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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 I 
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, 

Mythologies, p.11. 

From µ150oc to myth 

What has µvOoc 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 µ.00og from myth have provided each term with a variety of 

interpretations: on the one hand, µ -00oc is a term used equally for tales from 

mythology, fables, anecdotes, or simply speeches; on the other hand, myth, in 

the 19th and 20th centuries onwards, has shifted from denoting a sacred 

(creation) tale into being a symbol and finally into ideologically shaped 

langage, according to Barthesl. 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 00oc, as this is found mainly in the five extant novels. This 

Barthes, (1973). 
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  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 µDOoc' is unavoidably 

shadowed by our 'Now' prejudices. Besides, the modern interest in 'Then', 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 µb0oc 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-scene; the third 

section includes a discussion of µbOoc as a term used by the novelists in order 

to describe the ensemble of a novel's narrative. 

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

9 



  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 

10 
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features common with Levi-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 µ150oc 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 origo2 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'3 analysis of the Odyssey as a 

plot of continuous recognition, a Mau ava-yv(4.cric, 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). 
3 Maronitis, (1991). 
1 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. 

12 



METHODOLOGY 

About the 'Novel's ,u1)0oc' 

C'est le livre des destines, dit l'hermite, voulez-vous 

en lire quelque chose? Il mit le livre dans les mains 

de Zadig qui, tout instruit qu'il etait dans plusieurs 

langues, ne put dechiffrer un seul caractere du livre. 

Cela redoubla sa curiosite. Voltaire, Zadig ou la 
Destinee, 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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are eventually reunited to pass the rest of their lives in wedded bliss5'. 

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 eclaire 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. 
6 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, arid 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 emerged1°. 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. 

9 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 hypertextuality, 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. 
10 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 mythology11, came along with one or more set-text/s12: 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 

meta textual summarized versions more or less faithful to their original: 

stretched between Aristarchus, Dicaearchus and Apollodorus the tragic 

fxrcoNa€ ic 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 summaries13, forming a meta-meta textual 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 

11 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. 
73 Cameron, (2004) p.60. 
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METHODOLOGY 

such myth similar to that of the novels14. 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 Heliodorus15. 

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 way16, 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 explicitly17, and/or by alluding to the genre18, 

and/or, by conforming to the storyline of a specific text19. 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 

14 Fusillo, (1991 (1989)) p.196, about Eros. 
' 5 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). 
,7 Keyes, (1922). 
is Walden, (1894). 
19 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 Levi-

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 score20. 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. 

20 Levi-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 19th century to the end of the 20th; I here follow Csapo's 

organisation of the relevant material regarding myth21, 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'; 

myth2 is connected to the Aristotelian definition of myth in the Poetics as 

plot22, and mainly, as dramatic plot; and myth3 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, i.e. a tale from mythology with a central role in 

religious life and ritual, was an object of study by 19th 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, 

21 Csapo, (2005) p.45. 
12 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 novels23: the 

Hellenocentric and the non-Hellenocentric. The first is represented by 

Rohde", and later by Lavagnini25. The oriental influences on the Greek novels 

were studied by Kerenyi26 and later Merkelbach27. In the same spirit is Chalk's 

famous analysis of what he saw as an Orphic/Dionysiac cult in Longus28. The 

tradition of this approach is loosely continued by Beck29 and Heever30. From a 

different point of view, Dowden31 and Lalanne32 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 not33. It appears that there was 

initially a preference for a ritualistic approach34 that was later influenced by 

cultural anthropology35. 

Another approach to myth is the psychoanalytical-existential one. 

Psychoanalysis, introduced in Europe by Freud and Jung and increasingly 

Huet, Gegou, and Chapelain, (1971). 
24 See Rohde, (1876) p.5; Nietzche's Birth of Tragedy, published in 1872; explicitly in Kerenyi's Foreword in tin 
Rohde's 4th edition (1960) p.viii. 
25 Lavagnini, (1921), on Hellenistic erotic myths. 
' 6 Kerenyi, (1927). 
27 The novels as mystery-texts Merkelbach, (1962) and Merkelbach, (1988); Against Merkelbach see Turcan, (1963). 
28 Chalk, (1960). 
29 Beck, (2003). 
3° Heever, (2005) p.92, discussing Isis in AT. 
31 Dowden, (1999). 
32 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. 
35 E.g. Lalanne, (2006) p. 276. 
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popularised in America in the early 20th century36, 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 Criticism37 and his 

later Secular Scripture. Frye and his contemporary Dodds39 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 quest4°'. 

Further, Frye was a contemporary of Sartre and of Kaufmann41 who 

popularised Existentialism in the US42, and although he scarcely cites 

existentialist writers43 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 identityw. 

Similar views are echoed in Dowden45, 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 

38 For a review see Hale, (1995). 
37 Frye, (1957). 
38 Frye, (1976). 
39 Dodds, (1965). 
4° Frye, (1976) p.15. 
4, Kaufmann, (1956). 

Cotkin, (2003) p.134. 
43 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'. 
4° Frye, (1976) p. 54. 
43 Dowden, (2005). 
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formulates facing a hostile world46. 

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's47 and Reardon's historical realism48. 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 emotions49'; 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 citizenry5°'. 

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 (riAao-µa)51', 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 

46 Pavel, (2003). 
47 Perry, (1967) p.331, mentions: 'I am not aware of having been influenced by recent literature on the theory of 
literary forms, except for the writings of Croce, G. Lukacs and R.H.Hack especially'. About Perry, see also Wills, 
(1993) p.18. 
4s Reardon, (2008) p.i, Reardon remains faithful to the Fryean view of myth and distinguishes between mythical 
stories, legends, and fiction (the novel). 
19 Perry, (1967) p.44. 
,° Perry, (1967) p.63. 
51 Perry, (1967) p.38. 
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the individual in the world:52'. The romance is then 'an allegory to be 

understood as a figure of a man's journey in life53'. Similar escapist social 

ideas are also echoed in Doody's interpretation of the novel's myth as a 

product of 'magical realism'54. 

The socio-historical approach attempts to interpret myth as (social) 

structure. Reardon's five-stage classification of the form of the romancers 

organises the typical form of the novel around thematic units. Nevertheless, 

Reardon's classification, as he himself admits, is 'an equation with too many 

unknowns56'. Efforts to study the novel as a narrative structure, outside its 

social context and not as as myth, have been made by Hagg57. 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 Hellenism59' remains a problem 

to be solved. 

De-contextualised studies of the narrative of the novel, other than Hagg, 

are those of Trenkner60, who traces the novel's origins in oral storytelling and 

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

Reardon, (1969) p.293. 
53 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. 
' 6 Reardon, (1991) p.180. 

Hagg studies the structure of the novel narratologically, although he argues that its content is historical: Hagg, 
(1987) p.81. He does not attempt to reconcile the form to the content. See Hagg, (1971b) p.14, for the analysis is 
narratological, although he claims not to have been influenced by any 'school of criticism', p.19. 
' 6 For more objections against the Perry/Reardon theses see Flagg, (2004 (1994)). 
", Flagg, (1983) p.88. 

Trenkner, (1958) p xiv, argues for the societies progress of 'rationalization of the narrative form the fabulous 
(Marchen) to the fictive (novella), bears a evolutionistic/ Spencerean echo. 
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origins of the novel in fairyta1e61, and the Proppian analysis of Ruiz-

Montero". 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'63 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'64. Earlier, MacQueen 

undertook the same task, from a more structuralist point of view65. 'The lap 

from myth to fiction', he argues, 'is so far behind us now that we have 

forgotten how dangerous it was66'. 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 Chloe67. However, Longus is the most 

productive terrain for such comparisons, being the only novelist who claims 

his plot to be a 00oc65. 

The fear of methodologically unfounded abstractness prevented 

61 Only once in Anderson, (1984) p.4, and not at all in Anderson, (2000b). 
62 Ruiz - Montero, (1988). 
6, Morgan, (2004). 
64 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'. 
65 MacQueen, (1990) p.107, but without a precise methodology. His main theoretical background in modem theory is 
Hawkes, (1977) and the more traditional Kirk, (1970); a polemical review of MacQueen by Nimis, (2001). 
66 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'. 
67 MacQueen, (1990) p.31. 
as Bowie, (2004) p.375. 
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structuralism from finding ardent supporters69; 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'70. 

This is the negative aspect of studies like that of Cueva71, and Lopez-

Ferez72: in the latter's collection of papers, Ruiz-Montero argues that73 'myth' 

can be almost everything; for Reardon 'myths' are examined as rhetorical 

exemplum or Ic.(13Qaut.c74, 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 Branhamm and of Fusillo76, who claims that the novel describes 

'1'experience, strictement privee, d' un amour confrontee a une serie des 

obstacles77', 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 gestures78. 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. 

' Cueva, (2004). 
72 Lopez Ferez, (2004). 
73 Ruiz-Montero, (2003 (1995)). 
74 Reardon, (2004) 

Branham, (2005). 
76 Fusillo, (1991 (1989)) p.19. 
77 Fusillo, (1991 (1989)) p.19. 
7' Paulsen (1992). 
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predecessors in literary form, epic and tragedy, has also been studied by 

Lowe, but without attention to 'myth'79. 

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 Flagg, 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. 

79 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 19th century scholarship onwards. However, 

before presenting the different mythological intertexts in the novels, I judge 

necessary a brief survey of the term O0oc. My aim is to show, that, just as 

today, myth had more than one meaning, of which the first is its 'traditional 

sense8°', the second its Aristotelian definition as 'dramatic ploys'', 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 O0oc: these are, for the first group the term µuOoAoyllµa, for second the 

term bNaµa, and for the third birjyrlµa. 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 ACryoc 

Cucovi(wv ocAfleaav82; as for the subject of a myth this, according to Theon, 

SO Cf. Aristotle, Poetics, 1452b24, V.-OV rtaoabeboµivwv µ00cov, Tztoi °i; of Toawbfat tio-f. However, Aristotle 
emphasises the second meaning of mythos, that of plot, over that of a 'traditional tale'. See below. 
si Aristotle, Poetics, 1450a4, £CITLV bt µtv rtoaEews o ub0oc, µfµrlot5, Ab(co yarg, µt50ov TOUTOV Tile of V0ECTLV 

rc'v 719(ly[1(iTWV. 

Theon, Progymnasmata (hereafter, Theon), 72. Cf. Hermogenes, Progymnasmata (hereafter, if not indicated 
otherwise, Hermogenes) 1, 1)cubij µtv carrov aEtouaiv tivai,7-cavwc bt xQiiaiµov rrooc TL TCJV tV TCP (3fcw• EEL bt Kai 
giectvov rival po6Aovtai. For a more detailed discussion of the category of 'myth' and the 'novelistic narrative' 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'sS3. Myths are the subject of a bo)yrilia p.vOucOv, which is 

to be distinguished from other narratives - TO b Tacxo-pocTucov, o -Kai 

bciaµaTucOv KaAo-0olv, °la Ta TC01/ TQa-yudov, TO bE in-ToQucov, To b 

rroALTucov ij ibtfoTucov84. Although it is not precisely clear what in particular 

distinguishes the bpaµaTLKov from the µvOucOv, 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 case85. 

The difference between prose myths and poetic myths seems to be a 

crucial one since it appears on more than one occasion. Theon mentions Tac 

µvOLKac oillyTICTELc Tac TE 67TO TWV 7TOLITUDV Kai Tac V7TO TC(11/ 1OTOQUaDV 

AE-yop vocc TIEQi TE OECO V Kai fi(Jthcov, £TL TE Kai TCOV arIAAayi,ivcov KaTac 

t50-t.v86. Nevertheless the examples he brings come from prose-writers such 

as Aesop87, Plato88, Hesiod89, Herodot-us9° and Xenophon91. Yet, the names of 

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

Theon, 73. 
Hermogenes, 2. 

s' 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, TCJV TuTAaicliv TioiriTc.i)v 'CS Kai atrn/QacI)Ccov 
xai 4nAomikkox, rioAAd, TEQiio-Tia Kai cruyycyQa0Twv; Diodorus Siculus, Historical Library, 3.62.1 Tc-M.7 bt 

iwOoy,ocicixoy xai iTouTTCov ;TEO, Aiov6o-ou ycyea,1),6,Tcov. Although there are some exceptions when tragic 
poets are also included, e.g. Plutarch, Theseus, 1.3.2, Ta b' triacciva TEctal6erri Kai TQcxyucoc, TroinTai Kai 
iit,OoyQcitci>olVepovrai. 
se Theon, 95. 
, 7 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. 
9, Hermogenes, On ideas of speech, 2.12, TO µevTot TCEQi Toy ANaboariv Kai Tijv HavOEUXV...1.1VOLICCOc TiAacr0 
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the exception of Longinus. Theon mentions them only when he discusses 

characterisation, yvCoi_wa. and anecdotes92. The silence surrounding the 

tragedians is highly enigmatic: only Hermogenes mentions 'dramatic myths', 

when referring to a certain Nicostratos, Oc yE xai µ1')Oovc ai)T6c rcoAAoi)c 

'TtAao-ev, °OK Aio-coneiovc µovov, ciAA' oriouc Eival TEWc Kai bQaµaTacoVc93. 

But even in this occasion the term bQaµaTccoi is vague and subjected to 

different interpretations. 

The obscurity concerning the definition of myth with respect to its 

content94 and to its 'original' format makes it difficult to argue for a specific 

category. Indeed, the novel inherited a wide range of meanings for µvOoc, 

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 µvOcxai birlyfio-Eic, as Ruiz-Montero argues. 

In order to study pi-Moc 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 00ol.. Thirdly, I will present 

the occasions on which, although the term µvOos 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, 69, toy bC Ebouribriv icccra.µ€1.44tE0a, On itaQa iccuciOv air4) "Excipii ,i)Jicio-olid; 103 on a gnome, oIov 
EiviatbrIc o 7courcric. Toy vofiv Cicacrrou 4110-EV rival ecOv; 66, an anecdote about Sophocles; 68, Menandrean 
drama and characterisation. 

Hermogenes, On ideas of speech, 2.12. 
94 I.e. bogey-tales, Platonic myths, historic legends. 
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1.2.1.1 The presentation of mythological tales 

M-00oc...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 ofoc Achilles, Nireus, Hippolytus and Alcibiades95. 

Chaereas' and Callirhoe's marriage is a doomed one Coo-Tc€Q that of Thetis and 

Peleus96. 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 

9' 1.1.1-3. (From now on, when the author is cited explicitly in the text, I 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 Thetis97. 

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 bolvacric 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 Nile98. 

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 6ccivao-ic 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 

6.3.5. 
96 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 more99. The narrative also offers three i-cilveco-e Lc, 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 bcciNoccnc, proposed by Morales"1; 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. 
loo 3.6.1ff. 
101 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 h<sliVeco-eig 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 Athena102. Most 

characteristic of the Aethiopica's mythological encyclopaedism is probably 

the hymn to Thetis and Peleus performed by Calasiris103

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 Demeas104; 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 audience105

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 

,02 3.4.2-5. 
1°3 2.34.5 

A funny instance in Menander, Samia, 337, when Demeas calls Sarnia, Tin) µqv 'EAtvrIv. Cf.3.9.5, Dionysius refers 
to Callirhoe as -rqv ACIVONTTIV. 

Gangloff, (2006) p.38, points out that Dio in his 18th discourse, suggests to the aspiring politician mainly the study 
of Homer and of Euripides, because: '1' eloquence politique doit etre 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. 

Mf)Ooc...stirred: µvboc as µvboAoyia 

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 µDem; the question then is when the term µ11)0oc 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 OCIoc, but his servant interprets the word to the letter and 

compares Callirhoe to a Nymph or a Nereid, since Tafrca rjµiv io-ToQuoo-i 

7TOuital TE Kai o-tiyyQa*i_cl°6; Callirhoe herself recalls her past as a µv6os, 

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 situation107. In Xenophon the term µvbos is absent, despite the 

2.4.8-9 The use of icrr000nui should not pose problems since it is here disconnected from the word io-tocrfa qua 
history, but rather refers to genres like 'µu0tsd io-tooia'. Cf. Diodorus Siculus, 6.3.1, Atobavoc bE A.Cyci xaTa 
puOucnv iatonLay; Dionysius Halicarnasseus, On Thucydides, aAAa xai rtoAAny C'xcav auyyv4inv, Ei xai Tdiv 
µu0txci'v ijil?avto aNixiac }Cal TO7TLKac bCCP£QOVTE; [CTTOQIE(C,". 

'" 6.3.2, -Etc yao EUTIN 'Foca; 7-co0tcoov niconov Cv vt3Boic 'Cs Kai Troinu.auiv. The verb fixouov 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 µfieoc. All three inset tales are described as tales from mythology: for 

the inset tale of Phatta is employed the participle Ta eQuAo6µEval°8, whereas 

the verb µueoAoyo,-) is used for the tales of both Phatta and Echo; moreover, 

the noun µvOos introduces the myth of Syrinx109 and Echo"°. These tales are 

presented strictly as tales with the brevity and the stylistic simplicity proper 

to the genre. Further, the noun p.v0oA0-y in. is used to refer to Gnathon's 

encyclopaedic recapitulation of bucolic mythsl". 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 gods112. 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 

10' 1.27.1, bibacrica ati-rfiv o Adclivic puEloAoyciiv Tet eQuAoUueva. Ewen Bowie, has pointed to me the irony between 
the 6ouAodµeva, the well known story, and the fact that the Phatta tale is Longus' own artifact. 
1' 4 2.33.3. 

3.22.4. 

4.17.3-4. 

4.17.4. 
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a precise artistic aetiology at the root of every natural experience; on the other 

hand, Gnathon's alphabetic catalogue of lovers113, 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"4, the invention of purple115, the animal fables"6, Niobe"7, 

Procne and Philomela118, and Arion"9, all are described as When these 

µ -00oi 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 tense12° and maintenance of the chronological 

succession of events. 

Finally, Heliodorus reserves the use of the term µU0oc 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 

,, Morgan, (2004) p.235. 
::;1.8.4. 

2.11.4. 
l ' 6 2.20.3, 2.21.5. 
17 3.15.6. 

1' 5.5.1. 
119 6.13.3, ut,OoAoyof)vra. 
1,0 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'2'. Of the other two passages where 

Heliodorus employs the term, in the first the word µu0oc means proverb122, 

while the second is slightly controversial and we will discuss it later123. 

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. 

non-µf)0oc terms as µvOoAoyia 

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 µ-00oc, 

and/or µuOoAoyd), and/or µvOoAoyriµa are not the only ones used to refer to 

myth. Tales from mythology can be designated alternatively as burjyrlµa, 

Aoyoc, tvo_ta, or in combination, bu)yrpoc tveiaToc, for which see the 

;2 ' 9.9.5, ev Elba µv0ov ru2oKatrixot5v-rcov. 
12'-  2.21.6, Eircov (-Iv raxa Kai. Toi.ab€ roil KaA6cµou.; KaTa Ten? µD6ov. 
"23 2.23.5. 
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asterisked labeled terms in Table 7 and Table 8 124. 

In Chariton, Dionysius, before the judgement at Babylon, reflects on the 

maAme-ov bcrlyrlµaTcwv, o6ac µeTa(3oAai yEyovauL TCOV KaACbv yvvame -ov125. 

A full book later we learn that what he has in mind is, among others, Helen of 

Sparta 126. Also, Dionysius' farmers birlyof)vToac the apparitions of Aphrodite, 

which are part of the local lore 127. 

It is AT's narrative which gives a more varied impression of the 

available terminology. The aetiological myth of Syrinx is introduced as To 

bulyriµoc Trlc 6 -60Tyoc' 28; the description of the painting of the Philomela 

myth is described as TO &fly -T-1 pa Tof) bcOqiccroc, 6 aircAoc, 6 TrIQE15c, rl 

TclooTECa'29. The term Napa is used to describe mythological tales from the 

stage, as in the case of Cleinias' catalogue of women discussed above 13'; 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 bpaµa, when describing the painting 131. 

Further, the love of Apollo and Daphne are described as Aoyoc Ocou -Koc'32; or 

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

11' 4 Xenophon does not provide us with any such terminology. Longus too remains precise in his use of µuOoc. There 
is no imprecise varying terminology for µi30oc. in Heliodorus. 
12, 4.7.7. 
129 3.8.2, M£vE/Aao; ty T1) Crub020VI. E716(QT11 T11V 1E/WVI1V O11)K ftfIQT1O-EV. 
' 27 2.2.6. 

8.7.3; previously though mentioned as µuOoc, 8.6.2, Tof) Havoc rtavia P.1300V. 
' 29 5.3.4, 5.5.5. 
:2' 1.8.4, T6t Tiiv yovaucc;Jv boduccia...6o-wv 6i&aAnaav l..1156)cov yovaixEc cncrIvilv. The reference to µG6cov in the 
same sentence argues that here the dramatic plots are received as mythological tales and not dramatic plays. 
131 3.7.9. 
132 1.5.5-6, AOyo..; 4.,yruthc. Cleitophon's mythological rhetoric as observed above, has much in common with 
Gnathon's. 
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of j.if)Oog by that of AOyoc'33. 

The above study shows, that with a few exceptions, µv@oc, 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 bLrjyrlµa, tveci_ta, 

Aóyoc, 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 µvOos, 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, rtaib€ia of the narrator and his 

' 33 2.2.6, ci.),-; o Tue.iwv AOyoc. 
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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 maLb€ia which is repeatedly 

emphasised by the narrative134. 

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. 1.12.6, 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 rtcub€%a, since the countrymen provide more 

enjoyable and artful tales than the educated urbanite. 

In AT, with the exception of the Selene/Europa Exilvaolc, 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 oioc135, 

cociacQ136, o13Tw'37, d r -138.c'3s. Alternatively he uses verbs that express a subjective 

judgement and/or perception: oolaToi39, E[Kg w 140, a Kol'xi)141.

