hero defends her D: The hero's
with the heroine/ chastity/ chastity/ exculpation-
RETARDATION MOTION RETARDATION punishment of the
The patterns ‘other woman'
/MOTION
A pastoral Daphnis faithful to Chloe. Lycaenion desires Daphnis - Daphnis marries Chloe
: Phaedra —and he agrees (because he Lycaenion at Daphnis’
is in love with Chloe). wedding.

T 9 Longus
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APPENDIX

T 10 Achilles Tatius

The motifs A: The hero is B: Plot against hero's C: The hero defends her D: The hero's
engaged with the chastity/ MOTION chastity/ RETARDATION | exculpation
heroine/ - punishment of the
RETARDATION 'other woman'
rpatterns /MOTION
omosexual Charicles and Cleinias Charicles is going to be Charicles dies by his Cleinias exiled.
iippolvtus reject all women and betrothed to an ugly boyfriend’s horse.
} marriage. woman.
ieitophon Cleitophon teases Cleinias | - Cleitophon a devotee of Thersander accuses and - Melite rewarded by
: Cleitophon in love with both Aphrodite and Artemis | imprisons Cleitophon. Aphrodite and exonerated
Leucippe. - Melite does not accuse - Cleitophon marries
Cleitophon. Leucippe, as predicted by
Artemis.
T 11 Heliodorus
The motifs A: The hero is B: Plot against hero's C: The hero defends her D: The hero's
engaged with the chastity/ chastity/ exculpation-
heroine/ MOTION RETARDATION punishment of the
patter RETARDATION 'other woman'
/MOTION
maenete’s Cnemon Demaenete desires Cnemon, he Cnemon is tortured as a slave/
wpolytus 1 refuses; Demaenete accuses him | inertia.
to Aristippus of violence.
Baenete’s Cnemon Demaenete cunningly accuses Cnemon is judged for Demaenete suffers after
ku ‘herself’ of having a lover. arricide and exiled/ motion. Cnemon’s departure?
xup g P P
wolytus II
bbe’s Demaenete? Thisbe accuses Demaenete of Death of Demaenete Exoneration of Cnemon
Yedra having a lover. Thisbe hides at Arsinoe’s.
linoe s Thisbe? (and as a result | Arsinoe repports Thisbe as - Aristippus is ruined Exoneration of Aristippus
maenete Aristippus). Demaenete’s murderer. financially (fore-coming?)
- Thisbe flees to Egypt And Arsinoe?
Death of Thisbe .
mphian Theagenes faithful to Arsace attempts to seduce Theagenes pretends to
dedra- Charicleia. Theagenes. consent.
face
bele’s Theagenes -Achaemenes classifies -Theagenes tortured. - Charicleia’s innocence
iting Theagenes as a slave. proved on the pyre.
Charicleia -Cybele accuses Charicleia of - Achaemenes' death.

poisoning her.

-Cybele’s death
Charicleia on the pyre.

- Arsace’s death.
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APPENDIX

T 12 The Iphigenia pattern

The motifs A: A war setting or a B: The victim's C: Recognition of the D: (Averted) Sacrifice by
custom; a god sacrifice is executed victim by the kinsman, transportation of the
requests for sacrifice by a kinsman/ or vice versa/ RETARD. | victim /MOTION
RETARDATION RETARDATION

e pattens
jgenia The Trojan War-Artemis Iphigenia in Aulis. Iphigenia recognises her Iphigenia rescued (?)

punijshes Agamemnon.

father's motivations.

Btes

Thoas sacrifices strangers
to Artemis.

Orestes is to be sacrificed
in Tauris.

Orestes recognises Iphigenia.

Reunion and escape.

ESCS

3

Thoas sacrifices strangers Orestes and Iphigenia are | Recognition? Escape?
to Artemis. to be sacrificed by Chryses
in Tauris.
- Orestes and Iphigenia are | Recognition. Happy end.

to be sacrificed by Electra
at Mycaenae.

Fstes

Apollo's request.

Alcestis replaces Admetus
on his deathbed.

Heracles' entrance.

Heracles saves Alcestis and
restores her to Admetus.

ﬁromeda

Nereids - Poseidon sends
the Cetos.

Andromeda on the rocks.

Erotic recognition - Perseus
falls in love with
Andromeda.

Perseus slays the Cetos and
brings Andromeda to Greece.

Theoclymenus sacrifices
strangers.

Menelaus risks being
sacrificed/executed (but
not by Helen).

Helen recognises Menelaus.

Reunion and Escape.
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APPENDIX

T 13 The Greek novels on Iphigenia

The motifs

:pattens

A: A war setting or a
custom; a god requests
for sacrifice/ RETARD.

B: The victim's sacrifice is
executed by a kinsman/
RETARDATION

C: Recognition of the victim
by the kinsman, or vice
versa/

RETARDATION

D: (Averted)
Sacrifice by
transportation of
the victim
/MOTION

firhoe

Aphrodite plans Chaereas’
punishment.

Chaereas kicks Callirhoe to death.

Misidentification of Callirhoe's
golden image.

Callirhoe’s Scheintod
Rescued by Theron;
transferred to
Miletus.

Anthia is offered as sacrifice
to Ares?

Hippothoos responsible for the
sacrifice.

Hippothoos recognizes Anthia as
Habrocomes’ bride only later.
Perilaos falls in love with Anthia

Perilaus saves Anthia.

Anthia has to marry
Perilaus.

Eudoxus helps her to commit
suicide - but the drug does not
kill her.

Habrocomes finds the empty
tomb.

Anthia’s Scheintod.
Bandits save and sell
Anthia (different
destinations).

Anthia in the den with the
dogs.

Hippothoos responsible for the
execution.

Hippothoos does not recognize
Anthia.

Amphinomos saves
Anthia; then sold to
Polyidos.

hcippe

Leucippe is offered as
LEQEioV.

Menelaus and Satyrus carry out
the sacrifice.

Leucippe recognizes Menelaus as
Cleitophon’s friends.

Satyros and Menelaus
save Leucippe.

Charmides abducts
Leucippe - war.

Leucippe is decapitated.

Misinterpretation of the scene.

Leucippe replaced by
a prostitute and sold
as slave.

Thersander/Sostratus
attempt to kill Leucippe.

Cleitophon appears to have killed
Leucippe.

Cleitophon and Sostratus
recognize Artemis' suppliant as
Leucippe.

Reunion and escape.

ophon _ Cleitophon is condemned and Sostratus recognises Cleitophon. | Reunion and escape.
about to be executed.
Bbe Thisbe is abducted by Thyamis 'sacrifices’ Charicleia- _
Thermouthis Thisbe B
fricleia Charicleia captured by Thyamis 'sacrifices' Thisbe- Theagenes misrecognizes Thisbe | Reunion and escape
Thyamis. Charicleia. as Charicleia-Theagenes pe
recognises Charicleia
The Ethiopian customs. Charicleia is to be sacrificed by Hydaspes recognizes Charicleia The gods and human
) s
her father. as his daughter. interfere and the
sacrifice is averted —
’ — aetiology.
genes The Ethiopian customs. Theagenes is to be sacrificed by Charicles recognises Theagenes. Reunion and

Charicleia?

marriage.
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