Longus' first tale makes a clear comparison between the maQ0evoc 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 

13' 1.1.3, oiov Axt.A.Aa; 1.1.16, TO1.Ot)TOV yaµov Oftiooc; 1.5.2, oiov FICiTQOKAOV. 

' 36 1.1.16, (1)CITEE0 AQTt ploOc. 

' 37 3.3.4, oilitco Kai Aotabvnv. 
' 36 8.1.2, (mix Co; Aoidovriv. 
139 1.1.2, oOKOLVTEC.,- Oth '&„)QCXKVal.; 

:4-1.6.2, 6:KTTE 7ToLVT£C; EiK(gOV criyufiv AQuibvii Ka° Eubot5cr-ri. 
2.3.7, oil< Tjxouo-a,; oi)tA bibeco-Kovroc ijµa5; 2.4.8, oi)K Eibov, bo-rtotcc, ciu1Aa fixouacc; 2.9.5, 0o-ovg 

axouoµEv °EC0V rtaibac. 
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Ka06(nw — by the landscape142. Daphnis' comparison of his exposure and 

recollection is also presented as a comparison143. 

Although AT does not have a well-defined introduction of the 

mythological allusions, he nevertheless mentions clearly that µvOoAoyia 

gives him the models and the excuse to pursue his erotic goals144. Later when 

he is petrified staring at Leucippe's sacrifice he expresses the analogy with the 

Niobe myth using TOLGOTOV, of the same sort145. The myth of Niobe is here 

rationalised since Cleitophon mentions that she gave the impression, boccv, 

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 erudition146. The practice 

is basic to the Greek education and the more eloquent one was the better one 

could mix myth in one's speech147. 

Did the narrators believe in their myths? MC)Ooc as not-AOyoc not-io-ToQi.a 

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

1.27.2, fly actoNvoc, mxoNvE, 2.37.1; 3.23.5, ttucoo6 yOQ Kai Ter airca EtaEv it fiXet) Ka.Oc'urEo µaQTuoovaa ort 
piptv 

:;1.16.3, 4t.L aid ave6oEvev, 65a7TEQ rev Ata...ciyivao; Kai yao o Aiovuaoc. 
144 1.19.3. 
'45 3.15.3, 0cif.av naoe6X€v ex TT)C, aKLV110-iac (00-Ei,Aieoc 
,4b 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. 
, 4, Theon, 75, b<Oell£VOITOV 11000V enccpepoµEv birlyritta, avartaAtv. 
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what degree of credibility is attributed to them148. Are they µ-00oc or Aoyoc, to 

apply the classicists' famous dichotomy since Nest109? 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. akriecToc, ot) *cubfi, rcAocurcol5°. 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 

µ.-0Ooc to 'a/la6µa as one meaningful category151, opposed to io-Toc)1.0(152. 

Indeed the novels seem to acknowledge the difference between what is 

mythical and what is not153. The way to approach this question is to examine 

in which cases 00oc and/or A6yoc, and/or io-ToQia, appear hand-in-hand 

and what interpretation of the term the relevant passages convey. 

For the credibility in myths see the excellent Veyne, (1983). 
' 49 For an analysis of the polarity see Buxton, (1999). 

Chariton, 8.6.9, c'a-re tic/Xi-pi); EinEc av atyriiv OQC5iV Trly AC[TOoiTT1V avabvoµivrly. Longus, 4.20.1, µrlbE oµota 
7AaTTELV p13001C, £7Ti rc Ka•dXELV Toy tioV. AT, 1.2.2, ce, yarc? Eµa vt3@oLc,- (:)I.KE; 2.15.4, EL be o µ60oc avthroic

Aly137TTLOV Boiiv o ZEi).7. EµrµrjaaTo; 3.18.4, a/kill) .c.lic, yew wµr)v TTIV 'EKaTrly na@Eivai; 3.15.6, 6 'Plc Nopric
ii)sublic.. 

[Plutarch], Parallela Minora, 305a, 'etc aQxaiac io-ToQiac...oi TEAsio-rot volliovat rtAaaµara Kai µ60ous 
TInAaVEIV; Dionysius Halicarnasseus, Roman Antiquities, 9.22.3, µ60otc -yaQ bi-] TanTot -yE xai rtaciaµaaiy &DIKE 
0EaTOLKOLc. 

Strabo, 1.2.10, ta 7TEQi Kipxrlc Kai Mrlbriay puElevOl.iEva Kai iocoQo6µEva; [Aelius Aristides], Ars Rhetorica, 
1.9.1, (Jinx, a iatooLv xai aaooiµidw Kai µilcov. Pausanias, Collection of Attic names, 32, 6o-TEQov bE µETaPavTEc 
EL.: TO T9a1VoLac yiRaXPELV KaTa µLKQOv ELC, µ60ouc Kai iGTOQI.ac ETQaTCTIO-aV, µrlxfTt T013 A LOVOC(01.) 

lµoveuoVTE5. 
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). 
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Chariton avoids any straight confrontation of the terms 00oc and/or 

Aóyoc. The only passage is Callirhoe's reminiscence of her previous life, 

which is 'true' in its novelistic 'reality', as OVELQ0c Ta TEQ6)Ta Kai µii0oc154. 

The passage highlights the implausibility of rendering µv0oc as 'false tale', 

although it does not refer to any specific mythological context. As far as 

concerns the term Aóyoc, 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 icyToQ fa, although the verb io-ToQ6) appears in a 

couple of occasions, on the first of which it means 'to represent artistically - 

io-Tocoio-E- and in the second, 'to examine'155. 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 io-ToQucec only by the Suda156, and never 

himself uses the term io-Toc)Ia. Longus refers to his own story as IaToOD( 

CQ6Yroc, 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 00oc and Aoyoc157. In AT, Cleitophon warns his 

' 55 3.3.13, iaToor)awµEv to -ruNtiboov. 
' 56 Suda, v.s. E.EvoepdIv. 

2.7.1, 76(V1) tTQC1)0110-1XV 6)CYTIEQ I11)00V Of) Aoyov aKO1',OVTEc. 
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interlocutor that what he is about to listen to might give the impression of 

myth, when 'actually' it is not15S. Later he gives a symbolic interpretation of 

the Niobe myth insisting that oinc fly *EUbrjS159. The term io-ToQia appears in 

the description of the Philomela painting: Menelaus recommends the study of 

the pnAovc TCJV ELKOVWV, aV E40iJO-LV E711 ljµiv o-vvTi3xwol, xai 

opoi.of)v TO aTEOPr10-0p.EVOV TCP Tr c ii:TTOQ1ac AO-yw160. The phrase O AOyoc 

Tflc i.o-ToQiac 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 i.o.ToQicx (in a very Herodotean 

manner) to describe his Egyptian sightseeing journey on the Nile161. Shortly 

before we had encountered the verb [070Q6) in the sense 'to narrate'162; the 

subject of narration was Egyptian stories that were popular among 

logographers and/or historiographers (in the non-Thucydidean tradition). The 

use of o-vv€Aovu, '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 00oc 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 00oc, or a comparison 

1.2.2, twice: o-iii)voc avcyciocic,-, £iTl£, AoyWV• to yew 4µa µ-00ob.; 431.1<E. 
'59 3.15.6. 
'6c 5.4.1. 
TM, 2.29.3, KciEr I.CTTOQ1aV TWV KaTaQQaKTWV TOV NtiAov. 

2.27.3, ó µ£v TLC, Ciaciic Tab; £Vxwwoiovc of Ail:677-1101 Q£1ioµ£V BECIbC, aVIWWTa, o bt bi fp/ aiciav aMa TraQ' 
C( 40V 6(0ElliCETal. Kai Tic £KaQtou Aoyoc biuvOcivEto• c'ii\Aoc ToNaµibcov xaTaax£vriv, &ccooc 

ThAaVriV, Kai avv£AOvti TC;JV K0ET AilyITTOV oUb£v a71£71.4.1TCaVOV ix3T0Q0i3VTEc. 
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between it and Aaryoc and/or io-ToQia, the distinction is narrow and µOOoc 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 oinc ilmubrj, aAriefic, pi6Ooic 6µ01.a163. 

Definition of ,u00oc 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'64 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 terms165, between myth and reality. 

Mythological 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. I am therefore 

retaining the term O0oc, which is what the novels' texts offer in the majority 

of cases, as a term to describe mythological tales. 

Cf. 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. 
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"6; Lucian is in the same literary 

alignment167 and Philostratus' background is shaped by the same pedigrees 

too168. Indeed, the main school curriculum was based on Homer, Euripides 

and Menander169. 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'170. What I will deal here with is a 

second meaning of the word O0oc, 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. Flagg 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'171. 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 intertexts172. It goes without saying that AT and Heliodorus 

are the more consciously theatrical narratives173. 

How, then, does the term 'µ-00oc' relate to the above? The terms more 

broadly used to describe the constituent parts of the novels' narratives are 

pii0oc, and/or very frequently, bcaµa, and/or more rarely TQaywbia and/or 

icwpwbia. The way I would like to treat µ -00oc qua Napa here is a different 

one: I believe, and I intend to show in Part II, 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 Menander174, and the novel, 

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

-1 Hagg, (1971b) p.91; Smith, (2007) p.105. 
11: Bowie, (2007). 

111' Liapis, (2006), for Sophocles; for stage-terms in Heliodorus see Walden, (1894). 
1-4 For which see Corbato, (1968), and Lowe, (2000). 

49 



PART I IOEIO 

THEN 

dramatic terminology; in other words, I will try to see how the term µt)Ooc 

qua bQdµa 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 pti) Doc. 

However the text seems more explicit when treating the term bpdµa. My 

intention is not to divide the novel into a Menandrean five-act plot as 

Reitzenstein suggested175. 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 i)7-coicQuErIc, or icciOcxQolc, only endorse the 

argument by supplying supportive evidence for the hypothesis of a reading in 

terms of theatricality. 

The first bQdµa 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, 'bQdµa': after the first 

failed attempt the text tells the reader that o µtouQyos Tot) tvapatoc 

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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irrrowariv 'rEQov an -NE-vim. 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 o-Kv0QcomOv Napa_ which Tyche had crafted for him 

and Callirhoe177. Then Mithridates plots a second Napa 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 xakieL anotTOac Kai bOAotc178. 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: 

7-(O1.Oc ETC1. o-Krivfic 7-caQaboov µf)Oov ouTCJs dorlyayEv; Eboocc av &\/ 

OEOcuw rcaQEivaL µvpicwv aa0c7)v 7-cAT'per: Tc6cAta rev baxQva, xaQa, 04t(3oc, 

Acoc, aTno-Tia, Ei)xa1179. 

The phrase £boas av Ev 0€6TN) recalls Chariton's lexically equivalent 

treatments of µ-00oc 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 

:77 4.4.2, fi (1)LAoKaivoc, 'NKr), Negicr cricvepwaov 1 pLv TtEQLT£eELKE. 

' 7' 4.12.5. 
,79 5.8.2. 
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second part of Callirhoe'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 Traclabooc µ-60oc, which is used to describe the current tale 

of Callirhoe, is not interpreted as a tale of mythology but as a dramatic plot, 

.i-00oc in Aristotelian terms18'. The use of cior)-yayEv, 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, ac5,4)auic, for a larger 

plot; he claims that Callirhoe 7-(Qo06co-Ei Kai oAov TO 

oQC5Clia TO1:1TO k.E (V11 KaTECTKE1:laO-E"2. 

The term icaT£O-1(£1)aO-£ here functions on two levels: first as meaning 

'conspiracy'1S3 and secondly as a term borrowed from writing about the 

stage184, especially because it is supported by the mention of the word 

DTCOKQLT11c. The drama that this passage alludes to is one in which Callirhoe 

Rijksbaron, (1984). 
Cf. Plato, Apologia, 35b, ott TtoNU µaAAov ica-ratlYrjOcia0c To0 Ta CAfiva Taira Nocpwra ciadyovroc; or 

introduction/ presentation of an actor, cf. Plato, Laws, 817c, icccAA0o;)youc imoiccwrac EiQayayoµCvouc. 
6.3.6. 

Polybius, 33.18.10, eci1Aa Kai TilV Katao-KEutjv TO11) bpaµaToc Evrvoouv Kai Tay `1-1QoacAc (My CpbEAUTTovro. 
Dio, 52.13, Philoctetes. 
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would have to face a straightforward advance by the king. True, the king 

postpones the judgement for a month185. 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: 

4t€AAE bE Oyov -1) Tixii TIciaTTELV 01') µovov 7-EaQ6c000v, aAAa Kai 010.)0QUYTIOV... 

ate' Ebo,E TobE b€ivev TrecAN ilEMArio-Ev oulArjAmc amobofivai. 

voµiCw bE xai TO TEAEUTCLIOV Tofrco o--OyyQa4ta Toil avayni o-Kouo-Lv ribmrov 

-yEvrjo-co-OaL-Ka040-LOV yocQ EGTL TeL) V EV TO-Lc 7TQC3TOLc GKLYOQW7-16)V186.. 

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, 

nacici000v, which is chiefly a olcuOQcarcov tale. I will argue here that the 

adjective o--KuOclwaoc 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 OKUOcKAYTCOTEQa yocco 

EGTL T6-)N1 7TQC.;JTCOV187. 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 

," 6.2.5. 
1S6 8.1.4-6. 
:S7 8.8.2, Chaereas' recapitulation follows the order of the narrative, hence the prolepsis in 8.8.1, 
Tanta µev ouv ti..taeov no-TEQov. 
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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 ending188. 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 Babylon189. Besides, the text 

reminds us that the whole setting is that of the theatre, since during Chaereas' 

performance >jv TO TuIflOoc TC) 0 EoCTQW"°. 

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 tragic 

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, TA µev TEQCora TC3V bir)yrjµaTwv; and then by Chaereas 8.8.2, A&ye 
7-taxca; the second part 8.8.2, o TEQtaliEVOC, 60t5A0c MIOQLoaTOU; 8.8.6, KaAAteQoriv rraoaeeµEvoc &\7 T4.) 
µ ETaEu ETC(TEieq TT.) pacraibi; 8.8.1, -aocrdiac.....KaAAtoo.Onv µev yaQ pcco-tAig btrjy£TO; 8.8.11, `EQ.1OKQe(TO1.)c 

19 8.8.12. 
90 8.8.15. 
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tragedy is Hippothous' recapitulation of his past to Habrocomes, narrating 

him µ€yaula brrlyrjµaTa xoci TroAAijv EX,ovTa waywolocv191. 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: 'TroAA6c, Co Ev€, Kai bEtva...btaporyra ply yap iced 6,boa.'92'. 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 intertexts193. The narrative gives only one instance of 

ironic subversion of tragedy and its related mythology: Astylus intExQiv€To 

'9' 3.1.4. 
14:., 5.97.

15  Bowie, (2007). 
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Tlw TQayucijv Ouo-cobiav !_wo-ciTTEu0a094. 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 

tragedy195' 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"6. 

Achilles Tatius 

AT is inconsistent in his use of the term Nix" µa with respect to the plot. 

Besides the term is used, as shown above, to replace µvAoc in the sense 

'mythology'. Only the first two books seem to be consciously presented as a 

drama, probably inspired by the Menandrian stage"7: i.e. the incidents that 

precede and follow the meeting of Leucippe and Cleitophon are described as 

bO_icx on many occasions; also Cleitophon retrospectively198 interprets his 

dream of lovemaking as the beginning of his adventure"9; 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 

4.17.2-3. 
' 9' Bowie, (2007) p.352. 

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

19' 1.3.2, cd or MOI12al T(11) V OCVOQC;JTCWV KQEIITTOVEc CiAAT1V ft l'IQOUV µo1 yuvauca. 
1.3.3, 11QXETO rob boeya-co; it TOxri. 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 Most200- although there is no Menandrian or 

Aristophanic comedy that starts with a dream201. 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 Naµa to Cleinias: `'71(0c 

-yev  ETO202/. Cleinias then gives him advice, which if Cleitophon follows 

accurately he will not ecTroAeu LI To bcaµa. 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 uuo-Kanj To NoglaToc203. Hagg 

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 5.8.1204

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.151, 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). 
2C2 1.9.1. 

2C3 2.28.1, TnV O1)O1<EUTly TOfloOµccroc,. 

2C4 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 Ndµa 205. 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 them206: the new adventures are 

the Pharos incidents, which is later recalled as µv0oc, aiviyµa, and b0µa207. 

AT's narrative reverts to the chronological pace that favours the 

separation between days and nights after the departure of Melite and 

Cleitophon to Ephesus208. With Leucippe dead Cleitophon becomes the centre 

of the narrative. The Melite episode, based on the Phaedra myth, is &\/ µovov 

Td)v Napecuov that Cleitophon does not confess to Leucippe after their 

reunion209. Leucippe's and Cleitophon's adventures seem to be over with their 

first recognition and Melite's promises to free Leucippe, when lj o-uvile tic 

TAT] crafts for Cleitophon a Nix- µa Kaiv6v2'°. In Sosthenes' hands Leucippe 

needs to continue playing her role as the Spartan Queen, named Lacaena, 

which she herself perceives as her personal Nalla211. 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 

3.23.4. 

TraiCkao 7t iv f1 TbX11. 
=0,8.15.4, TOIJTO yao µovov ao6c axooacav -rob rtaviOc bokiatoc. 

Hagg, (1971b) p.77. 
2(‘9 8.5.3. 

2:1 6.16.6; Leucippe's adventure is again referred to as Napo( in Cleinias' prosecution speech against Thersander in 
8.9.13, To yaQ beacµec aou re bri cclw cli.yoclov fpcoUaaµcv, 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 tvocpa 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 Eobos, 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 Paulsen212 have dealt thoroughly with the subject and 

there is not much to add to their observations. For Walden213 the term 'bQ apa' 

(but not 'TQaywbia', which he does not study independently), means 'action', 

or 'narrative of action', 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 Naµa214 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 tveiaToc, the Helen, the Iphigenia, and the 

Phaedra. My aim is to show that Noq..ta can be read more as a tragic play, or 

as a tragic plot, than as a 'narrative of action215'. 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 xaiQEL p.i)OoLc 

Kai lccowbiiac Oulei and prompts the priest to TO bQiipa KocOoca€Q &rd. 

olcrIvfIc TC-0 Ao-yw biccoauci4uv2i6. Walden has limited the word 00oic 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 bQdµa as a segmentation tool to structure the plot of 

2,, Paulsen (1992). 
2,5 Walden, (1894) p.8. 
214 The non dramatic uses of the term in Walden, (1894). 

Of course tragedy is by the Aristotelian definition a µiµrlQt5 TIQ6C4C.Jc. So action as 7-EQ -0c ic falls within his 
definition. 
216 2.23.4-5. 
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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 tale217, 

repeats his request, claiming that all this has nothing to do with Dionysus: 

ciAtc, £411, pothcoAcov Kai ourQanCov Kai (3ao-ahov aiuibv...b-ceto-Obiov bij TatTrro 

oi)Mi .1)ao-L 7-(Qoc Toy ALovvo-ov &rcein-KuKArjo-ac. (AO-TE &7-ccivaye rev Aoyov rrQOc 

rfiv inToo-xanv2". 

Calasiris, when starting his tale, informs his impatient interlocutor that 

he will do it EITLTEµvc1V, 0 -6 0 -0010-Ta1COV, summarising the events of his life 

and not deferring his interlocutor, and then he will bring up the story in a 

linear way219. Calasiris then proceeds in a way that is not linear, omitting his 

Ethiopian adventure and his personal meeting with Persinna22°, and narrates 

the events at Delphi, the procession of the young Thessalians221 and gives a 

full recital of the Thetis hymn222; 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 oiycoL 

6(EiVOL223. This first episode narrates the loves and the elopement of the 

central couple and is structured around the Homeric Helen myth. 

: 1: 2.24.1, ,1)Eii, Einev o Kvrjµwv xaia0poov c)-ic,l)rcriaE c5a7tEQ eavrov Aa(3oµEvo5. 
, 16 2.24.4. 
---19 2.24.5, £i)T0CKToV aot }cal TEQOGEXT1' 
12° Winkler, (1982). 
' 21 3.1.1-2, itaoarc.£X€LS oµoil TS civoi.Excc xai /11".)aac; ro NaTQov. 
222 3.2.3, W0TZE0 8E0CTTIV... AA' O11)X1 Kai axQoaTfiv xa0icrac. 
223 3.4.7. 
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Calasiris' theatrical narrative is characterised by EvapyEux224. And 

&vricue La is a quality more easily achieved in a slowly paced narrative, since 

Cnemon tells him that he TraQaT xEL. 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 

dramas225: 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 

Charicleia226. Charicles' tale of his Tc6c0oc is structured upon this binary 

basis227, where 'drama', reinforced by E TCETQa*ba, 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 wedding228. Charicles' tale is, like Calasiris', characterised 

by EvaQy€ la. When Calasiris reports Charicles' disappointment at 

:24 Cf. Hermogenes, 10, bEi yexp TTw eoµr1veiav bia -Eric; aicoric GXEoeV TfIV (511)1V µrlXavac0at. See Bartsch, (1989) 
p.111. 

2.29.4. 
22' 2.29.2. 

The first part is presented as the side-narrative, riacitv0fixriv, whereas his encounter with Charicleia as the main 
story; 2.30.1, ijv bE GE (3o0Aoµar 7TaQtveirperiv yv(ovat TOU birlynµaToc, ticiAAov bE 6(Alle6YTEQOV EITCEIV, at)TO Oij To 
icE,4)diAcuov. 
221' 4.19.8. 
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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 priest229. 

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-land230'. 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 0O-vw T(p icaO' 

ljµd)v Nocµcx To 7t€Qi T µac KaTao-Tc)1)avTEg231. Therefore, what Cnemon 

asks Calasiris for is a Niii.wc 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, 

EK QaaLc, and all the details232 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, 

' 29 2.32.3, auxciAAco yaQ Kai ct6toc. 06x axo6o-ac. 
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. 
" 1 1.3.1. 
:32 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: 

T1. 015V 0i.)X iYa0T f..1.V0[..1EV aOT015 Tip) TQCCyLK1)V Tal5TTIV 7101101V Kai Toil 

1301.121.0!..1VOlc aVCCLQE1A7 £yxEL(JI,oµEv; µn an Kai. 157100yKOV To TLA.0c TOU b(JaµaToc 

LAoupot5µEvoc Kai al'.. EOXELQac i t c EaUTC;JV b(PlaaT1TaL y£vE68ai233. 

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' place234. 

Then follows their departure and arrival at Memphis, where a double drama 

takes place: that of Calasiris's miraculous, Eic µrixavilc, reunion with his 

children235 and that of Charicleia and Theagenes, in which the virgin bursts in 

as a TcapEyK0KATIp.a Too Nocp.aToc236 and she is happily reunited with 

Theagenes. The narrator takes care to inform the reader that everybody 

enjoyed the happy ending, and (Imam. TO Oarrucev µEQoc To-0 tvecp.aToc 

11 XaQi.xilacx Kai. 6 OEay£Vllc...aAA1JA0-v ocrcE1/106Tec237. 

The passage corresponds to the general idea of 'µvOotc Kai Kawoirtc' 

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. 

5.6.3-4. 

'" 5.11.2, o to NauaixAfic EvEo5 iycyova...tic; 6 Ka06ca€Q ETi marvfic avayvw@iaµos btartoc.Cov. 
2:'5 7.6.4. 

236 7.7A. 

:137 7.8.1-2. 
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But a few lines further a new episode is introduced: 

VUVI. bE rj Ta KaTf CCOTOilc aeAoe ETOikTa T15XT1 nos CoQ(ii-)V µEpos 

aVaTCCCOOUCYCX xai cLc XOC9aV kl)11 ov aVEiGa, 7tapaXpljµa Ta AUTIO15VTCY 

Th l.CTUVTFITE xai bEoµc)Tac dxn-c€9 ocbecaQtTovc Tlj moAep.4 7Q00-fly€238. 

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 

To TQayucov Tfic oixflo-ecoc xai -67[4:loylcov239. The same terms have been 

used before by Theagenes to describe the TQcxyucilv 7[O110-iv and the 

imicoy-Kov Tz Aoc of their sufferings240. 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 6:77c€0 Ev bpaµaTL 7[Qoavc[Othvrio-tc xai 7[Qoao-ob[ov24'. 

The dramatic character of the last chapters of the novel which find their 

culmination in the phrase (30-7[EQ Aap.ruibiov Neyatoc242 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 

: 3' 7.12.2. 
239 7.12.1; cf. Plutarch, Publicola, 10.3, xal yac. 0VW;o OUaACQLoc diKEL TQayualyrcQov Unec) Trw xaAovµevr)v 
OuEAictv OilaaV ayOQL-1C Kai Ka00QCOGOCV rE ti.401.)c (i7T0CVICC 
24': 3.6.4. 

241 8.17.5. 
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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 to Ndµa KocearrEEQ ETci 

r4 AOycu btao-Kevoc(Eiv; Theagenes complains about their 

misfortunes to Tyche, who has made of their travails (Z)O11£Q oxrivfiv Ta 

l'Hit-rEocc Kai bpdµa; the Memphis chapters are introduced (;)o- 7-[€c) Eic 

Cx\rraycbvio-pa Napocroc and the Ethiopian events of the finale begin 6071EQ 

Ev bQxµocu. mooava0cUvriolc Kai aQoacTobtov243. 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 A6yoc if used Evacycbc 

is capable of communicating the content and the emotional impact of a 

drama. 

Definition of iii")0oc as b9apa 

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 Ndµa 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 

2.23.5, 5.6.3, 7.6.4, 8.17.5. 

66 



PART I IOEIO 
THEN 

presented 'as if in the theatre244'. 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 CUorc€Q-cases I have listed occasions 

on which the stage terms are implemented directly in the narrative without 

particular indications. The 6)0.71w-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 60[1a-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 6041a-terminology is related to 

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

' 44 5.8:1, Ebo a5 av ev OsaTQloo TICXQEiVal. 
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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 Napa 

and/or with different stage-terms, e.g. 7-ceicyobLov, o-x-rivfj. Seldom are they 

referred to as µvOos (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 generic 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 I will call these sections of the novels 'dramas' and/or 

'dramatic plots'. Photius too classified the works of Iamblichus, AT and 

Heliodorus as imitations of EQCOTLKa NoglaTot245. Photius' use of 

iyan<Qierway seems to point in the same direction as the (ourcEQ-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 

bLflyri pa, which I will discuss below246. 

1.2.4 MUOoc as bulynµa and/or Aoyoc 

In the above chapters I discussed the use of 00oc (a) qua tale from 

mythology and (b) qua dramatic plot. Now I would like to proceed to a study 

of µv6oc 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 
tveipaTa: regarding 87.66a; Iamblichus, 166.111a; AT 99.73b, of -yoco toeic oirfot CrXEboV TL ToV afitov o-kcyriav 
noo6fµevoi iowtualiv NicificiTcov 15700hYELc inTEKQi0no-ay. Photius' judgement seems to be inspired by the 
theatricality of the novels' setting and, probably, by their affinities with classical dramas, other wise the 
iii-fexoferio-av, imitate or rather 'acted out'is not clear (Wilson, (1994) p.104 translates: 'writing a novel with a love 
interest'). Besides Photius does not use the term buiyijaeic., and bup'rjµaTa for the novels: at 186.130b he uses it for a 
collection of various tales: ocveyvilio-Ori Bil3Atbknov Kovcovoc, Airryrjueic,. We also find bujyrlµa referring to the Book 
of an ascete, loannes, at 198.162.a; the tale about Susanna is referred to as bujyrlµa at 34.7a; In the case of Iamblichus 
the term refers to the structure of the narrative not the genre, o µ£VTOL Taµ(3Atxoc, oaa ye Sic A E(.0c aQETT'1V xai 
cruvOrpois xai Plc cv TOic btrlyrjµaot Tri4coc„ 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 ovetcloc fry Ta Tr*Ta Kai 

O0oc247; Calliroe makes clear that she does not want to narrate bcrlyrjµaTa 

aTcio-ra Toil ayvocii)o-t. Dionysius then reassures her that whatever her past 

is, TEOcv EOTL o-ou oyuc.Q6T€Qov Aocp.rEQ6v oujyr1µa248. The most significant 

instance in the novels is probably the beginning of AT, where he makes clear 

that his story is a opivoc Ao-ycov, which µ150oLc €o1KE249. Longus' narrative 

presents Philetas' tale as a Aoyoc oi) µv6oc2' 0; also it insists on presenting 

Chloe as the protagonist of a µvOoc that Eros is plotting and makes 

Dionysophanes ask Lamon to tell (At)/ay) the truth, and not to invent 

µ.150oLc2". Finally, Calasiris' characterization of the Charicleia-tale starts with 

an echo of AT's incipit, advising Cnemon that he is releasing apfivoc Kaidbv 

Kai Toy EK Toirccov 13oµpov aTEELQOV ETCL umuTON) KniEic252. Later Calasiris 

asks him to move to a more appropriate place for the narration of µaKQoTEpa 

bcrlyrjµaTa2' 3. Thus, there are two terms which refer to the novels' narrative 

besides µ-00oc, which is the more ambivalent term: bcrjyrlµa and/or Aoyoc. 

2.5.7. 

2.5.10. 
2,9 1.2.2. 

25'. 2.7.1. 
23' 2.27.2; 4.20.1. 
232 2.21.5. 
235 2.21.6. 
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1.2.4.1 Terminology: bujytio-tc, bujythua, and Aoyoc 

The term for used for a prose narrative is &firma. The term refers only 

to a component narrative, whereas longer narratives are described by 

Hermogenes as ou)yrpic: 'biaci)Oci bt bujyr]µa cis aolva 

aouno-ccoc• rroirpa µEv yew xai bujyrlµa TCEQl rtQayµa v, rcoirrig 

bulyrimc accii aAcioya2541. Hermogenes' definition seems to be appropriate 

for the novels' narratives since the content of their story presents awiypaTa 

both as yeyovarra and as c'oc yeyoyoTa; 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 - Kay µrl Aeync — Callirhoe does not need to 

defend the truthfulness of her story. Longus' narrator too rewrites a 1_O7OQ1O( 

4)(0T0c 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 qua 00oc. As Morgan argues 'whereas Thucydides renounced the 

pleasures of myth for the utility of history...for Longus, pleasure and utility 

are inseparable255'. 

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 to write history. 
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interlocutor who requests the tale Ei Kai µi)Oo Lc EoucE2' 6, although Cleitophon 

has anticipated the fictiveness of his, overall 'real' narrative. 

Heliodorus presents Calasiris' narrative as a tale of Homeric dimentions 

- 'IAL60Ev257. 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 (3oµ(3oc 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' tale258. 

The cases above show that in this set of texts the margin between myth 

and fiction is not unbridgeable. The TcpayµaTa yEyovka 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 

yEyovOTa or as c`oc yEyovera. It appears that the long-term habit of Greek 

thought of viewing as µ-00oc both a sacred tale about the gods, which might 

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

1.2.2. 
257 1.21.5. 
25' 2.25.7, ovvcarciAi -,T6EALv o Kvrjµwv 6:JO-TIE@ TCp Ovoµan Toi) Buaµiboc PATIOEic AKOTIV, xai 
EKCIIQTQTICTE (71W7TTICTal TC-0V ".V£ICEV. 
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the transition from myth to fiction259. 

Scholars have been eager to interpret the novels as birlyijillaToc 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 categories260 and Ruiz-Montero 

gives the novel the label '60)-yri µa racco-p.aTuthv/puOtKov'2". 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', bLrlyrlµa iivOilcOv, to be distinguished from other 

narratives — TO b rulao-pixTucOv, 6 Kai Nap.cruicov KaAolio-Lv, ola Ta TdYV 

ToocyucCov, To bE L6To(JLKOv, TO Anucov rj 'Lbwyrucov262. Theon's 

terminology does not make clear what distinguishes the NallanicOv from the 

µv6LKov. However I agree with Ruiz-Montero that the closest generic term 

that one can attach to the novels is bujyri µa, although this does not need to be 

classified as NocµaTucov, µveil-coy, and/or rulao-paTmOv. 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. 
,k1 Ruiz-Montero, (2003 (1995)). 

Hermogenes, 2. 
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that these terms are provided by the novels' texts alone: 

- bujyri µa, for a short narrative of an event. 

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

- birjyrpic, and buiyofTat. for the act of narration. 

- and bLrlyovµau, as the main verb used to refer to describe the action 

of narrating a novel-like tale. 

- occasionally the more general term AO-yoc, 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 bLrjyrlµa, birlyrjµaTa, and buiyoflica 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 birryllipaux daicrra Toil ayvoo-Oo-L although Dionysius 
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comforts her that her beauty shines more than any bajyr1µ a 263. Dionysius is 

convinced that Callirhoe will tell him Till/ c'xAti0Eiav; but the beautiful 

Syracusan narrates TECiVTOC, µOvov Xoci.Qav Eoirio -Ev264. Later, when Callirhoe 

considers aborting her child, one of her arguments is that it will not learn of 

Tj1V TIEQ1. TTIS µITEQ6c NJ-Fri µOacov265; yet, when the incident of Callirhoe ' s 

pregnancy is introduced we learn that it is a (unimaginable) fact, 7-(0 -yµa 

TcaQciboov, µdAAov ocaLoTov266. The phrasing recalls the earlier burryijµaTa 

anLo-Ta and comments on the content of the tale narrated. 

The second use of bcrjyrlµa is on the occasion of Chaereas' discovery of 

the empty tomb. This time Dionysius is contemplating the upcoming spread 

of the KaivOv Eic EucEAlotv buly0µ a267. 

Dionysius has guessed well that the unbelievable tale will soon reach 

Syracuse and will be received with an excess of passion: Kai fiv opoii mocen 

7TO LKIAOC KACCoVTWV, ea.1.1I.ACX(OVTCOV,. TWVOCXVOµ oC7TIGT015VTCOV• 

EETEArITTE yo aicoi)c TO Kcavov bulyiiµ CC268. 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: 

2.5.9. 2.5.10; the request formulated with the verb: 2.5.8, btq-yquai µoc, KeuVuo0n, to aauTfic,-. 
264 2.4.10, 2.4.11. 
265 2.9.3; the verb: 2.9.5, ca tf1y µr)2oo; aOtoic binyijorj. 
266 2.8.3. 

2673.2 . 7 .

266 3.4.1. 
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A 0-710TOC, [..lEy6LACJV yap aya06)v (11)QC4) 601 biriyrjµaTa. ET[d bE CTICUOQW7ToTEQ6 

6:YEW al:E0i) Ta T[Q6rot µribE Aumpi aAAa TtEpiµEvov (.(Jc 015 7TaVTCX aK0.001:1c269. 

Phocas' twofold story is mentioned in the plural because the first part, 

the o-Ku0QcinTov, 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 

buiyrjµaTa270. When Dionysius himself learns the whole truth about TWV &\/ 

KaQL bcrlyrIµaTcWv 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, &firma, of 

Mithridates' plot271. 

The new event, the arrangement for the trial, is also part of To -clic &laic 

Callirhoe laments her fate in the same words, mentioning that she 

has become bcrjyrlµa Kai Tfic Aoiac Kai Ti EOQthmic273. 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 vbo,ov 

birjyrlµa for the generations to come274. These new narratives are not arao-Ta 

but rather Fvbo,a, not mere tales, but tales worthy of eternal glory. Lastly, the 

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

" 9 3.9.8. 
3.10.1-2. 

27' 5.6.9. 

"247.5. 
273 5.5.3. 
274 7.1.18. 
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ouTyji_taTa275. The recapitulation of Chaereas' adventures to the Syracusans is 

also presented as a two-fold set of blrjyrlµaTa: those before his departure and 

Ta pteTA Tfiv anobrlµiav blrlyrjµaTa276. 

The same terminology is used by the Chariton-narrator to describe his 

work. The novel begins with the phrase: TraOoc QCOTLKOV £11 Elvaxo-Oo-atc 

yEvoµEvov blrlyrjuoµa1277. The narrator grasps every occasion to remind the 

reader of his work-in-progress as a blrjyrlµa. This is realised by a set of direct 

questions: Tic aV 4)Q6co-ri tfiv vincTa EKEivrly Tcoo-c.av blrlyl]µaTwv µeo-Trj278; or 

in a more direct way, as in the recapitulation at the beginning of Book 5, 

where the narrator intervenes in the first person: Ta bi f]c vb"-v 

oulyrjuopaL279. 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: 

voµi.C63 bE Kai TO TEA.EUTaioV TO0T0 cn5y-Nocf_tp.a -cc* avaiLyvd)o-Kcyucav 1]bLGTOV 

yEVT)CrETa L. Ka04010V yciO EO71. TWV EV TOIC 7TQC3T0LC 0 -1CV0QW7111)V...716.)C 0 -0V 0E6C 

(J:JT LGE TfiV aAnOELOCV Kai TO0C ayvoouµEvous tbELEV ocAAtjAcnc Ai40280. 

The passage is interesting because it replaces the key-term with 

cuyyQaµµa, which I will argue here is to be understood as blrjyrlµa. This is 

to be taken into account together with the closure of the novel: Too-afiTa TrEQi 

KaAALQoric o-vvyclatim. The formulation of the phrase corresponds to the 

27, 8.1.17, 8.1.15. 
276 8.7.3; cf. the recapitulation to the King by Stateira 8.5.9. 

1.1.1. 

27' 8.14.1; cf. 4.1.11, 71W; av Tic oirly11O71Tal KaT 1:i 1D(N., Tot TEAELYMICC Ttc rcoµrcr)c; 

2.9 5.1.2. 

8.1.3-5. 
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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 

rcecyroc, 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 TEAEUTOCIOV 

o-irywap µ a seems to have to do with the shift from storytelling to story-

writing. Besides, what the reader has in his hands is a written 77-EQ1 

Ka7lAteoqV EQWzrxa bujyribucrra. 

Alternative terms to refer to storytelling are those of AO-yoc281 and 

Aoyarcodai282. However these refer to non-certified tales and are partly 

interpreted as rumours, fj µac. 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. 

28' 3.4.11, o Aoyoc eic riAciovac bieboOri. 
" 2 3.2.15, on Callirhoe's identity in Dionysius' court, Aoyortotiac, on the empty-tomb, 3.3.4, Aoyartodat 7toAAai Kai 
bieq000i; 6.8.3, Aoyorcoioi Kai µavTets.

78 



PART I ICIET(5 

THEN 

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 bcrlyrjµaTa: 

Hippothous describes his love affair as 'µcyaula bLrlyrjµaTa Kai rcoAAilv 

ExovTa Twcycpbiav' and urges Habrocomes to narrate (bulylloyxo-OaL) Ta 

icaO'airov253. When Habrocomes finishes his tale Hippothous remembers one 

tale that he did not mention, the very tale about Anthia284. 

The term is used again to describe a love-narrative when the old woman 

Chrysion tells Habrocomes the bcrjyrlµa of the unhappy marriage of Perilaus 

and Anthia285; Chrysion's story recalls the opening of Chariton, since the 

subject is described in both as naeoc. An old man's bcrjyrlµa is also the one 

that Aegialeus tells Habrocomes about his elopement with Thelxinoe286. 

Finally Anthia recapitulates her tmaporiTa and Evbooc bcrlyrjµaTa to 

Hippothous amazed that he already knows part of it287. 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 bcrlyrjµaTa io-wc 

a Lo-Ta288. In Xenophon the main balyrjµaTa are vbocc although anicyca. 

3.1.4; 3.1.5. 
2"-  3.3.3, 6a2to aoi TrapijAeov. 

2s6 5.1.3.
2s7 5.9.7.

2  5.10.4. 
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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 µ00oc, does not use btrjyr)µa as a noun, but he does use the verb 

bulyof)µaL for short recapitulatory narratives: Lamon birryEiTaL to his wife 

how he found Daphnis; so does Dryas to Nape concerning Chloe289; Chloe too 

oirry€ITal to Daphnis acivia that happened during his kidnapping although 

she tactfully omits the kiss29°. 

The term Aoyoc in Longus has a different weight. Because of his 

precision of terminology regarding µvOoc, Aoyoc is presented as a 'true', non-

mythological narrative. Therefore, when Gnathon attempts to get Daphnis to 

the city, Lamon decides to .1<icocA157-ureiv 'rex KQUTETa. Therefore he asks 

Dionysophanes to hear TcaQ' avbc,Oc y4)ovroc ocArief) Aoyov291. 

Dionysophanes interrogates Lamon thoroughly and asks him TaAr1011 A€yEty 

oµota TCA6CTTELV 415 Ooic TCp icaTex€Lv Tay ULOV292. The same need 

urges Dryas to reveal Tat awrra293. The revelation of truth, then, is what leads 

to the completion of Eros' µv0oc regarding Chloe, her marriage to Daphnis 

and their happy end. 

" 1.3.2, TC0R'TCC auk buiyEiTat.,; 1.6.2, T1] yl)Valld 61.11),EITaL TA 046 VEa. 

29(' 1.31.2. 
2" 4.18.3, 4.19.4. 

92 4.20.1. 
:93 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 btrjyrlµa 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, 

oulyEiTaL, Charicles' death 294. Cleitophon's companions also buiyavTaL their 

personal stories and Cleitophon tells the general the whole truth, anavTa 295. 

Again, when he recapitulates his adventures to Cleinias he buTy€ITat Ta nEQI 

TTIS AE-uiclamic anavra 296. Leucippe also considers whether to bulyrjo -ao-Oca 

the truth to Thersander 297 in the same terms. 

The term bujyrio-Lc is used in Cleitophon's final recapitulation of his 

adventures to Sostratus and Leucippe, with the exception of his affair with 

Melite 298. Nonetheless this post -event narrative seems to have all the qualities 

of an artistic tale, one that is meant for -4)uyaywyia. The same pleasure in 

storytelling is evident in Leucippe's recapitulation of the Pharos events 299. 

M -00oc, 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 

1.12.1. 
29' 3.14.1, bur-NEL-co bi ciNtoc; LiAAO Ti, Kayo to cµa s17tOv. '7"CEi O1)V tinaVTa EV. 
=9, 5.8.3; also the same phrasing for the recapitulation of Calligone's adventures 8.18.1, o KaAAtcreCvnc 
bit-rata Tijv KaAAryovilv. 
297 6.16.4, btrlyi1croµat TfiV/kit) E bay; 
29s 8.4.4, Lnctta crycov claQ€A0ovrcov it burp/no-Lc TOv Tuio-xovTa itruxaywyEi pix- AAov ij AUTIEL 
2 9̀ 8.15.3, to auµ(3avra µEra( nboviic oulyEiTo. 
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µ-u0oAoyof)o-i their tales3". 

AT's use of oujyrio-ic, 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 ourlyrio-ic and µvOoc, this time not as 

a tale of mythology, but as an extraordinary tale of 'yevoi_tEva'. 

Heliodorus 

It is clear that Heliodorus uses the term bujyrlµa and the verb 

buiyofTai in very precise contexts: those of recapitulated retrospective 

narrative, without exception. Hence, Cnemon's narration of his adventures to 

Charicleia and Theagenes is a bujyrlµa301, Calasiris oirly€LTaL in summary 

form his personal adventures302, and Thermouthis birly€i'tai to Theagenes3°3

his passion for Thisbe; further, Persinna's band is an exposition of the 

btrjyrlµa icata Tflv ncaiba304. Charicleia too, makes a selection of the important 

incidents of her story, th  icaiclic3TE9oc 'aiy b°rlyrlµaTcov, in order to inform 

Persinna about her relationship to Theagenes3°5. 

A bujyrlµa, 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 

8.15.3. 
1.8.7, to 0njyrip.a Vic vuicroc;; cf. 1.10.2 4)1)001;J binyoi4iEvoc. 

7"72 2.24.5. 

r'c', 2.31.2; and again at the reading of the band, 4.8.1, To yoippa bugyo0p.svov. 
7' 75 10.33.4. 
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the Nile is not a convenient place for µaKQoTEQc bLrlyrjµaTa306. Charicles' 

twofold narrative, the death of his biological daughter and his adoption of 

Charicleia, is marked as µaKQ0TEQov birjyrwta307. Occasionally these 

narratives might seem unbelievable, but true, like Charicleia's whiteness3°8. 

The same notion is woven around Thisbe's death, which certifies the accuracy 

of her ou'lyrio-Lc3", as opposed to her previous mischievous lies. 

ALrjyrlµa then may refer to the structural parts of a longer bifjyricnc, 

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, EvaQyfic bLflyno-Lc, by Cnemon: 

CIOTWc EVaQyCi.3c TE Kai 01)c oiba [05(.0V lj 710[Qa 0-0 -6 oLTtyllffic 15TrtoELEV...(1)(5TE, E[ 

0-71E'Obac T1)11 Way, TvIrjQou Trjv Ernayy€Aiav Kai E Lc TLI.oc ayE TIjV birjyrio-iv 310. 

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 

truth312. 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 

'.21.6. 

7.-)7 2.33.6, I.laK(72O-Ck?O1) 710,7, QE  TO'D birlyrjµaroc 
3°' 4.8.6, ou yn9 ilLCYTE6CIE Lv 
3''9 2.11.1. 

37 ', 3.4.10; 5.1.3.. 
1' 4.4.2. 

r" 2 4.12.1; cf. 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"3. 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 bill-no-Lc 

Finally, Heliodorus' closural line about the composition of his uvvTayµa 

advertises the particular narrative strategy he applied in order to make an 

intriguing composition out of the IlcoccOTEQa 

Definition of bujno -tc 

What then may be identified as Myth" is the novel as a compilation of 

0ulyi'illaTa, as the product of an extensive act of oulyno-Lc. 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 00oc, being itself a 

tale of incredible content, while maintaining the illusion that it is a bujyrlµa, a 

truth-like narrative, an (oc yeyovoc. The difference is that the mythological 

"i 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 biflynµa, like bQiipa, 

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 bLrjyrlµa 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 builyriaLc (and of 

otrlyoiiat) 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, I 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 bujyrjolc. 
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PART II - MICOOE AS DRAMA 

2.1 The myth of the Beauty: Helen 

I will here study the 'Tale of the Beauty and her suitors314' 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 00oc-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. 

I 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 

The title of the chapter is inspired by the tale of the 'Beauty and the Beast', where the 'Beauty is endowed not only 
xvith 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 Aame 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, I 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". 

I will study hereafter the motif of the love triangle with a male 

antagonist. The pattern is very thoroghly developed in the Helen myth316, 

which gives the title to this section, although its background has a lot of folk-

tale materia1317. 

2.1.1.1 Joseph and Aseneth 

The J&A narrative in its second part318 presents a fight for the beautiful 

Egyptian princess319. 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 A.D. 
31.- 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. 

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 mode132°. 

In J&A the motif has no real importance for the action except for stating 

the moral of the story: Aseneth, although a acQLµAxriToc yowl, gives herself 

an Egyptian lesson of fraternal concord and succeeds in reuniting the rival 

brothers321. 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 novels322, 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 

Parthenope323: 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. 
3' 1 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. 
322 28.9, otoTI. Kt3,910c U 71£00111.0- µov. 

323 The plot in Flagg, ((1987) 2004). 
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recognises her324. 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 purposes325. 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: 

AEyouo-L FlacleevOnn 7ToAAoic avNao-Ly EmpouAEuedo-a, }cal Tnv 7Tac)0Eviav 

vilAcco-a, ElTa MnnOxou ctiQuyOc EQao-0Eio-a, Tac TE TQ tXac ETEµEv axouµiav 

EauTnc xaTat.prpi,oµEvr], xai Eic KaµmavoUc EABoUo-a Oar-E. Kai thxa bta Tnv 

ToLaUTny o-coqbQoo-Uvrly axvny o ALovUo-Loc TI)V 11aQ0EyOnnv cbyOllao-Ev326. 

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 Messina327. 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' summary328. 

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

Cf. Herodotus, 6.41 and Flagg, ((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. 

Eustathios, Comentary on Dionysius Periegetes, 358. 
' 27 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'. 
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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' fiancee329. 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' accounts33° 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 fiancee', 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 

" 9 For Semiramis Braun, (1938) p7 ff. 
53(' 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 

impossible331; it is tempting to imagine how Sesonchosis returned to Arabia, 

disguised, to check the reliability of his fiancee, who instead fell in love with 

the handsome stranger, as P. Oxy.47.3319 describes332. It would have been 

interesting to show the husband/fiance in the role of suitor of his wife333. 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 I 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 Menelaus334. 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, 

O'sullivan, (1984) p.44. 
332 Winkler (1995). p.247, speculates them having met at all, or the fatehr being present, but he opts for neither. 
333 3.6.8. 

4.1.5, only in a geographical detail we are told that Hippothous and his bandits cross oulvtrya TOf) nowy.of) 
vio MEveAaou yevoµivrly. The bed-scene has also been presented as an allusion to Demodocus' song in the 
Odyssey, 8.266-366, Blizquez, (2003); however the eielvaaic, 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 Chariton335; hence there is no need to argue, like O'Sullivan, 

for an orally transmitted story of the epic cycle336. 

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 body337. 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 midoc,-, 1.1.1; cf. Xenophon 3.9.4. 
53' O'Sullivan, (1995) p.173: 'the story of Paris and Helen, the archetypical romance'. 
337 3.10.5. 
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Alexandria by an EATcis buuTuxrJc338, 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 

Ethiopia gathering a large amount of spoils339. It is with this money, 

supplemented by Psammis's wealth, that Hippothous buys Habrocomes' 

freedom34° and it is again Hippothous' gold that frees Anthia from the Sicilian 

pimp341, 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'-'2- 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 

3.10.4. 
4.1.5. 
4.4.5. 
5.9.9. 

:..42 O'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 dead343. 

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 

Charicleia344. 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 - Tokcov ft€Qa TcoAAa rEaQarcArlo-La — 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 

"43 Photius, 166,110b. 
'44 1.31.4. 
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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 Garmus345. 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 

suitors346. Another suitor appears in the person of Setapos, whom Sinonis 

pretends to desire, but whom she kills after making him drunk347. 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 alcIETthTEQOV ya9 airroic 

Odva-roc ij F.A.Qpiov ib€iv348. 

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. 
Y4' Photius, 94, 75b. 

The name of Sinonis in Greek means 'wild'; cf. the verb o-ivoµa atvEoµat, aivvoµai, to hurt. Russell, (1993) p.78. 
Photius, 94,75a, the phrase ends up to be typical in the Greek romances cf.7.6.8, yCcit.ov abx Oava'roy 

ci.x.ouca; 4.11.3, ij bE, AAlectvo. lAtv, T04ov 71Q0TEQov fj ycipov Toy 4u5v EI)TQETILUTW. 

96 



PART II 

DRAMA - HELEN 

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 get 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 rival349. 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 TEE0+1(xxvoc yuvij. 

Iamblichus' 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, Pobavriv dicovia Toi) atau9o13...xoo-psi awarnyixd-or.„ xai 7T£µ7TEt T01) noA4lov...o-TQawnyov doc 
E9aaTilV Kara T01-3 aVTEQC(aT0i). Cf. 7.2.6, bi3o Ta 7TQ0TQE7TTLK)TaTa tic aVb()EiaV £xovTES, 0a.VaT01) xai aµtvric 
E94,Ta. 
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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 

departure3" 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 Iamblichus, 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 

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 pathetique 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 faithful351. 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 Swann352

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. 

The wife of the educated Charles Swann, in Proust's A la recherche du temps perdu, Un amour de Swann. Mme 
Swann, born Odette de Crecy, 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 

chastity353, the writers of later antiquity354 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 similes355. 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 

Menelaus356. 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 4 357. For Pausanias358 and 

Plutarch359 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'. 
354 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). 
355 2.13 (Stesichorus' blindness and the poet who is bribed by the kings); 80.4 (freedom is like Helen's ghost). 
' 5' Dialogues of the Dead 5.1. 

Aristides 47.1 (Keil), Sacred Tales, 1.1, boxcii poi xata TI)V 'EA&\7riv T7ly 'Oµrjpou Ten/ Aoyov noujo-Eaeat. icon Yap 
bi:ELNTI nnv-rac p£v oinc av larlativ (5o-aoi Obuo-crnoc TaAacricivoveic eiaiv aE0Aoi. b£ afxrof) µiav 
Li7coAapof_io-a, 
"For Pausanias as a 'classic', like Plutarch in his interpretation of myths see Veyne, (1983). 
359 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: 'µrft COO evrac oulAilAouc, ocAA'fi µiv 

Kat' AiyuaTov, 6 &%7 ovrEc361'. 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 argues362, despite the fascination of 

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

Structuring units of the Helen myth363

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, 54.3ff (De Lannoy). 

M: Barrett, (1964) p. 52. 
'b' 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 

fight for Troy"4. 

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 Kann) Helen is 

Helen, 1602-1604, cove,, bt vcct1; aapax€AEvvµa b' rpvµvr)0Ev rE/Vvric• Ttof) Tb Tecoixav x/Voci; 
LSEif.aTE ac5;.7, eivbgac, pocc)(34ovc. 
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the only evidence for this merge. 

As we have seen J&A as well as Iamblichus 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 Chariton365 is 

Laplace's seminal work 'sur les legendes Troyennes3"', 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 

legende de la guerre de Troie se resout en un ensemble de themes rhetoriques 

k" For intertexts and patterns Table 2. 
'" Laplace, (1980) p.100. 
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symbolises par les mots - txlvov, EibwAoy, ovoµa, a.Awo-Lc - celles du 

concours et du feu, des proverbes, le jugement de Paris, la pomme de 

discorde, la palinodie, la guerre pour un fantome. Leur interpretation 

romanesque s'appuie sur Made et surtout sur l' Helene d'Euripide. 

L'imitation d'Homere n'apparait que dans les scenes de denouement (le 

proces de Babylone, la guerre des Egyptiens contre le Grand Roi, ou elle 

s'avoue par des citations. Au contraire les situations romanesques empruntees 

a Euripide (le transport du fan-tome, les fausses funerailles, la fuite de l'epouse 

aux cotes de son premier mari) sont mentionnees plusieurs fois au cours de 

l'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 gegendes 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 means 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. 

105 



PART II 

DRAMA - HELEN 

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 Homer367. 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 Alcestis368. 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 Amathus369, discussed by Plutarch. The same idea with a hasty 

mention of the Homeric parallels is further elaborated in his more recent 

book370. Finally Marini presents Chariton as the first novelist to incorporate 

theatrical elements in his work, therefore adapting the Helerz371. 

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 Iliad, 7.357-8 in respect to the forthcoming fame of his 
composition, inscribes Callirhoe in the epic tradition. 

Hirschberger, (2001) p.167-168. 
7'69 Jacoby, FGrH, 757 F2. 

Cueva, (2004) p.18ff. 
37' Marini, (1993). 
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and Artaxerxes372? What is the role of the Great King373? Is Callirhoe a 

Euripidean faithful Helen or a Homeric one374? 

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', i.e. 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 

louoL..ii...aAAB(375' and in the procession to the temple she appears th0-77-69 

AoTEµLbOs EV EQrll_tipc icuvriyftaic 7-cto-Tocoric. Callirhoe on her deathbed is 

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

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. 

Schmeling, (2005) in respect to Callirhoe abandoning her child, like the Homeric Helen. 
" 1.1.1, KocAAcic Osiov, oubt Nrlpujboc ft N0I4rIc...aAAa alit)); A.(NobiTng. 
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compared to Ariadne376 and when she has returned to life Dionysius' servants 

are stunned by her presence ola Eta Lwciaxivot077. The same comparative 

formula is used to describe Chaereas' handsomeness378. Dionysius too when 

comparing her to Helen uses a superlative phrasing 'oi)oL..oi5Twc379' 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 above380: 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, pracciQtov irctc) 

•"' 1.6.2, Ei:KaCov at'u]v Aoiabvil; the verb in the active voice meaning compare, in the passive resemble. 
1.14.1. 

1.1.2, oiov AxtAAa. 
379 2.6.1, ovbr yaQ 'E/Vvriv euµoocov oi5Twc, 

cf. Dio, 3.31, ..7":4Q,,ric o TCJV FlEoaCov pao-tAEiN; yrjv bToinae flaAaTTay...croaTtEo oiµac Toy floaabiova 
oriatv .Oµnoo.-,; Lucian, Hippias, 1.15, (on wise generals) oiov Ayaµ0.1yoya Kai AvAAga, TC0V KaTC0 be 
Toy AA .av000y Kai ITO000v iuisv; Lucian, Philopseudes, 5, en-coo-oil) 7ToAcplouc; ...oia rcoAAa xai O 
Obuaoti.)..; E 71O1.EL T71V 'Cc CCUTOf) 11)VVIV aovuµevoc. 
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MEvcAewv TOv Tiic Aaxcbauµoviac yvvaix6c381. 

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 Chaereas382, 

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 Paris383 everywhere. Later, 

Chariton-narrator will let us know that Callirhoe, as &lb c)ov To icocAAio-Tov, 

ofov ovbE o AAavoQoc o FlacIlc384, 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 oCiicov385, 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, TEAtjv Kai &vTa006( Tic pao-Kavoc 

oa cWGTT€Q ao-iv Tfiv EKEL To.v. Accordingly Callirhoe's second 

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

2.6.1. 
7*.= 4.1.8, into Trly AEUKC3AEV0V xai KaAAloTpvt2ov kkxlvETo Ter; Oi..ifiQov. 
7'~' 5.2.8, Mex,Acco; ,ev Othil390VIETIaVirl Trly 'EAeNTIV 01:)K ft ficri10-£V...710A/10.1.116(QL0Ec &N/ fiklaaLc. 

8.1.3. 
7'S5 6.1.10 (for Artaxerxes). 
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since on the same day the (3ao-Kavoc baiµwv was not absent"6. 

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 

compared387, but the repetition of the phrase '(3ecificavoc baIµcwv' 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 patterns388. The Helen myth leaves the realm of model and enters the 

sphere of pattern not because of its comparative introduction — oioc, (1)o-TE€Q, 

oia — but because the repetitive Helen motifs, which, as Laplace has observed, 

may also be clustered around connotative words, like ocycbv, a0Aov, 

rroAleµog, cibcoAov, KAAAoc, Odvov. But in this case the reader does not 

1.1.16; and 3.2.17. 
3" 3.3.5-6, Tic OECoV aVTEQaCrTnc µou yEVO.1EVOC, KaAALQ(571V 7-IEVT=FOXE... aca) ical Ono-hoc AQuibvriv a.41)E1ASTO 
AldN'1,OO; xai AKTaiWVOC, Eeµe/riv o ZEUc...(XTLC,...1111A£i 7-CaQ41ELVE; 6.4.3, ij u 0aAarrric avapq3rIKEv otAAri 

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 of -yocQ µvrl6TrlQEc aTEOTUVNTEc Toi) 

yaµov...a5µovoriouav, because of their common 00ovoc389. 

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, €f)o-ta0111c, but she is also incapable, artawc icaxofieovc 

157o*cc"°, hence cannot be corrupted, which is the reason why the first plot 

against her chastity, the xcildoc391, fails. Therefore, much unlike Helen, 

2.1.1, ftr-r9ecroAciyri co:Yroi)c E7ti Tov 7-coAsµov o (130ovoc. 
1.2.6. 
1.3.3. 
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Callirhoe is not prone to flirting or adultery, but her slave is, who is described 

as the TL41.03TeallV TCJV OEQarcatvibwv of her maidens392. 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 

"' 1.4.1. 
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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 variation393, 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 resuscitation394, 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: 

Kai at) µiv TIEVOEic Kai µETavo€ic xai Taocp KEVCp maQathOricyaL, µETA OcivaTov 

µOL T1)V o-co0Qounvqv µaQTup6)v39s 

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: 

Ava(3A6,bac Eic 'rev oivavov Kai Texc xElQac OcvaTEivac 'Tic aQa 0£6)1/ avTEQao-TrIc 

µo.) yEv4tevoc KaAALQ6Tiv a7TEV1)VOXE Kai viiv µ€0'akoii in) EV/lova-ay, 

ci/1/1.4 ptcrCopi'vt) unto KQEIrtovoc voiQac...O7Tijo-co aE bLLY yiJc Kcri Oa/lacy-Tic thy 

ELc airrev avapijvai rev aiva oi5vcoliai.396. 

Chaereas' theatrical gestures, the lifting of his hands and his monologue, 

have the appropriate impact: the crowd, which has come urged by cDflpri to 

witness the oar LUTOV event397, laments the supposedly 'dead' Callirhoe, as if 

she had just died398. 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 µ1j AMovuay, 6cAAat 

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 

95 1.14.10. 
3.3.7. 

39' 3.3.2. 
's 3.3.7. 
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reminiscent of Helen's aerial transportation to Egypt by Hermes399. 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 married4w. 

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 hand4". But Aphrodite 

has reserved a better (p)lot for her protegee. The first part of Callirhoe's tale at 

Dionysius' house has strong connections to the Helen. Dionysius is presented 

as well educated and arivecicomoc and his household as an ayocei) ob-cia4°2. 

Dionysius' acuMa4" 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. 
4  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. 
4"' 2.4.1, nrnatbrvµevoc avo iced a.CCI.QTCLYC, aQ£TTIC; avrirtoiovµEvos. 
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Toy AAKIvoov ayaµ€0a bra xai 7TaVTEc cINA0i4.1EV oTt Eic T1)17 TcaTQfba avETCEµt'E 

Toy ixETTw i.KET£1.5CO 6E 1Coty64°4. 

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 Callirhoe's return changes Dionysius 

from a potential wise Proteus4°5 to a Paris4°6. 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' fleet407. 

Dionysius is represented in a liminal position between a potential 

Theoclymenus and a Paris, who ends up being a Menelaus408. Being Greek, he 

is not willing to force Callirhoe into marrying him nor is he willing to return 

her409. Tyche, however, decides upon a third option. Callirhoe's pregnancy 

compels her to give up her fidelity for the sake of her unborn child41°. And 

with this twist of the plot maternal OAoo-rocyyla wins over female chastitym. 

The traditional pattern is altered although the function of the motif, 

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

2.5.11-12. 
4':'3 Helen, 46-47, ZE13%; -ToVo'E obcov n0WTECUCT. [0QU00CT0,/ 716(VTWV TIQ0IC0LVECC; OILNIVOVECTTaTOV pQ0,16.N. 
''" 2.4.5, E01A0Vi.KEL be o Egjoi-, Rot,Awoµevcw KaAciK, Kai iv,QIN Eboxer Tf1V awcIvocrOvrtv TfiV EKE i.VOU. 

For Dionysius as Theoclymenus see Laplace, (1980) p.94. 
'''9 2.6.4, 6 rrti Tr) awcpciocr0vri ruo.pontoc. 
'I') 2.10.8, 7aQi µsy(cruov alQatic, OT.00Q0013VT1C, TEKVOU. Contrary to Helen, as in Sappho, Fr.16, w0bk riaiboc 
oubt EDIAWV TOKiWV rtaµstav 
41' 2.9.1, EU0TTECU. 7TELOOt- .; EVEXUQ0V. VIKTICIEL0T4Q0CTUVTIV yuvaixec t.irrtQac OiAocrrovyia. 

116 



PART II 

DRAMA - HELEN 

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 again412, 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 Chaereas4". 

Chaereas' first reading of the Callirhoe plot is misleading since he lacks 

information and instead of finding his wife in slavery414, 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 Callirhoe 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 did415. 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. 

4' 2 Indeed it is only Plangon who tries to persuade her to do the opposite. Cf.2.10.6-7 (Plangon), OWV 1)7th7TEVE 
KcukAigon...71avouoy a7ELQ0c bovAucijc... 
4:' 2.11.2. 
4" 3.5.9, Ei µrl buvaµat tTv yuvaiKa TfIV 41fIV a7OACXPEiV (HAW thy 60UA£1.5Eiv µEfa-UTfic. 
' 15 2.6.1. 
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Callirhoe's second wedding is described in more detail than her first and 

it is compared to Aphrodite's wedding416. She gives herself freely to him in 

marriage417, according to Dionysius' official version, and in the popular 

opinion she remains a simulacrum of the goddess418. 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 rcero-Cov acrEpeo-raTri among 

women: 

&MOTE KaAAIQorj Kai 7raCTCDV aGrEPEOTaT71 yvvauccii bt ENI154)ac KOCL yaµouc 

4,toti bEbEµEvou. O1)K fiQKECIEV OTL yllV1)1 y€yovac aAAou Xaiptou 4ToVT0c, 

y -yovac bE Kai µrjTr]p419. 

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 

4,' 3.2.16. 

▪ 3.2.9, Eyd.) yuvauccx AEI.)062ay...cpaveQco,-; Kata voµouc tynp.a. 
3.2.15. 

' 19 4.3.10. 
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to bring Callirhoe 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 Callirhoe 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: 

aaoluav bt iced bl3o o-atclarcai...ML0obearic xai irDaQvaicric...7QCOamc...uvrjova. 

ALovOutov, rj bE ocArjeaa KaAALQoriv ibEiv42°. 

(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 otec TO Trig 4viac oikaLov...ayre cis 

oaog aTE (i)c a,* 0-64,0v421. 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: 

"I 4.1.5., 4.3.12, Mi0Qibecric... c[moQoi; µEvwv µETaEU XaiQeot) TE Kai Aiovuo-im aiyrOc aKoviti To a0Aov aqoicrurai. 
41 3.6.6. 
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TOA.11]Q Kai TOU i_dAAOVTOc aTIQ00QaTE, Eic BaPllAd)Va KaAALQ61-11/ 6cyac, &too 

MLOQLboaca TOGOUTOL; MEVeAa0c EV TT1 O1XNIOVI. E7TaQTT,1 TfIV TAIVT1V O1)K 

ft lIQTyTEV, aAAa TLaQEUbOKlµ1ior Kai poccitiVa PaQPaQ0c 7O411)V. TIOAAO1. IlacnbEc 

EV r-i@craLc422. 

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 150-EL be EGTL To 

[3ciOaQov yvvaLpavc423, recalling the famous characterisation of Paris from 

the Iliad: Ai)o-maQL Eio0c aQIUTE yvvalµavEc rja€Qurcarc6(424. Hence, 

Callirhoe's second adultery insult is based on the notions of hospitality and of 

womanising, appealing to the readers' knowledge of the Homeric text425. 

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; cos b' f)KEV b11. 

7coTaµov QaTTIV...TOTE -nor] 7-1600c 0C0TT)V 1571a) O£TO TCaTc00c TE Kai 

O-uyyLveo- .026. 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 Menelaus427. 

The meticulous reader gets more hints regarding the further 

" 2 52.8. 
423 3.2.6. 
4=4 Iliad, 3.39, and 13.719, Hector to Paris. 
' 7' Especially since the word yuvacµavEc, in the post-Homeric tradition appears only once again in Quintus 1.726; 
hence it is a rare gloss. 
• 5.1.3. 
427 Iliad, 3.139-140, ci)c Eirto6o-cc eca yAuxin! iµcpov eµ(3aAe 0uµcV/avbpoc TE riooTkou Kai eicrcEoc fibt TOKiG)V. 
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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: 

EL0-111A0EV Etc To bucao-Trjoov, oiav 6 OEIOg rcoLrycijc Tljv TAivriv ETu6T11vaL rm_ 

TOic IIpiaµov xaL Flaveoov rj& 61. .10f.T11V...7T6CVTEg biljQfp-avTo TraQai. 

AEVEOL i<ALEhivat:428. 

The chapters at Babylon, however, present the reader with another 

version of retardation, whereas the Homeric intertext alludes to an action 

motif-429: the duel. Artaxerxes, smitten by the beauty of the heroine, postpones 

the decision without being able to choose between being Callirhoes' Oao -Tfic 

or her bucacrvjg43°. This time it is Dionysius' Homeric reading that classifies 

Artaxerxes as Paris431, against whom he has to fight for the prize Callirhoe432. 

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 

7CaALWoLa433. 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. Iliad 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. 
43/' 6.1.10. 
47" 6.2.7, evbov Occov tiAAoTo. Lay yuvaixa. 

32 6.2.1, ijv be to a0Aov...xcii\Aoc to rtQc;.)-tov. 
433 5.7.7.
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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 naAwbia. 

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: µrjTE 

axiom-ay !Ann (13.avwe-oS434. 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 king435 - 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 

474 6.4.10. 
' 35 Helen, 314. 
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tactfully avoids direct confrontation, arguing that the king is showing her not 

his love, but his pity, £/A££1436'

Callirhoe, whose eloquence Dionysius has already praised437, behaves 

here much like the Euripidean Helen, defending herself without offending 

her barbarian interlocutor. Artaxates cannot believe that she is refusing the 

love of the Great King since oirK ipEL bE CINovrlµa `EAArivacov £Uy£v~c Kai 

1_1(AALUTCX TO KaAAvoric T>1S o-c3(Novoc xai cl)iik(xvbc)ov438. Once Artaxates 

leaves she throws herself into a tragic lamentation, which recalls that of the 

Helen439: 

IctiA.Aoc 4301.)A0V, ut) pot 7taVTWV KaKCI)V aye of), 

KaAALQon...anoo-cpccov 6£aUTT]v...av bE PLIXLOT£(JOV 'EL y&vriTat, TOTE EQ.TM 001 

icat9oc XaL*( 7TOROVTI trjV 711.0-TI.V44°. 

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 

4.3' 6.5.10. 

47'7 2.6.1, 7190uEcru bt aura Kai, 1) TOLTV AoyWV 70.06). 

6.4.10. 

39 Helen, 260-297, T4lac, ye.2 ópioc, Kai Ta zoayµa2 6:3-ci. µou,/ Ta µEv bi "HQav, Ta bt To Icci.AAoc oc".)An 
KaOkrTTIK' ova' iAEu6Qcov ano...0avEiv KQaTLGTOV. 

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 melange 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 land441. 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 

4-, 'Cf.Helen, 260-297. 
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that he is dead - and it is only then that he believes in her innocence442. But 

Chaereas is still wrong since he does not know that, just like the Euripidean 

Helen443, Callirhoe 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 EibcoAov444. 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 person445. 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 — Callirhoe446. Chaereas fights 

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

44, 3.2.5, cri) µfv oi5v of)by abix€ic. of) yap oibac on Xco.Qa; 
-'42' Helen, 290ff. 

3.9.5. 
-^5 Helen, 126, w KEiVOC, oolDaviic o-inl be( µaqui KAfjCurcu, 132, Oavd)v be x2o1Cucal. xa0' ̀ EAAetba. 
44" 7.4.2, 61)0 Ta 71QOTQETC'Ell<C3TaTa Elk; aVoQECLXV EXOVTEg, OCX\16(TOU KCXI. aovqc EQCOTOc. 
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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 Achilles447. 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 

C'XQ LUTE LC(.448. 

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 introduced449, 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 prefers450', 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 Rhodogoune451 to 

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

; 47 7.5.11. 

Laplace, (1980) p.99. 
"' 7.5.4, Callirhoe compares Babylon to Arados, 7.6.8, OlivaToy cuxoµai. 
45‘ 8.1.8. 
451 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 him452. 

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-4". When Artaxerxes receives the Queen as a oc-ociov from 

Callirhoe, when the better present would have been Callirhoe, as we have 

seen on other occasions, he is deeply disappointed, LluTtEiTo, and envious of 

Chaereas, just as the Sicilian suitors and Mithridates have been454. 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 

war4". 

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 Callirhoe 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 

4-'8.2.5, µeyav zoAEµov xivrjaeic CTECCUT(. ...7-CEL0-41£6 1a TWV 71()65TWV PCXQ6TEQa. 

455 The two reunion scenes, this of Callirhoe and Stateira with Chaereas and Artaxerxes respectively, are introduced 
with the same formula: 8.17.1, eitri bE aikic fly baKOwv Kai birlyrlµaTwv...itE9tE7tAaxrlaav; 8.5.9, frt€i be dAic ilv 
Twv btfyrlµaTwv ErdT£ tea sircc. 
' 54 8.5.8. 
455 8.3.7, Xa bf Kai bujAAaiccat xcxi. oUickt vµiv krct rtoAf twos. 
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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, son456. Dionysius' 

misreading goes so far as to interpret her words as an accoAoyia, a speech in 

defence, that in-ceofylou dic alcovo-oc airrov iccrrocAinoL4". This is again a hint at 

the Homeric Helen that Dionysius has been using to interpret the narrative all 

along458. 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. 
' 57 8.3.14. 
45' About Callirhoe's child and Helen's see Schmeling, (2005). 
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The third pattern — the Euripidean/ Stesichorean — is complete: (a), (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 -Kaeci9o-Lov, just as the narrator of the Callirhoe 

implies459. It is precisely the threat of not attaining an ending, of having an 

infinite narrative4", 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 €-Ciyoc icculAio-Twv46': 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 

"" 8.1.4. 

Whitmarsh, (2009), discusses closure in the Greek novels. 
461 8.1.3. 
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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 follows: 

(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 i)TE0 IcoulAauc Efts — whose a8Aov462 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 

Eb€t yvcbvai Ta tQwtoc EQya46s. The phrasing which describes the contest — 

icAAAoc, EQ Lc — 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 poulafaoc 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; 

46, 1.16.1. 
463 1.15.4. 
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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 inferiority464, 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 husband465. 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 naïve, pastoral one. The narrator remarks that 

the jealous cowherd ErtLTExvaTat TO(yriv a mµEvt TReTcououv466. 

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, in-E6 TE artElQiac 4,ci rucCov ToAµr]µaTcWv, they interpret the attack as a 

zoqµEvtxljv aocLotav467. 

(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. 
4' 5 1.19.3. 
466 1.20.1. 
4' 7 1.21.5. 
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captured — because Chloe 13Qabirwov cos xoQri Ta acOpata 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 others469. 

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 Aricrn/piov Kai va-uocyiov, 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 vuxTwivov TcaibacijQLov47°. 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'471. 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 city472. 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 untouched473. The incident 

ends when the Mytilenians and the Mythemnians learn the real cause of 

the ocvrtayn 474, therefore they opt for peace, T1]V EicIrjvriv E13QLUKOV 

2.9.1 
"' Morgan, (2004) p.186. 
472 2.22.2, XA61 be Awl& 7TOAR, OLICiCTEL. 

473 2.27.2. 
474 3.2.3. 
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KcobocAait4)av475. 

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 yiv€Tai. X,ELµcb' Aoccpvtot. Kai XAoil Tot) TroAeµou 

rcucooTwoc476. 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 love477. 

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 µvrlcTrjpcwv rtAfi0oc478. 

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 &Iva, which Dryas accepts479. The Nymphs not only give Daphnis a 

temporary monetary remedy but also foretell that in the near future he will be 

rich too480. Daphnis is officially betrothed to Chloe when the first allusion to 

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

3.2.5. 
4" 3.3.1. 
47 3.11.3, we learn that Daphnis saw Chloe on other occasions too. 

3.25.1. 
479 3.27.1. 

3.27.5. 
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for Chloe: 

recxa bE Kai klYvAaTTETo To KaAOv [iflAov EQWTLK4) 7TO4.11V1...Aa bt avabciaµcsov 

1.1<ETO TvoyfloaL Kai KoµioaL beivov XAO11 ICOCIAoy0V TOloVoE £1,7TEV 

7TaoNv€, Tofiro TO 1.111AOV 61)vo-av icarkai icod ,l)trev KaAOV eci£11,JE 

amaivovToc 1-1Aiou, KOCL ETT1Q11O"£ TOX11... TOUTO A0139061.TT1 1(6,AAOUc AOC.PEV cl0Aov• 

TOUTO aoi &buy" VLKT1TiOLOV. 41010Uc EXETE TOOc µaQTupas• El(EIVOc 111V 

,71— .Oc _y_ ' ....MaPE yap  K0CL vvo -of) H.TIAOU 7041T1V, ai (t)/1 r:1 cpiAriµa481. 

Daphnis describes himself as an EpcwTLKoc aoLµr'v, which is an allusion 

to Paris482, 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' 

songs483. 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 woman484, 

and her beauty becomes a prize for her suitors. 

(a) Daphnis is engaged to Chloe. 

3.34.1-3. 
' 2 Lucian, Judgement of the Godesses, 3, (Flapiv) vEavicic Lo-ci icculec Kai TaAAa 4iuytixoc,.. 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. 
4‘ 3 Cf. Theocritus, Idyll 2Z Oaristes, (Girl) Tay TUVUTaV 'E/Vvav IIapty fjcitao-€ potncoAoc aAAoc,.. (Daphnis) µdAAov 
Exoio EAfva TON/ pouK6Aov EcXE ckiAE6croc. 
4'4 On apples and their sexual connotations, cf. Theocritus, Oaristes, 49-65, Ti 0e4ic, accruQicncc; vboOsv (1aluo 
pcual,v; µdAa TEa aQa-cia-ra Tabt xvoricivta bibc1(43 rtaQ0gvoc EvOcx I343nica, yuvfi tic ohcov a04(ricii. 
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(b) Lampis, one of the disappointed suitors, decides to take revenge by 

destroying Daphnis' garden485. 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 cis oi5Te A6c(13.vLboc yakuovToc 

KOCI, AQ15C(NTOc hai..11OV ayaTETiCTOVTOc486. 

(d) Once more Daphnis fails to protect his beloved and he needs the help 

of Gnathon487, 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 cos aixµaAaTov Ex TcoA4µou uvoc488. 

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). 
4" 4.28.1-2. 
• 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, xoµioELv £14 TiTV 716ALV aircCe µtv boiv\ov, h<EN/Cp be kx,:yEvov — 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. 
• 4.29.2-3. 
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Daphnis can reassure Dionysophanes in person that yeyovvai 

ovlrjµaTos Kai OQicoov 7-cAlov4" 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 Kai -yvvaixEc rcoAAai Tebv µeya 

7-cAouo-iwv rjwio-avTo OEClic auTai mo-Tev0ilvai µrlT€p€c OtryaTQOc akco 

xvcAfic49°. 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 

;" 4.31.3. 
4' 7 4.33.4. 
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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 text491. 

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 iiilAoc 0€6c 

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. 

4-, Goldhill, (1995). 
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1. Intertexts 

The first is the ExcivaGts 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 Europa492 (and/or 

Selene493), Melite's beauty is that of a mature woman and she is compared to 

Aphrodite494, 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: 

Helen in Herodotus, 1.3.7. 
4' 3 For the debate see Morales, (2004) and above note 101. 
49' 1.4.3, (Leucippe), oµµa yoQyav ry ijbov(), KO!Inv aveil; (Melite) 5.13.2, CpaolcuQov auv]c to 13A4qiia...-Kopri 
7toAAii Kai poceEia Kai KaTnxouo-oc. 
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TO µEv -yew rE/Vvric TCov yaµwv afv avi*E 'ca. TT] TQOfac aAA0 7c66. 

FliivEAOTuric yaµoc Tfic CYCjICNOVOc TCOODUc vuµepious a7TCM.ECIEV495. 

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 o-c3 QWV. 

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 Noc[ia496, the one narrated to Cleinias, 

whereas the other is one of the Leucippe Noc[ioura. 

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 lliac1497; then they travel to Egypt, which 

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

▪ 1.8.6. 
▪ 9' See Part I. 

Iliad, 6.289-292. 
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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 observes498. 

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: 

vuv o-Ox o-oi maQtAetiv to-co Tot) vaoi5. ijv bE OAiyov avaµeiv>ls wovov, ai( 

avoi4co uoi µovov, aAAa xai LE(J£a GE TM L11O1O TTIS Oeof)499. 

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, µil 7TQW-Co7CELQOc etAAa y€pwv Sic A(:9OoLTIV Tly)(6.VEIN. 

4`9 43.7. 
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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 Paris501  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 him5°2: 

wavio-Koc -nv BUUCVTLOc, ovoµa KaAALcreevric...ocKaOcov Tip) Ewo-TQaTou OuyaTtQa 

Eivai KaArjv... avaTuVirrwv yacQ €avTci Tfic Twaboc TO xaAlos xai Oavraop.Evoc 

Ta aocuTa EAa6E o-04:56Qa Icccd)c btaxeiµcvoc503

Laplace has correctly observed that for Callisthenes, Leucippe, like 

Helen for Paris, is just an empty name not related to a body504  However, 

unlike the Paris of the standard myth, Callisthenes abducts the wrong gir15°5. 

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 

virgin506 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 11th where Paris falls in love with Helen, without 
havine seen her. 
• The Homeric myth is criticised by Dio, 11.54, oidnui Tilt' sitijOaav TO!) 6.1avti.ou Aoyou. 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, vfiv bE tTEELoll 

7.1.VCIVV0.7. xai oUVdOTTIc. Ta Aoma fion Eoyw UELQydaccro. 
?. 2.13.1. 

• Calligone and Helen and the problems between the 'bruit du nom et realite visible', see Laplace, (2007) p.575. For 
the main study of 'body' and 'name' in the Helen see Solmsen, (1934). 
``8.17.3, birlµaotrl0sirl be TO zav kiyov. 
`' 5 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 Cleitophon507, 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 boyfriend508. The irony regarding 

Menelaus finds its peak at the introductory phrase of Menelaus' narrative, 

namely in that his wanderings are due to an EQWc priakavoc Kai OrjQa 

bva-Tvxrjc509. 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,510 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 

4.1.4. 
"2.33.1. 
r." 2.34.1. 

] 1.1.16, 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"1. 

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 

him312. 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 To 

y€voc Ex Tfic V11OO1) Tfic CDoCcIO1), TI1V b€ 6(ALE15c, hYTQCITE15ETO 

'" For Menelaus as the 'hand of providence' both in the Iliad and the Helen see Laplace, (2007) p.576. 
TOV KAELTOg)GOVTa art04)0QT110-0[CT0CU. 
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'.no-0(p xaTa T611/ PotmcoAwv T1)17 &\/ Talc vauoi oNocaav513. ChaereaS is a 

fisherman from the island of Pharos, and is further described as a eocAoto-o-toc 

avOwnoc514. 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: 

EibcJS oini aµlixa'ov TO Tuxeiv, amrderimv AlGTficnov OµoTExycov 

o-trywoTjo-ac, aTE 0aAaccro-Loc avekcyrroc, Kal o-vve4tEvoc aircoic a b€i noLEiv, 

E,Eviccv fiµOcc E 040V Karl€i, maitiAµEvoc yEvE0Akov ay€1v rjµEQav"5. 

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 Leucippe516. The general pursues the 

pirate boat and the crew, fearing that they will be captured, decapitates the 

a0Aov517; 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 

4.18.2. 
5 ' 4 5.3.2. 

" 5 5.3.1. 

" 5.7.3. 

5.7.4. 
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but refuses to consume their engagement until their arrival at Miletus. Melite, 

frustrated, laments her 'IcaLv0v' suffering, not the usual KEvothOov, but an 

empty-sex marriage, a 1c€voyaµtov518. The word Kevoth tov in association 

with the strange situation, icouvov, is reminiscent of the Helen and to the fake 

funeral for Menelaus519. Melite appears to know the meaning of the second 

word xe-voTacimov, 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 ghost52° as an excuse for the postponement 

of his marital duties to Melite. The KEvoyaµLov in AT then has the same 

retarding function as the KEVOTCKPLOV in the Helen. 

But the narrative seems to subvert the epic tradition by a twist in the 

interpretation of KEvoyaµtov: in the final testing Melite appears to have been 

chaste during Thersander's absence521, 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. 

sT‘ 5.14.4. 

Helen, 1564. 
5.16.1, A&youcri. bE Tac, 4)1);(ag iv 1:>bccn avticirwivac µr]be €ic Aibou icatapaivav 8Awg. 

F.2: 8.11.2. 
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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 Melite's 

household522 under Helen's ethnic name, Aomaiva523, through 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 rapists524. It is the Lacaena that 

Thersander plans to marry525, if not willingly, by force, thus recalling 

Theoklymenos' assault on Helen526. 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: (N QE 716ALV 

EvOt5ocoµai µov TO N&µa. scNQE, acQielaTiai Ti)v A.Ococivav527. Leucippe 

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

" 5.17.9. 
Laplace, (2007) p.579: 'c'est sous ce nom generique, usuel pour les esclaves, qu'elle (Helene) est souvent designee 

de facon pejorative'. 
524 6.13.2, otav si rac aukAoToia; µr1 £VUNir.,x,1 -yovcnicac; 6.22.3, aAneivov TOb- TO TIELQaTfplOV. 

' 25 6.11.3. 
52' Laplace, (2007) p.580. 
527 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 

KE\'O Loy and EituAov, 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 indisputable528; there are similar motifs 

evoccative of this text as will be shown below, and an echo of a Euripidean 

line in Book 8529. 

Heliodorus, 8.7.4 : (I) baLµov TQt5xouaa xai xaTavaAio-xouo-a µearly. 

Helen, 1285 : 6v b'th TaAaLva...TQUxouo-a CYCXUTTiV. 

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 Andromeda53°, 

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 life531. Although Charicleia's532 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 white533, because her mother was looking at a 

painting of Andromeda534. 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 Charicles535, in the way that 

Tyndareus and, in one source Leda, were the adoptive parents of Helen536. By 

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

KOQriv aµrjxavov TL xai batµovtov ithAAoc, ijv autos µ6v t Tura yEyoA4vai 

LAE-yEv Eµoi bE xai WQc yaµou rulnougav .4.)-KEL537. 

As with Helen538, 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. Ion, 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). 
" 5 2.31.1ff. 
"' Apollodorus, Library, 3.10.7 (LOEB); Nemesis and/or Leda as Helen's mothers. 

'" Tzetzes on Lycophron, 513. The detail also in Hellanicus, FGrH, 323aF18 and F19, (Fowler 168b). 
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and the beginning of puberty539. The seven-year-old Charicleia is described no 

longer as naic but as 1*n and looks as if she is ripe for marriage540. At the 

same age Helen was not only stolen by Theseus because of her premature 

beauty, but also bore him a daughter, Iphigenia541. Charicleia shares with 

Helen this premature femininity542 and the god-like beauty that cannot be 

hidden543. 

Being a great beauty and a virgin priestess of Artemis, CcixoQoc544 in 

Charicleia's case is not contradictory545. Even Helen had been a priestess of 

Artemis, the Spartan Artemis Orthia, and it was from Artemis' temple that 

Theseus stole her546. Like other heroines of the novel, Charicleia is moulded 

from the divine matrix of both Artemis and Aphrodite547. Charicleia's godlike 

beauty makes her an almost twin soeurb48 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:549. 

Charicles' Homeric Charicleia 

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

See also Aristophanes, Lysistrata, 641, EiCTIX. ETrI yE4),(;)C'Ei)0ic. fppricl)6Qotiv. 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 flak, to KoQn/TiaQ0yoc, rive] and 7tQui-13fric 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. 
' 43 2.31.3. 

2.33.4. 
• King (2002 (originally 1983)) p.92: the parthenos is not asexual. 

Plutarch, Theseus, 31.2. Kai Trly x6Qqv Ev EQCit AQT4Ilo0C, 'O@eiac, xoeci)ouo-av AQTE6co-awcsc 
Frye, (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 task550. 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, Alcamenes5". This recalls Tyndareus' choice of 

Menelaus, a choice that would have endangered him, were Odysseus not 

there552. Similarly Charicles' and Alcamenes' lives are in danger since 

Theagenes reacts violently to the news of the arranged marriage: 

€yc3 EITIE, Kai TEAevuiv ov bucot•ecloµai T-Lixeov XaclocAELac...a0 yap 

avOc Loi -yE oVTEc TWI XaQLL<AE1 icribEi50-wµEv...oipc;i4L, 6:131 eEayeviic, ounc 

OaAcLEL5GEL XaQLKAELav553. 

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 story555, that of the young girl, married or not, 

In Dio, 11th, Paris as the legal husband for Helen causes the war. 
"' 4.7.9. 
" 2 In an interesting story reported by Plutarch, Phocos is killed by the suitors of his daughter, Callirhoe; Plutarch 
Love stories, 774d ff. 

4.6.6-7. 
" 4 For Calasiris, as the intradiegetic narrator who 'organizes' the plot Winkler, (1982). 

The word 'tioayri 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 protegee'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 

'jioixec556' and the `4varcocuic 557'. 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 lbykos, F. S151 ' Etvarcorrav Flaptv'. 
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despite his Achillean calibre558, acts as Paris when advised by Calasiris to 

carry Charicleia from the temple of Apollo. This is according to Charikles' 

version559. However, from Theagenes' and Charicleia's point of view he is the 

brave benefactor5" of Hydaspes and Persinna, the one who brought their 

daughter back, still a virgin, faithful to his oath561. 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' house562, 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 Thessalians563. 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 6th c. 

B.C, but Charicleia is the only sacred reason564. 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. 

10.36.3, b< TUN aol:ITCOV all)TWV TT1V icoolv anocnAtjaac. 
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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 Theseus565. 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"6. 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 

Tyre567 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, Hesione568, 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: 

o Thaxivoc Xa0LKAEiac Enzvla(3oµEvos,  a06c cr Obe o 716AEpoc, ero 

ov1T&ur], aAAa oia u -yE)4v-r-yraL569. 

Charicleia therefore joins the group of beautiful women, whose 

abduction was responsible for greater or lesser wars570, 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). 
"- 4.16.6. 

Apollodorus, Library, 2.5.9; the Hesione myth seems art echo of the more widespread Andromeda myth. 
=`, 5.26.1. 

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 parties571, 

Charicleia, beautifully dressed572, like Helen on the walls of Troy, is the 

prize573 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: 

OaAarcr,1 ac,00-Eixao-ac av TObc ocvbQac aticpivibix+) o-atilabi xaTa6ELuO€vTac, 

aA6yto-Toc OQ:q..u) nos 4Q:tau-coy airoi)c -nyELQE TaQaxov, aTe oilvw xai 9uµp 

xatOxouc yEyEvr)µEvous... xai fly oi.vooyr) µfa 152k.oLc A.10oic xQaT-fiQuL baAoic 

TQaTcElats paAA6vuov xai paAAol.tevcov.574

The Iliad as Rattenbury has observed575 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. 

-='-3 Helen as a prize in the scene of the rrlXoQxortia, Iliad 3.15ff. 
5.32.1. 

' 5 On 'paAACivTuiv Kai (3aAloµfvwv' cf. Iliad 4.450-453, 6.,0a b' oiµwvrj TE xai EOXWAll 7i MEV aVoQC0V 

/OA/kin:T(OV TE Kai 0ikAui.iCycov, (5. EE b' aiµari yala.koc, oTE xEil-ICXQQO1. Ticriapoi icaT' 6QEcrepi (it oviscitc 
uicrydyicciav auupdAAE-cov 0f3Qipov iliowQ. Cf. Rattenbury (1935) p.80 note 3. vol.2. 
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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 Egyptian576, Calasiris, whom Cnemon 

compares to Proteus577. Nevertheless, the linguistic versatility of Calasiris is 

not the only reason for this characterisation. 

"' Herodotus, 2.112ff. 

Heliodorus 2.4.4, Eiierpca yee as xarec rev fleuirta rev (1)410V. Proteus appears as a simile for sophistic 
elusiveness in Plato, Euthydemus, 288b8. 

158 



PART II 

DRAMA - HELEN 

Calasiris like king Proteus is an old man578, with prophetic powers579

Like the mythological king Proteus580, 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 Memphis581. This attempted 

fratricide reshapes the Oedipus myth and not the myth of Proteus582. 

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 Rhodopis583. Calasiris' Ou_oQia brings him to Thebes, 

Meroe and Delphi, where the Pythia foretells him his return to his 

homelands'''. In Delphi, Calasiris is entrusted with the love and the welfare of 

Charicleia and Theagenes585 and he is finally able to return to his homelands" 

and to prevent his sons' fratricide587. 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, 
Polvgonos 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. 
579 3.11.2. 

Cf. Herodotus, 2.112-2.118. 
1.33.2, 7.4.4 etc. 
2.25.5; Morgan, (1996a). 
Rhodopis was originally from Thrace. For her mention in Herodotus and the Aethiopica see Bucher, (1989). 

" 4 2.26.5. 
2.23.2. 

For the ambiguous presence of Calasiris at Delphi and his journey see Futre-Pinheiro, (1991). 
"7 7.7.1.ff. 
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For Charicleia, Calasiris is her father and her protector. He is the one 

who helps her dead or alive588; just as Proteus' tomb, situated near the Nile589, 

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 background89°. The setting - Nile, shore, ship, battle 

- recalls the ipboc 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 

" 8.11.2. 

Helen, lff. 
"' 1.1.2 and 5.29.3. 

160 



PART II 

DRAMA - HELEN 

wit in order to postpone this wedding591, according to motif (c). Being clever, 

she manages to convince him that she has feelings for him592 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 Helen593: 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: 

oi) yexQ 6)c 4laciTil 7TELOoµEvrl aAA' (roc avNi o-vveeµvii TOTE acKinov EµavTiiv 

Ert6bcoica...TCCOc 015V 0-6K 6(V dric aTorroc Ct. Toy pacQr3aQov µE Tot) "EAArivoc, Toy 

Ario-Tijv T015 EpcoµEvov mo-Taknc E7ILITQo66Ev ayE N 594. 

In the Helen there is a similar scene, where Menelaus unconvinced of Helen's 

chastity demands an oath from her: 

Helen: eavf). yaµouµat b' 11 TaAatv' .)/(i.) 134./ Menelaus: 7-(Qobouc av Einc. Tip; 

(3 Lay oicrj*ao' )(,Etc,./ Helen: aAA' ocyvov 60cov o-ev icaQa icaTcbµoua./ Menelaus: Ti 

orgy; eavao-Oai; KoUnoT' aAAa4i_c AkT1 595. 

However, in a coup de theatre, a new battle is imminent596 and 

Thyamis hides his bride in a cave, where he returns to kill her soon after597. 

The plot is still following the Helens", but in a sense backwards, since 

"' 1.22.7, 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. 

1.25.4ff. 
Helen, 794ff. 

Helen, 843-846. 
1.77.2ff. 

54;129.1ff. 
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 vain599. Menelaus too reacts 

similarly when he learns of the disappearance of his wife6w. Theagenes is 

ready to end his life when he hears the voice of Charicleia's 'phantom' 

shouting 'Theagenes': 

TjEco OATeari 'AEyEv, EiibriAoc El TCEQ1. yrlV ETL (I)EQOLIEVT1...TO bE ola TO 

aTa OV i)7TO VEQITEQL(JV ELb6lACOV EiQyopkvil 601.

Yet, the dead body is not that of Charicleia and a E iocoAov has been killed in 

her place. Thisbe then, the negative version of Charicleia602, 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 Helen6°3, is once 

more repeated in Charicleia's case, whom Theagenes lamented Ev ciAAotQiian 

o-c3 µ a TL6°4. 

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': 

avbQLOµEvoc EiocoAa TE Kai O-KLac EvAa[3ouµevoc; oi) yaQ brj 

Kaid TE Kai TT]V Eµrjv 611)iv ELTCOlc aV ()c &yoTITEI)o-Ev, oi)t)6; Koivwvo-OvTa Toll 

boaµaToc60' 

2.1.2, 11\'1:`CY0(,), AEA1:,(706) Ttic 116CVTa. 
Helen, 603, AE-yo.) 7iovouc. CTE µupiovx 

Morgan, (1989a). 
Helen 43, 66, 199, etc. See also Solmsen, (1934) on 66, Coc, Ei Koce' ovoµa bvcrKAEEc El)Q0J, pri poi TO crElinti 
EvOtTb' ctio-xiwnv otlAn. 

5 2.11.3. 
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Thus, Thisbe is the lever that connects Cnemon's drama with Theagenes' and 

Charicleia's drama606. 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 name607 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 µrlXavij608 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 Theagenes609; 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' 

" 1.1.3, to la:el:416w Napa. 
Charicleia is sold as Thisbe in 5.2.10. 
Thisbe as µrlxav1 in 2.8.3. 
Heliodorus 5.32.5; cf. Helen 1603 napaxEAEuaµa TCQT] VV1'10 EV 'E/Vvng. 
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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 Phaedrus611 and Republic"2. 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 contemporaries613 almost unanimously cite 

Stesichoros and not Euripides as the 'inventor' of this version614  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, 586c4. 
There is an exception: Plutarch, On the Stoics' self-contradictions, 1049b (about Chrysippus), iced Toy EUQiiiibriv 

papCL,Qa iccu. TOW, OCAA01).; 7C(2001iyETal. 
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 exploration615. 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 
clearly 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 protege 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 pattern616  Hollis rightly 

sees, at least, a three-part motif, contrary to Stith Thompson's binary one617. The 

Egyptian Tale of Two Brothers is probably one of the oldest of its kind, dated 

around 13th c. B.C.E6". 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. 

-l` 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 Phaedra620. 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 novels621. 

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 622: 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 Egyptian623—

her unfounded accusation based on a piece of his garment, and his spending two 

-=' Aristophanes, Thesmophoriazousai, 547, uiav -y(ao oi)x av Eirtou; TuT)v vuv yin/awe-ay flrivEACu-niv, Ocaboac 
cii.ctEa'acto-a,.-.. 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 6th c 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 

throne624. 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 God625, (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 years626. 

The tale of Joseph was known in the Greek-speaking world via the 

Septuagint, Joseph's Testament627, Flavius Josephus' Jewish Antiquities628 and 

Philo. The Septuagint presents a slimmer version of the rather extended and 

voyeuristic version of the Testament629. As for J&A, its context suggests that the 

background of the story was well known630. It is uncertain, whether Greek readers 

were aware of the striking similarity between the names Petephres631 and 

Pentephres632, 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 

-2, For a discussion of primary and secondary literature see Humphrey, (2000). 
• J&A, 4.19, Kai t'aTIV laKT114) aVirp 0 EOM Pi1,-; xai O.0(KIX2WV Kat 71aQe£VO; 4K," au cnif-LEQOV. 

Genesis, 39. 19-20. 
For intertextuality with the Hippolytus, (the motif of hanging herself) see Braun, (1938) p.46. 

-2' Flavius Josephus, Jewish Antiquities, 2.39-59. 
-2" The Septuagint gives only the request of the Egyptian woman 'KO 1411r1 OT1TL µET Cuoili, 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). 
-3' J&A, 4.14.1, oux oUTOc. cmiv o Kou.in0cic µEta -Eric icwiac auto'; 

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 Antiquities, 2.39, Genesis 41.45. 
-" Philo Judaeus, Sacred Laws, 3.236. 
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under oath that the charge against Joseph was false633. 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 Aseneth634. 

Even without this detail — therefore even without the benefits of the novels' 

exploitation of the interaction and recycling of characters635 - 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 

Metiochus636. 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 narrative637'. The missing link may be 

Goldman, (1995) p.110. 
-14 It is common 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, (Ki]Ao-rExvo; yap. we [ ].T.6tatov [ri]c &ropouAtjv 0111 ].ta ar.eQ[..].c Kai 1CaTa 

-too-[ ]a "HyriatITMAr] tcl,v t.av-rfjc, [ Tr]cabcov. 
Flagg, (2003) p.221. 
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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: 

[ ]... Top TcaTQOc OAiyavitx [...][ ]i.Eya. OLoQ0c3croliaL To AoL[...][ x]aT.ao-Tilo-ac 

sic 11)4)11A6TEQOV[ ]. µaAAov yevricat T1] FlaQ0Evo-[M1638. 

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 half-

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 TO EUOcwoic639, 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, µfrac (+ .xco), or is driven by wisdom, (+oXovµac). 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, Ociail µan-ay-caw TO sneaQa.c.-.. 
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Ein av KaKEivo TravTeACec arrieave[v, Ei][13QhNoc EGTLV o TQcoc, nEcnvoo-TEIv 

(AY-46N. 0TArdv. Til[v][(A-Kou]l_dvriv....y(;) [t) . y' oi5]TrW—im-i& 'TIE Rae E Inv TO o-YypAov. 64° 

(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: abujulD.0loQov Kai 

LIX7IEL[(JIXTOV A49060Tric (1301.)AO(. ELV[ ±7 c4µcw]µoKEL641. 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 

Iamblichus' Babyloniaca provides a rather complex vision of the topos of 

chastity. In this case the third woman is a farmer's daughter, Ka/VI Tfiv 6Ov tiQT1 

X.11 QCOOEICTa KCCL T171- rhos TOV aVoQa €-Uvoig. th e Tcli.Xac TIEQ IKE lQapIVT.1642. 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. 

-=: Photius, 94.76b. 

172 



PART II 

DRAMA - PHAEDRA 

reader. Being a widow643 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. 

-4, 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). 
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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 Winter644

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 barbarians645. 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 Phaedra646

Plutarch, Lucian, Philostratus 

Plutarch, while denying the historicity of the tale647 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. 
-4- Table-6. 

Plutarch, Theseus, 28.22, Tay bt 7TEQi Tairtriv Kai TO-v PI& airof) bucrruxici.5, z rc€i µrlbi:v aVT17111TITEL naQac TCIA7 

LaTOQ1KWV TOLD TQayucoic,-, 015T0J; £XELV eET£OV 7TETCOLIIKaCTLV aillaVTEc. 
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moral message of such plays648, presents a positive Phaedra in the person of the 

chaste widow Ismenodora, who happily marries a boy much younger than 

herself649. Lucian, who also despises Tdiv TE6(Aai Tac µaxAoTaTac, (DaiNac xai 

HaQ0Evoaac Kai `Pooerrac Twas65°, 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: 

ElicU µEv VUV oub€ E@EVE130(11V TtEi6oµat oubE CDCLINTIV TOLabE EniT€AEGat, EL TOY 

ITE7TOAUTOV ATQEKhOc E7TOOEE LbOT]. (AAec Ta µ€v txtTco oicwc Kai L)4veTo651. 

Next to these positive Phaedras, Ismenadora and Stratonice, stands 

Philostratus' positive Hippolytus, who finds his incarnation in Timasion's 

person652. 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-restraint653, proposes to EUTEcpavcXt36ai ai)Tov 

(Timasion) E7Zl OILXIVOCYLIV11 xai 7-EQ6 laTcoAt5Tou Tof) Orio-ewc634'. 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, xcaroi yQ p.a a Kat' airrofi 
-' 4 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 Hippolytoi656 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 occasions657. 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 Stheneboea658. 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, Iobates, who hesitates to kill a guest 

and sends him against the Chimaera; (d) not only is Bellerophon not killed but in 

the end, Iobates, convinced of his innocence marries him to his younger 

daughter659. Another tale figuring a stepmother was that of Phoenix, blinded by 

his father, after the unfounded accusation of his father's concubine66°. 

The remaining fragments show that, despite the predilection for Phaedra, 

-r:z 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, (1995).. About Potiphar's wife motif and Euripides' play see Halleran, (1995). 
-57 For a general approach see Fusillo, (1991(1989)), Billault, (1998b). Specialised references will be given with the treatment 
of each novel. 
-F-• For the fragments and the background of the myth see Collard (1995) . 
-5' Iliad, 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 riva1661. 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,662 and there is a strong motive, that of reward663. In Lucian's 

i'iccpecto-c; 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)664. 

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. 
--= In the Hippolytus Artemis also promises the dying hero that a cult will commemorate his death as a reward for his 
chastity. 

Lucian, On Calumny, 5, MEnivoia, oiµai, aUrri /V-yE-ro• ErrEOTQ£1)ETo yoiiv Etc TO&TCI.GUI baxQUouoa Kai µET albofic 
7avu rfiv AArj6Eiav nQoo-LoOo-av Vrc£pAErCEv. The passage is famous from Botticcelli's Calumny ofApellesin 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 symmetrical665. 

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"6 but his plan has the opposite outcome, since otivE&IAOE 

-yet() Tijv Oi av o 'EQCOc al: [4)667. The scene, given the King's attested 

OTO QOO-6vn668, 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"9. 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 Hippolytus67°. 

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). 
--' 6.3.9. 
- 7 6.4.5. 

6.3.8, urlbcµiav µou IcaTcrywiac aiccpctotay. 
6.4.8, W TO Kifial070V 0rjpaµa 0rpcio-ac. 
Seneca, Phaedra, 105ff. On possible allusions to the Aeneid see Tilg, (2010) p.261-297. 
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between. Callirhoe refuses tactfully671 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' possessions672. 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 Callirhoe and/or selling her to get her 

away673. 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' jealousy674. 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 

6.10.6. 

6.9.5-7, oti, µrly KaAAteoric . 7cEA/1.-r)a-co I3ccatA€13c. 
- • 6.6.5, c.'..)opE9c.Lvacycy rely pautAioo.; C.TViortnt bay. 
-74 1.12.5, yuvij bE Ell3a9alc, €1)bctipovurairri TUN £KEi, KaAA1.0711V aPCXXV i' XOUCTa bla SrlAoTu7tlav ertWArlGEV, t.yW t) 
ca-rnv E7otaµrly. 
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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 queen675, 

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 

Ella @obi:roc Kai. Epa6µios, if the woman rejects him before seeing him, adding 

that he, above all, r*T[eL yap o-colvoo-Ovriv T1µav676. Chaereas is sketched as the 

opposite of Dionysius and the Great King and as a true example of otociNom5vri, 

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, Rhenaea677. 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 goddess678. 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. 

1.2.7. 
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aatpnEo-av bt iccura cyTixov oi 7TO[ITCE1')OVTEc• TIQ(1)Ta µiv Ta [EQa 1caL baoEc xai KaVa xai 

OupujyaTa, E7tL TO15TOLc i7T7TOL Kai KnvEc KaL o-KE-On KuvnyETuth Coy Ta µN/ rtoAEµLxa, 

Ta bE 7TACLO-Ta £1911). 711(6679. 

The opening scene in the Hippolytus also depicts a hunting scene680. In 

Xenophon, however, it is a religious procession - but this alludes to the ritual 

procession during which Phaedra first saw Hippolytus681. 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 commun682 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 Artemis683: 

,-ToAAM<L,≥ auT7ly ETtL TOU TqaVOU; LooVTEc 'ECI)tO-1O1. 7TQOGEK15VTICTaV Coc AQTEµLv..., Kai 

11O1,CV 7TOLKiAal 7Ia()a Td)V OECOpeVCAJV (oval, TCOV aCTEA1)46.); TI)V @Env Elvai 

AQ'OVTWV, TC0V b£ aAAnv TLVa &TEO -Clic 0£01) 7nEQ17toLllµ£v11v684. 

A close reading of the incident offers further support for reading 

1.2.4. 
Hippolytus. 51-56, aAA' ciaood, -yew Toy& 7-raiba Orphoc/crcEixoyta, 0jciac, µox0ov bc.AEAomeca, TruT0AuTov, EE..co 

IcevbE (3r)coµar To7TWV. 

Hippolytus, 24-27, Tratuoc EinfEy,7, baµao/ibovaa (DatbQcx icaQblay Iccut6oluto EQWTL 0a*. 
Letoublon, (1993) p.189, the female protagonist as Artemis and Aphrodite. 
Dalmevda, (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). 
1.2.7. 
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Habrocomes as Hippolytus-like. The hero is depicted as a handsome youth who 

thinks highly of his beauty68' and is condescending regarding Love's power:! 

EQoyca yE µfly oµbt v(5µL4v Etym. 0E6V, ocAA6c. noarcri E(c1cAEv eoc (3,µbv flyµµµEvoc, 

Aycov dilc 0-01C av ITOTE at) Tlc Eciao-0Ein oµ&. uTtoTay€if T4)- 0£4) eeAcov. EL bE TCOV 

tE sQ6N/ ij ayaAµa TQuiToc Elbe, xaTEytAa686. 

This is Hippolytean behaviour687, since one remembers very well the last 

words of Hippolytus to his old slave, who was trying to convince him to honour 

Aphrodite688. 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 simile6": 

7CAVTEc ibOVTEc A(3Q0Koµlly EKELVWV bTEAa0ovco, ETQE1J)av bE Tac cdyrev 

3oC.,avTEc bra') Tfic Otac €x7IE7nArlyµEvoc, 'icaAoc ApQoicoµnc' AEyovtEc, µInc oµbE 

Eic, Aoµ µiµnµa eEolf.69°. 

Habrocomes' arrogance691 makes him a version of Hippolytus, who is described 

by Aphrodite as one of those who 0Qovoi.-)o-iv Eis fjpcic µEya692. Anthia mentions 

that she is in love with Habrocomes icocA) µ 6/, ciAA' in-rEQrpocvc,o693. For this 

arrogance Habrocomes is going to be punished, not by Aphrodite, but by her son, 

";1.1.4, Eq)oovfi bE TO µei..9Cuov bAVTC,,J flEyciAa. 

-- 1.15ff. 
Dalmeyda, (1926) p. xviii: 'Eros joue dans le roman le role que sa mere tient dans l'Hippolyte d'Euripide. However 

Dalmeyda does not explain thing further. And I believe that the link he makes between Anthia and Phaedra is quite odd, if 
not wrong. 
''' Hippolytus, 113, -rfiv dip! bt Kvrtpiv rtdAA' Eyco xai.Qav Agiw. 

Hippolytus, 88, avct ., 0E011,.; yaQ &ciao-ca.; KaAciv x.9a.bv._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, 
(1995).: 'Lord, for it is as gods that one should address one's masters'. 
"A:. 1.2.8 etc. 

1.1.4. 

Hippolytus, 6. 
1.4.6. 
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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 beginning694 but to be separated from her. Only 

when in the hands of the pirates does he understand that aQXETaL Ta 

µEµaVTEu'.1Eva T14,1.03Q1aV fjb11 µE o 0E0c Tfic137TEQ111:130aViac EiCT7TQaTTE L695. 

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 Iva ponOov AfplioµaL; TIVL Travra 

Tcol.vc3o-oµa096 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 

shameful697; nevertheless the large-scale Phaedra pattern applied here by 

Xenophon requires that an oracle approve of the marriage and foretell their 

future trials698. Clarian Apollo's intervention sanctions their union and their 

marriage ideal is summarized in the oaths of love: 

6460-6.1.1EV tCCUTOic, (1)LATaTT1, cis 4µ0i µEVEis acyvij 1Cal. OCAAov avbQa criA 

uzoµEVEIc, 1,/(2,0 b ou oiix <ay> riAAn yuvaixi 

The oracle's prediction of the beginning and the ending700 of erotic suffering, 

x'cio-oc is the link between the previous echoes of the Phaedra pattern on the level 

1.4.4, Eou µbra CTOL TQOTCaLOV iyt,EQTal Kara APQ0KOH.OU Toil) 01±X1V0VOc...a7T£190; 65v, TQC,0c, ETc T(i)V 0'6N 

i-a.Er2q0civouv-dAAix vuv Aveiciv µIv eutob0c. 

1.41 
For Phaedra's shame and guilt Gerard, (1993). 

'" 1.6.1ff. 
-' 5 1.11.4. 

1.6.1, TL7TTE 7-co(3E lTE µa0Eiv VO.00TOL) T&/\0:, ljbe Kai aQxnv; / aµhoTEpopc µLa. vonaoc EXEC, Avacs 6.70sv avealn./ betva. 
0.94, TOLCToECTO- L 7Id01] xai 6IVTiVUTCC 
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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 Claros701, is a virgin, beautiful and not 

married702. 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 

1PLK11µ6.Tric i ai pacI(3aQou TcaQ0evou which knows no limits7°3. 

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 Flagg, 
11971) 
-''= 2.3.1. 
'3 2.3.5. 
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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 jealous704. The only Euripidean echo in the episode is the letter sent 

to Habrocomes by Manto705. Letters706 are also a characteristic of the Phaedra 

myth707; 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 household708. 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 yuvaiica Eibutav icaL TEE 10-ELV 0'6&TCOTE 

EA7iCovua709. 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). 

" For the uses of letters in the novels in relation to the plot see Letoublon, (2003). 
Probably there were love letters in Sophocles' Phaedra; see: Radt (1977)) p.475. 
2.3.2 

7.
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sends him a letter via a barbarian servant710. 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: 

boi); bE o-wepQovEiv Tii yvvocuci movrwev b' Eivai TcaTaKcAvac Toy Icbo-rimov Tay 'Ay Eic 

TWV KaK015Q)/WV EI9KTI)V &\4PCCAEV, Ertl bt tij yuvauci Kai µaAAov E13Pov€L 

Koo-µLoTriTa xai crux:Iwo-I:wily auTh µaQTvpd)v711

Apsyrtos' punishment of Habrocomes is inflicted in order to show T(o vvµ icJ 

-rfic OuTaTcioc oialvova 7-EcwNvov 6c4Tai7i2. Habrocomes' time in prison 

is associated with dreams too, although the dream he has of his father seems to 

2.5.3. 
Flavius Josephus, Jewish Antiquities, 2.59. 

Ii= 2.6.5. 
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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 Dig oixiag dQXELV, and 

promises to marry him to a citizen's daughter713. 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 Anthia714, 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 1)715). 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. 

2.10.2. 
-14 2.10.4. 
71: 2.11.1, o Moiotc rim; Av0Eirx; oVobQov EQWta. 

2.12.1 Aveciay...TroAAer btrul@aavvriv Icalcet. 
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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 Anthia717. 

Cyno 

The Cyno episode is elaborated in a single paragraph718. 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: TCQ0(1)0ELV Aoyov 

7TE(il CTUVOUCTiac Ked bEiTIXL 'TEEIBECT00CL xai aVbQa. tXELV 15TCLUXVEIT0 Kai AQ0(OV 

oc T OKT EV EiV7' 9 . 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 Aóyoc 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 ocQxwv of Egypt is charged with Habrocomes' trial. He is found 

'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. 

3.12.1 
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guilty but miraculously manages to escape both crucifixion and fire720. 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: €1 1.1oix€i)o-oct. oi) 0tAac, €.-y(1) avaLQ(1) Toy Aiyi)Tunov, iced 

oi5-rwc voµcp Af1-4)oµa1 6E Eic civoQa72'. 

Nevertheless, despite the obvious divine favour that attends Habrocomes, 

he is not judged innocent but returned to prison, according to the ocQxcov's words: 

€a)c pecOuTtEv ocrac o aveQurroc €O7LV Kai 6, TL OUTWc airof) p€A€L. EMoic722. 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 crucified723. 

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 

- 4.4.2. 

Testament of Joseph, 1.5.1. 
-,12 4.2.10. 

4.3.4. 
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Rhenaea and Manto incidents and noted that both share the same expressions 

and structure724. 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 

Mcµ inc and, Ai.-y-tyrucia725, 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: 

rj bs Privcda Meovu TCp floAvibcp AtyEL oTc. ocrcbcia 41 AvOia, }CaKEIVOc Ex TCOV fibri 

E7TQCtylieVCOV E71IUTEUG€V CIOTTY26. 

How can Rhenaea convince Polyidus about the departure of Anthia? The 

phrase Ex TOLW -nog rcETEQaypvcov 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 

woman, (c) is punished and sold. Reaching another point of retardation Anthia 

-24 O'sullivan, (1995) p.41. 
4.3.6, kliiaci-KE bs Ail/Liana Eivai Kai To ovoµa MEMATic; cf. Testament of Joseph, 11.3.6, Kai, (Ue004.ov 7190c 

1(1.91.0V, Kai bc.Aaiov acQi ME µ41,ac AiyuTiniac, on oTixfiocia abiaAa.runac 6.76xAEL 
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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 motifs. The diversity in its use bears witness to a 

conscious engagement of the narrative with the pattern, which might well argue 

for a culturally broader intertextual context. 
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Discussion 

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 two727, 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 kICLic and 

uct.) Qoo-iwn728, a combination, undoubtedly, cherished by Euripides729 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 p.79 , and p. 310 (current document). 

For the analogy see also Bowie, (2007) p.344. 
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Plato 730. 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: oUbEic EQooTcx 64)1)1/Ey 1) 

o 

µ~xpLs av KaAAoc f)xai 

6a71µoi 13Aeacoolv. 6' 0 Othc 7-cac)6(o-xot. ow 

Yg.e( 

Qovoi- GI Tat Td)y ocAAwy 

LV 731. 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: µE-yecAol)c o EQ.coTac TEOLEi 

GO Lo-Torc732. The gnome is also alluded to in Plato's Symposium, when Agathon 

praises the musicality of Eros in Euripidean words 733. Other verbal allusions to 

Euripides can be found in Chloe's inability to eat 734 and in the simile of love as a 

youoc 735 or (1)6(Qpaicoy736, 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 

2' Cf. Hippolytus, 528-529, µrj µof note (TeV ICCC(;) OavEinc,; Stheneboea TrGFr, 661.24, (Kannicht) , o bE Eic To GC0CNOV 

£7('CX9ETilV T'ayWV E9(k)c, L1]AWT0c eiV0QUIrT010-1; Theseus, TrGFr, 388, (Kannicht), aAA' inn oT) Tit; (121A0C, Ev NOTOic 4)WC.,.; 

Plato, Phaedrus 241a3: voPv Kai awes ocrOvriv avt'Eourroc- xai µavfgc, in the first speech of Socrates; Symposium 188d5, 
196c4, 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. 
:11 Pref. 4. For a distant echo see also the words of the chorus in Hippolytus, 525, etc aowc, Epwy, o KaT'0ppanov o-rai:cov 
7cdeov n) poi o-Pv Kenna cpavbiic,-. Cf. Antigone, 787, Kai cfoireaDavarcov cpu&cµoc oPbEic; for Eros in the novels as a 
positive emotion contrasted to its tragic interpretation see Morgan, (2004) p.150. 
7' 2 4.18.1; cf. Euripides, Stheneboea, TrGFr 633 (Kannicht). 
7'5 Plato, Symposium, 166b2, 7(O1.1]T1.; 0 0Eoc ao0Oc, oPm:, 6,0-TE Kai aAAov nouno-ai. 
77'4 Hippolytus, 135-137; see the discussion in Bowie, (2007). 
7" 5 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': 

Tic aOTCO yEITcov, y€cwpyoc yfic ibiac, XQOIAig To ovoµa, 71aQq13Cov To o-clµa. 

Taonil yl5VaLOV 171V ErraKToV E aaT£oc, v€OV Kai wQaioV 1(Cd 6C)/Q0L-Kiac (*5TEQ0V. 

TCY6TW AUKCCIVLOV ovoµa TT1V737. 

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 Samia738: 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 women739. 

The description of how Lycaenion first saw Daphnis and desired him is a 

highly humorous version of the procession described in the Hippolytus, as I 

noted when discussing Xenophon. Lycaenion sees Daphnis Koc0' ttho-TrIv 

1jµ€Qav naQEAocOvoyuct Tocc alyac Ecu6Ev Etc vinacoQ EK vopfic, 

E TEE 0 -6pri GEV tQao-Tfiv vcrjo-acy0aL tx.;_voic ouleauao -a 74°. The participle 

-" 3.15.1 
Cf. Euripides, Phoenix and Menander, Sarnia, 498-500, TOUT EToAµno-ac crU TtQaat, TOUT'  ETATic A1.113VT0Q0C; V13V 

Elofv ogynv AapEiv CTE, Arlµfa, Kai TOUTOV1 £KTUCI)A6,0-Ca; Also Euripides, Phoenix, TfrGr.807 (Kannicht): raway veal 
7TQE0-131:`TTIC, aV1)(2. Cf. Stobaeus 4.22.116, and TrGFr, 804, bEartotva yetc@ yEQovtt vuµclAy yuvn in Stobaeus 

4.22.109 and Aristophanes, Thesmophoriasousae, 411-412, and Menander, Sententiae - see Jaekel, (1964) line 191. 
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. 
-4' 3.15.2. 
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naQEAoa5vovta recalls military parades74' 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 embarassment742. The scene appears again in Theocritus V, 

88-89 and seems to be typical of the pastoral genre743; Daphnis' embarassment744

in combination with the well-known punishment of Daphnis' arrogance by 

Aphrodite in the Thyrsis, Idyll 1745 may recall, among others, the Hippolytus746. 

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 Hippolyius747. There she has the opportunity to observe 

Chloe's and Daphnis' amorous Tcalyvwc and o-uvaAyrjouo-a bE TOic a0A1oLc Kai 

KGCLQOV 11KEIN voµiGaUa oLTTOV, TOV µEV Eic TilV &ICE ITVGLIV MOTT-Mac, TOV 

-4: Xenophon, Cyropaedia, 5.3.56, Plutarch, Pelopidas, 17.3ff. 
-42 Theocritus, 8.71-74, xriµ' Tot avTQw 01.5VODQ1.); Kew ex0€5 iboicra /Tai; baµaAa5 iTaQEACiNITCC 1CCCAOV KaA0V 

tOaCKEVIOti µLCv oub€ Aovov exQteriv arto Toy TaKQey aoTo,,,/aAAa Koccw pAa?ac. Tay aµETEoav Obov EiwTov. On the 
bucolic intertext see Hunter, (1983) p.69. 

Theocritus, 5. 88-89, paAAE, Kai uocAoiat -rOv alTIOAov a KAtaQiuta/Tacc aivac nal2E2Cenrroc cat abl5 Ti awirruAtecaba. 
For the comparison see Legrand, (1925) p.10, v.l. 
-44 Agaisnt Legrand, (1925) p.10: 'Daphnis amoureux passione ne ressemble guere au Daphnis de la le" Idylle, qui maudit 
Aphrodite et resiste 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. 
-45 Theocritus, 1.97-98-104, Aphrodite, Ti Orly Toy EQuota ICaTE1')XEO, A6.1)\11, AVy141V/ ()'01')K afyroc 'EQutoc, im'aQyaAew 
€Aiy\0rl:; ALIOvii.j: Aiba KaKOV €ouETal tiAyoc, EpwTL -
-4' See Crane, (1987) role of Aphrodite in the cases of Daphnis, Hippolytus and Adonis. Also for intertextuality with 
Longus and Theocritus 1, based on the aoi) yEAdo-ac, 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 Lvcaenion and also tells to his beloved Chloe a tale of Eros. 
-4: Hippolytus, 208ff. 
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Tljv thIrcfic 'rct_01,1 lay, &TELTEKWX Tai TI ToLovb€748. 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: o-Coo-ov µot Toy xfiva, µ>1bE TreQiibnc 

AtcAr) pot. Tov 4034µOv yEvoµEvov749. The adjective ocrEAtp°, howerver, in the 

phrase µ11bE awilbric aTeAfj, 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: 

°in< hcav[tcyrio-ev o Ad4vic oulA' ayQoucoc Kai ai,76Aoc Kai 41(0 V Kai 

vtoc, TCov mobCov KaTarcEo-d)v Tfpi AuxaMov IKETEUEV 0TL TegCLO-Ta bibecaL tfiv 

Tkyriv, bi frIc e(3oi)AucaL bQao-ELXAo-riv 751. 

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 

-" 3.16.1. 
--••• 3.16.3. 

Cf. Lucian, On the Syrian Goddess, 27, Eeivri yuvi) E5 naviirviv aTILKOpgV11...XOVTIX., 41.0JTI. 1.1EyauVp L'GXETO, µETA bE 
uaeouua cutEAcc tovra EwuTtjv biaQyciact-co. 
": 3.18.1. 
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ikEoia that follows Lycaenion's first contrived plea to Daphnis752. 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 

wedding753. Lycaenion, like Gnathon versed in the city's patterns, guides also the 

pattern of the novel of these naïve 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 theirs754. 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 

3.16.1, Oxoipci);1.1itinuauvn rip; TE-raoaytivriv,lo-611a6v Ei7TE, Aacvi, rtiv alAiav'. 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. 

3.24.3. 
-54 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 La lanne, (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 

µoL KAaviag av€06c, 6Q0avoc xai voc, bvo avapEprpceoc Tfic flAixiac Iris 

F_11-1C,", 4XOTLTETEAEO*VOc• µEtQIaxiov bE o )Cilc 11v756. 

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 rcovrpov ptv yacci yvvij, icav 

Eil")µo6 oc 1)757. Cleinias on the other hand reacts to Cleitophon's news with a 

couplet from Hesiod about the disasters brought by Pandora 758 and then he 

provides a catalogue of similes: this includes disastrous women, among others, 

Phaedra, who 6c7T6(TE LVEV 17TTE0AUTOV LA6Vo-cx (in contrast to the murderous but 

o Lilo-Do-a Clytemnestra). Cleinias ends his account with a generalising gnome: 

Kay OovEVavo-i• xav OovEi5ouo-iv759. This last remark is 

echoed ironically and reversed a few chapters later; Charicles' death is not caused 

by his approaching marriage 76°, but by Cleinias', a lover's, gift, as indicated by the 

narrator's prolepsis: oVv aTE11,1EL TT)V TEAEUTal.aV Obey, Vo-TaTa Kai Ti(kiYEa 

1.7.1. 
- 1.7.4. 
-" AT 1.8.2, Hesiod, Works and days, 57-58, -coif. b' &yet) Avri auQ6c tx,:)o-n) Kaicov, 4) KEN/ anavrcc Tec)ncoviai Kato( 6vµov, 
iov Kcycov ki,l)ayandAcE;.-,. Cf. Hippolytus, 616-617, 4) Zci), Ti Oil IcipbriAov avOQ4ntotc xonc0v/ yvvaixac fS (1)(Oc fiAiov 
KaT(11,1KLO"a:,; and from the first Hippolytus, TrGFr, 429, (Kannicht) avri nupOc yap LiAA0 7-tf)Q/ µEi(ov £13AaUToµEv 
• TvaiicEc. 7-coAt, bvaµaxwtsoov. 

1.8.7. 
1.7.3, oixoµai OO1, AC-yani, KAE tvia. 
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µEAAi1GWV iTuruiCEo-0 a i.7". 

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 

wife762; (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 accident763. Garnaud764 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 Hippolytus765. The theatricality of the incident, which happens over a 

single day766, and its markedly Euripidean context are emphasized by the 

messenger speech767. The whole passage functions in a programmatic way for the 

events to come, not only in respect to its content - homosexual versus 

heterosexual love768 - but also with respect to the genre — i.e. tragic treatment 

versus novelistic treatment of a love story. 

1.8.11. 

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 rxbiboµac, in very girlish distress presents himself as being 'sold' to his bride. 
-' 5 1.12-13 

_'Garnaud, 'Achilles Tatius D' Alexandrie: Le Roman De Leucippe Et Clitophon', (Paris: Les Belles Lettres, 1991). p. 22. 
" 5 Hippolytus, 1245-1248. 

The unity of place and time alluded to in Charicles' words, 1.8.10, 7foAAa b' av -)4vorro Kai tv 
The detail of riding in a storm is similar in both: 1.12.4, o bE'cou xiIi)bwvoc £7LECEV airrOv xEcµc5v; and Hippolytus, 

1213, al,TCO be ovv obabcovi Taxi TQuicupici ayQLON, TeQC(C, cf. 1.12.5-6, Um!) bE TC.TJV T011) ogVoQOU 

x\cibav To TCOOGCLITCOV al0X0VETal. i'7170; ocbµaTi KaTETDATEL TOV a0Aiov, 1.13.2, oUbi (1)aivr,) 
vEx96:-,. and Hippolytus, 1238, o-noboliEvoc µev TcpOc akQc.c; cpiAov xaQa/ Bea0cov Ta 015(QKOCc; 1343-1344, o TaAac Ohs 
(111 GTE 'AEI/ OticilCac VECtQac .aveov Te KaQa bcaAoµav6Eiy. 

1̂ " 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 plays769, 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 predicted770; 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' play771. 

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 Daphnis772, 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 

-7' For Euripidean closure see Dunn, (1996). 
7 ' Dunn, (1996) p.95ff. 

8.12.1-12, icai rpcouacv it AtI)oobCril Kai 6Qyi.C.erai xai aµuvaa6ai 6hAEi Tip/ KoQT1V TITh.; iY7TEQO11)1ac. 

Theocritus, I, 95, frIvee ye µay abeia Kai a K1InQ1c yeAdoioaa. For the connection to the Hippolytus see Crane, (1987). 
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at the beginning of the nove1.773. 

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 desire774. A 

little later Cleitophon appears to be himself a slave of his desire for Leucippe775. 

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 proteges 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 

1.2.1. 

1.7.1, ECTKLY,ITOV OL̀)V OUTOV aEL Tic 41EQ yvicx;. 

1.9.1-2, 7dVTOTE AEVKiTC7TTIV OavtaCoµat. 0 -01,4yovey ci.A.Ace Tivi TO1013TOV aTLXrlµa. TO yap KCXKoV µoi Kai 01,VOLKEL. 

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 'cioi µoi boxEic nocoTomEicroc aka -y Qcov Tflc Pi(skiobiTric 

7.17XLTVELc (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: 

Tj A QOoLTTI µEva ToOTov Tracohrx€v aya0ov, o bt oiric EMAE.t. AapEiv. yvvaixa 

iE.E',uqvcv &71' aUTc.) Trona) KaArjv, 630CE av ib(ov aPT1w £1171Olc ayaAµa, 'EcpEalocv To 

,,4voc„ ovoµa ME/VT-qv...6 tA ()OK ()Ma Ti noceeov O7TEpT4.avei, aOT4) 

1\ EllKITITITIV aVaPitboweal7 76. 

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 ayaeov, 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.777. This non-incestuous and quite feasible 

plot, devised by Aphrodite, is described as a present which Cleitophon refuses 

out of arrogance. The verb urc€Q0av€i belongs to a group of of terms used to 

describe Hippolytus' arrogance778: 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 

7 ' 5.11.6. 

This is also the case of Ismenodora in Plutarch's Amatorius. 
Hippolytus, 6, ackiAAco 6o-oi cl)Qovoi)olv Cf. Antonius, resisting Cleopatra's love in Plutarch, 

Antonius, 61a, of ,1)1Aoi Trlc Afyvrurfac Q(. )\-rcx Kai KaoµEvov av€rtniOov coc 157' £1(£11Vilc 4)CPT0, Kai AoLooQof)vrsc 
E.KaAom anadi) Kai 1:,7-c€Qfl)avoA,7; 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"9 once in Ephesus, 

hints at a different twist in the plot7SO4 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 escape781 (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 Kcavoi)c yocµouc782, Melite asks him to fulfil her 

desire. As expected from the already adumbrated Hippolytean plot Cleitophon 

refuses. Once more, by pretending illness, he postpones the marriage783. 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 magic784 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 

The oaths to Isis in 5.14.2. 
On Ephesus as 'a place rich in novelistic connotations' see Whitmarsh and Morales, (2001a). p. 158. 
5.19.3-4, aAA' 6.[6; ithTrax€, micviocc, ancvVo-ritc...yuvaixa Ocidic 7-EQ(i-rnv 'Ell)EOi0JV 
5.18.6. 
5.21.7. 
5.22.2. 
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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 herbs785. 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 'accelere en explicite-versions le 

rythme des peripeties plus que jamais sous le signe de l'echec et de l'erreur786'. 

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: 

do-av µa0oUua Tfiv aAneeiav Eµ414)La-TO TtoAAoic aµa Tip/ -tpvx.flv, aiboi Kai OQyfri 

xai 4.A..)T1 xa1 liA.OT1)7C(.4. UXUVETO Toy aVoQa, (1)ciy14TO Toil yQaµµaucv, o 4:Icoc 

_to(s0ca.v€ Tin/ Ociyfiv, tUircTE TOV .tQcoTa rj (riAoturci,a, Kai TEAoc bccloccrioEv O 4)(.0c787. 

Melite questions the reaction she is expected to have. The reference to 

'shame' - aibot, flio-xiwuro -suggests a possible reading of Melite as Phaedra788; 

the references to anger and jealousy - fliloTin-ciqc- suggest a novelistic 

- 5.22.7. 

- Billault, (1998a) p.150. 

- Hippo/,171-us, 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 reaction789. 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 coincidence790

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: µljv c'xTipacci iIc ToV 4)WTOC Toy Eµov bi ov Ta µEyLoTa eiruxEic...o-n bE 

CW'Eµoi 0110-al_VoV kICOTOc EiVCJV aTip.64€ Lc Ta £1')EQyETTI i-laTOC791. 

Melite's plea is heartbreaking and Cleitophon cannot remain untouched, 

6.10.4, cbt l_in Kai AiapoAfj bi3o cruyyEvi) Kaxa. Ouyarrio 'nic AuxpoAfjc,-. 
Although Melite accuses him of being an eunuch, like Combabos; AT 5.25.8, Ebvobxe Kai avbQoyvvs. 
5.25.8-10. 
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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: 'rEoce)ov 'EL avelQc3Tuvov lcai 6(AriOdic 

O1)01TV ToV TQCOTa, µr) µoc ytvriTai !Ally Lida F1c TO1) Oa:It-5792. 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 men'793. 

Cleitophon's comment also makes a statement regarding the plot of the 

novel. The Phaedra pattern which could be interpreted as symmetrical794 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 

5.27.2. 

5.70.5. 
-' 4 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 -43Qic. 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 TL aveci&Tavov, 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 intertextuality795 (Table 11). The first796 near the beginning of the novel has a 

programmatic character and is the subject of Cnemon's narrative797. 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 narrative798; therefore not only is the 

narrative of 'the Athenian love799' 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 Apuleius see Smith, 
(2007a). 
-A- For Phaedra in Heliodorus see Feuillatre, (1966), Sandy, (1982), Rocca, (1976); Also, Colonna, (1987), Morgan, (1989a); 
Rattenbury (1935). p. 15, oddly argues that the incident is not inspired directly by Euripides' Phaedra but ' it semble avoir 
ete tres familier avec les oeuvres d'Euripide'. 

For the term see Morgan, (1989a) arguing against Winkler, (1982), hat the narrative is a straightforward narrative 
opposite to the Heliodoran, complicated one. 
- Nlorgan, (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 800: Demaenete calls 

Cnemon '6 veoc TrurcoAuToc8°1'. This is not just an intertextual allusion to the 

Euripidean Hippolytus but also a reference to the Aristophanic mention of the 

'Keay]'iv "EA vrlv' S02. 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 803; (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 I ETEELQaTo TLVOc 

TCdV TUyX6.VELV8°4'. 

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: Tcv TE £TCatE xai naibac rcQocricaAarapEvoc µdo -TL4v 

iii<LETo8". 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). 
1.10.2. 

-.2 Anstophanes, Thesmophoriazousae, 850, Eyc'ioba•Tfiv "EAvriv µiµrjcoµai. 
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 t7ti T61.7 naoomoUvia 7-coca(3i)up) Kai a<T€µvovra TO otAaoc,-
Eriucooricaro AVdcryt,Q0c. T41 64) CC0T00 Ert4µr)ve TT1V T06T0LC, }Cal o TCaTfp 'C0JT0V 
LIVIj0TIFEV, i bt .accAAclicn a.; CIVi:CT0 L7WITTV 6 "Ieoc0vuµoc ev 'up rceol Toaymbumoiwv emEllai.CWV 
TOI:`T01:, TOY El:v.7(1.60V cDoivuca. Wehrli, (1969) p.38. 

1.10.2. 
1.11.1. 
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Cnemon receives is not enough for Demaenete's wrath and she plans a 'bev*locv 

EmpouArjv" 6', 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' behaviourS07. 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 him808. 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 

ChaereasS09. 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. 

1.13.2. 

1.13.4, JiiirirQui6c, bfa pycQuia avaipovµai, irryrQvu?x alcc..11Tov anOAAvai. 
1.12.3, TOV 7Tar9a µiv Ei5 acyQov aicirvibiou TIVOL; XQEI.ac KaA01:7011C.,; Cf.1.4.8, 71Qocyrioi ci.yc sic oc-yQov aniSvca, 

pocena; bE i(776,2ac. 7TC(OCUIDOACUTE OOda.V. 
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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 plotS1° 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 stepmother811. 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 incest812. Moreover the thousand votes 

for Cnemon's exile took into consideration Kai ti,) Urcovolq. Trl KOCTa Vic 

pliTQULdg"3. It is clear, then. that in Cnemon's narrative everyone, except 

Aristippus, is reading a stepmother plot. His proleptic closure to his inset 

audience- oi) µljv aTcµciQrlToc yE OEOic &X,0Q:la ArlµaLvETrl 7TEcu€A€1.00ri -is not 

enough to fulfil their expectations and makes them ask for the end: 

1<at µrjv TIQOGETELTQ111)Elc y€ tlyri 6 OrayEvric, Ei TfIV 1COCKLOTT1V aTtµC€(Jritov 

TCp Aoyclo ArwcavEtnv. oincofiv al(0150LT'aV, £41  6 Kyr*coy, EaabfircEQ 

ofnco 4MA0V814. 

Theagenes' words suggest that the right ending for this tale is the 

Hunter, (1998) p.45, on Heliodorus and Lysias' Eratosthenes. 
1.10.4, µrj Tiva Aapoiµi pTICQULLic 0n0vouxv. 
1.15.1, ciA.Acuoiav µEy aAA' oU`v yr 7a-co4lav EUyily t)ax0yEto. 
1.14.1. 

- ' 4 1.14.2. 
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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 

pattern815: 

Traf.1€, 613,ri, Ti Tafra. KivEic IcavaµoxAa5fic; Tobto blj TCJV TQayWo(I)V. OUK EV icaLQCO 

yEVOLT' av £'71ELO-OoLOV uµiv TCOV ilpIETEQCJV Taµa En€LG.13OEuv Kaxa 816. 

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 reuse817'. The recapitulation of the same pattern does not consist only in 

the similarities between Cnemon's and Demaenete's EF,arcaTrlolc 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 and wirt 
unmittelbar im nachsten Satz weiter gefestig... Knemons Erzahlung betrachten soll', al seine Tragodie...etc'. For 
Knemon's story as a 'tragedy in prose', p.101. 

1.8.7. 

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: 

Ti yaQ O1) TIEQLEiTIOV OcAA'ETtEPUOAEUOV; Ti Oki iiceTcuov aAA'a. )1.60iccov;...ciAA' rl 

61~PLcbbric .-}/(1) Kat. aVii.,tEQOc C'i/XTTIEQ O1)K TLVOc ciAA' ac)xouo-oc oavev818. 

Demaenete realizes that she has been acting not as a lover — oinc EQCOCTA TLVOc 

6( AA' aQxovaa.- 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 Thisbe819. 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 bE TZOTE 1,4vouro ica@Y tccuTriv, TroAAat Tijv Oio-137 EµEµ()ETo 6)c oi) 71Q00q1COVTC0c 

v;TrlQETrloaµEvr]v,'1j OTfOlloata 7TEQ1; Ta &wag /1. -youo-oc, 151 7-Toc µev TovEQwTa 

cruµ;t@a ua'82o. 

Like the nurse in the Hippolytus, Thisbe attributes her first failure to luck 

and promises a second, more successful, attempt821. This new seduction plot 

designed by Thisbe has the handmaiden partly in the role of Phaedra and 

1.15.5
For the parallels between Demaenete and Thisbe see Morgan, (1989a) p.111. 
1.15.1; cf. Hippolytus, 682, cl rtayxaxio--crl Kai diAcov 
HippoLvtus, 701ff. 
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Demaenete while it maintains Demaenete in the stepmother role: 

Cxv µEv Eyed Twoonoujo-ouca TO1) KVnIAC0VOc...Tr0CQ0CK0CAECYCJ bE Tfiv AQuivonv... 

auctyayEiv µE  6.)c aiyrov vi5ictw ocvO'cc-ortii c 822.

Thisbe then proposes to treat Demaenete's madness and love sickness by 

providing her with the object of her love823. 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, uuAAa(3oµevoc nywv (oc ETLL TTIV TcoAt.v, in order to 

have her tried: 

1-1 bE aavta eilda Ta nrEcnEuTdTa...avLWµ£vTl µEv klYoic rjAiox€To xaAETraivoucra 

OLc 1)7TOCTTITO, ErtELb1l KaTa ToV 1360Q0V &)/EVETO TOV EV AKabrlµia .vrroci)@a aecloOV TOP 

7TQEOPi)TOU 0-71(X.Q6{a0-a Tac xeic:•ac Coo-Ev taurnjv cu V rI v 824.

Demaenete's suicide in the 1360Qoc 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, Tin/ Aarivaiav 6ceivriv 

Tijv 11)OulToav Tijv TC.i)V ELS OCOTOV b -upotiACov Kai AMACCLVftliV TCOLT)TQUXV825, 

1.15.7. 
'-=:‘ Hippolytus, 490, or) Aerywv r0o-x-miovcav 6€1. o-' n.AAac TavooOg. 

1.17.5-6. 
' 25 2.8.2; Thisbe as engineering Demaenete's death 2.10.1, njv Anncavenic TrAarrilv bi Fµo6 µiv 157(42 croii yEvoµEvnv. 
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Thisbe is the dramaturge (rcouiujc) 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 believe826; (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 story827. The reaction of his audience to his tale is that of tears, as if during a 

tragic play- 828, 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 'narrative is a self-contained 

2.19.2, of Kaia yEvoc. T7l Aft ICtIV&LTI 71Q0(711KONITEC,...POWV xai TTIV floixE if( 7tpoxaAuµµa TOU cpovot)...xcri TtAoc, 
eio-priv Ei pao-avoth; 

1.18.1. 

1.18.1, Kai aµa zbaxouEv tboacQuov be Kai of 
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exhibit...neither touching nor touched by those at its heart829'. 

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 death830; (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 ribuicrlµvoc 0EaTric: 

1.18.1. Hunter, (1998) p.42. 
2.9.3. 
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0-6T63,-; aQa Tipavec yfry Ertl 7aGOCV, Cbc kill(EV, EAauvouca u€ ov 7QGTEQIOV 

tvoucov µa6Ttya TEGiN 1CCCL 61 A h/O7TCp TUyX4VOVTa rev rjbcxr7µevov 

BeaTrjv ErtiuTrl6at Tfic -KaTat o-of) 7011/11c8" . 

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' position832. 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 Cnemon833, 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 

Thisbe834; 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, 

Cf.2.11.1, b\aUvouo-fft; cf. 1.14.6, rrIv be E15011%; EQL\T0Ec ijAauvov. 
Hardie, (1989) p. 43, observes that Cnemon's reading of the deltos reminds Theseus reading Phaedra's note; cf. 

Hippolytus 856-7 and Aethiopica 2.10.1. 
' 7' 2.9.4. 

Cnemon's recapitulation precedes, 6.3.1: ó NauducAfjc; µu(2(ac, hTTQUPE pouAbcc...icai wiyig CrtfQXE. 
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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, TO ortcoc rj eiom KOCTa TO avNov Kai TEQ6c TLVWV 

DCV1f1QIITal, OEOD Twos av ieo-coc oEflo-EL cirgovToc 838. 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 836. This time the 

pattern is not a bedtime story distanced from the characters but one that should 

be taken seriously 837. Thus Arsace is a serious threat to the couple's happiness. 

?.9.5. 
• For Demaenete and Arsace see Paulsen (1992) p. 91-2,Pletcher, (1998), Hunter, (1998), Rocca, (1976) and Morgan, (1989). 
▪ 2'7 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 HippolytusS38, 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 Charicleia839, 

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 

before840 - but he rejects her. Arsace seeks, not for the first time, the help of her 

nurse, a Lemnian woman with a barbarian name, Cybele841. This detail points to 

several mythological traditions: to that of the Argonauts, and the reputation of 

Lemnian women842, 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. Thvamis rejected her love, thus made it possible to Petosires, his brother, to take Arsace's part and withdraw 
Thvamis 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, to o-VrAia Epya netv-ca Arjµvia iccvWccr0cci. A murderous Lemnian woman well versed in poisons 

and Aristogeiton's servant appears also in Demosthenes, Against Aristogeiton, 79, fix/ µia9av BEcopiba, trly Arlµvfav, Tp/ 
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nurse, and to the non-Greek tradition of Cybele as the Magna Mater, whom her 

devotees worship with castration843. 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 

cxyoQopovAoc ytyv-n844. 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: 

ai xolo-Tai Kai clmilovEoi yuvaiKEc e -lEIALKTOL yivovTai Kai paQui.nivioEc845

ci-aoTu-yxavouo-ai Kai Tolls im€QoaTac we -6130o-Tac EiKoTcoc d_a5vovTai. Tai5Triv bE OTt 

Kai Ilwo-ic TO .)4voc . vvoEi. Kai dic pao-iAEiov aiµa... Kai Cos 7ToAAijv E c).vo-lav Kai 

ol_Tvaµiv TrEQiptpAriTai....E0AapfleriTi Kai MN/iv cpA3Aaai Kai TO £1C Trjs 

ler7TE9O11)1.17(c VEI.IECTOTIT6V846. 

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 Charicleia847. In the first part of Arsace's plan Theagenes, like 

c.)ct2palaba, Kai culmjv KM To 14vo.; airEaV aTEEKTEVaTE. 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, Arjµviov icalcov, Ar)µvia 
-"Burkert and Raffan, (1987) p.179: ' theAttis myth is known only from the Hellenistic age'. 

7.1.4. Cf. Aeschylus, Agamemon, 268-269. 
-4' The adjective is found in Aeschylus, Agamemon, 1482, (see also Colonna, (1987) p.408. 

7.20.4. 
-47 7.22.3. 
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Hippolytus, is a free man, being Thyamis' protege. When Cybele's first plan fails, 

Achaemenes' information makes a slave of Theagenes848; 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 one849, 

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: 

Ti bE xo) nclarcav rj Tiva µrlXavrly ETCCvoEiv (1)o-Te bLeccoo-Oo-aoOaL Trjv TE Eµ1jv 71Q6c 

Aoo-c'xicrly Kai Tip/ 0 -1)V TEQ0C, AXaLµEvrly ernEviccilv o -Ovobov'; rcQOc ociYrOv rj 

XaoiKAELa, KOCTOLVE1:)0ac T11V LTEQCCV Tip/ KaTf EµE olaKWAlkTELc85°'. 

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 fiancee too8' 1. 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 

7.24-1-2. 

7.12.7. 

7.23.6. 

": 7.26.4, ~,aµtTrly oLiTE 6tarja€i5, 61) oioa, oUTE 06\ouo-a il(bc3aac,. 

225 



PART II 

DRAMA - PHAEDRA 

unexpected twist increases Achaemenes' jealousy and the narrator describes him 

acting as a slave, Coc oxpobQa xpi) Two-ooldiv852. This comment raises the reader's 

expectations of a new EntpouAr1853. 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; £Trabil bt 

xaT€ avi6TaTa1 cis EIwJµEVrlc, Aaµ(3aVETc) TCEIQOUV (L)c bECT7T01,Vric Kai 

pmit Lyoi5p,EVOc KCCL CYTQEPA0151-lEVOc 157TOTELTITeTW TOic uoic povA61.1.0001854. 

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 jealousy855. Cybele's suggestion therefore redirects the pattern to a 

more traditional form, despite Arsace's hesitations about seeing Theagenes' 

bodily suffering856, and the youth is sent to the torturer857. 

Arsace's wrath and revenge has enough novelistic precursors to 

6.26.7. 
7.29.1, 11.)71' agyric aµa Kai (TIAOTIJTheac Kai 41,41T0c, Kai aii0T1.1XiaC, OlaTcrieSic. 

' 54 8.5.10. 

7.26.7, To atopa avri TC;JV XELQWV 71Q0PaAOIXia kl:01110-E. 

' 5' 8.5.11, cilc b' av cI) 0E0i, TOic eµoic &pea/4mi.; tj .atvoµEvov OQ(.7oo-a TO £KEIVO fj xai aAAux-, 
KoAaC,.6µEX'0V; 

8.6.1. 
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contextualise her emotions858. 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 

herself859, 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 pyre860. 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 tour 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 Theagenes861, 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). 
5' 8.7.2, oaoµkxw rile imBouknv baxovn]Qatµt. 

8.8.5. 
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's862; in Book 1 her willingness to hang herself in order to avoid the bandit's 

violence and o-cocl)Qoo-i)vri echoes Phaedra's words at the beginning of Euripides' 

play863 and indicates the moral distance between her wish to die unshamed and 

Arsace's shameful suicide. 

Charicleia steps into the fire willingly864, 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: 

HALE CXVEPoTIGE, xai I Kai baiµovEc ETti yfic TE Kai 1:)716 yv aVOQth7TWV a6EµITcov 

E OOOL TE Kai TlµcoQoi, Ka0aQaV eival µE T0T.n/ ETtL Em,tevoov...Tijv bE aA6co-Tocu 

xai a OE FinoucryOv Kai i_totxaAioa...AQueocriv 63c on TaxLuta Til_tcovno-Eu0006,5, 

6.8.2 TL oiotopticia (Charicleia) and 7.7.5 illartsQ oiaTopEicia in-to 64,Ewc,- (Arsace). 
1.8.3 t-yci, nev t.xyxavn nQoAtilliopiai -env n(3,oiv...xaAav Svna.Oov Trjv awlvoo-nvqv ariEVEycaµEvr); cf. Hippolytus (The 

Chorus to Phaedra's wish to die), 432-433, To ac xpoov Cos ATIOLVTOIX011) xaAav xai Fioav ca6Aijv i v PQOTOic xawri(etai. 
8.9.4. 

Heliodorus, 8.9.11. 
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Charicleia's words are a distant echo of these of Habrocomes on the cross866; and 

the expected miracle occurs as Bagoas leads them to Elephantine. Upon their 

departure Arsace dies, like Phaedra, (3Qoxov ayxovric ocilmxpevri"7, 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 

4.2.4, o &: OTIOPASIl ac sic Tom) iiALOV Kai TO 6E0µa ibc;dv TOO NeiAuu '6) 0E6)v To NEiA0V OEvµa µcav6Eir) TIOTE 

OZAKCOC Ci7T0A0OVOU 0141aTL, µjTE 011) TOLOOTOV iboic 6eaµa, avepamov 0ObSV abliajOTIVTOC arroAA0pevov t711. TT); uric 

evtati•6a'.
815.2 ; cf. Hippolytus, 802 (3426xov KQEp.aaTov a -yx6vrIc avfill)aTo. 
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evidence that she has been a good listener to the first tale. The reuse of the term 

ETRPOUAlr8 to designate Hippolytean episodes in the novel, as well as to 

emphasise their best possible At50-Lc8", 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 E oboe, 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' c5 -yAuxEia °Lon Tiva Aix)-iv clivOi.ia(cc„; 7.14.7 (Charicleia reffering to the absence of 

Calasiris, the provider of novelistic solutions to their problems) it EU:Tr.:via xai /Wary ly aµr)xavwv. 7.21.4 (Charicleia 
advises Theagenes), dcey; Two( xai luuiv OEc v poyAflo-Et TON) µuraf.0 X05 VOV OCTEOTEKEIV. 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), Kuparp Tic lu6c turai µor 'r iv TCEQIEUTriKoTWV; 
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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 heroines870. 

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 EiKoc 'Rya Kai A-Oo-iv 

OECOV 1301*CTEL Tov µETaF,U wovov aTCOTEKEIV. The metanovelistic approach 

with respect to the Am-Lc 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 I would like to discuss two more near-death 

situations, which are both centred around the 'Bride of Hades871' subject, i.e. the 

link between marriage and death for the bride, pre/post nuptial suicide, and the 

motif of sacrifice and/or (ritual) execution872. 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 execution873'. In classics the subject 

continues to excite scholars874 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). 

234 



PART II 

DRAMA: IPHIGENIA 

human sacrifice87', to the more feminist approaches of Burnett, Loraux and 

Foley876 and the psychoanalytical approach of Seaford877, most of the aspects of 

sacrifice in Greek drama have been meticulously examined. 

Structuring the Iphigenia 

The two chief examples are the two Euripidean Iphigenias878. 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 sacrifice879. 

Aristotle too points out the similarities in the two myths; when discussing 

Polyidus' IP"; the same pattern is used in Sophocle's Chryses881 and in the 

A1etes882. Except in the Euripidean IT, which is structured on the pattern of 

Trenkner, (1958) the sacrifice of the princess for her country also in Aame-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). 

The major work for Greek tragedy is Rehm, (1994). Also see Burnett, (1971) p.22ff. 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 M O'Connor-Visser, (1987) and Aretz, (1999); for ITKyriakou, (2006). 

Seaford, (1987). 
For the ITas Euripides' innovation see Wright, (2005) p.119. 
For the similar plots of the IT and the IA 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. 
Hvginus 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 slander883, like in the two Euripidean 

Phri,a884 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 death885. 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' trea  inents, 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 

"l 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 IA 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 ekTic 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 

LE voic-cov icx8", TEicvoicTov 10087 and aUToicToviams, echoing the IT, the IA and the 

Alcestis, respectively, were not alien to the cultural/ literary context of the 

novels889. 

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. 
"s For the ritual burning of widows: Philo, Abraham, 182 and Plutarch, On misfortune, 499c, cr,iikayboo( icai 
oce0covr..-, yew:6:1<c.; 11)762 T00TWO; (,.:?1:(",- OUG L. 

"' 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 script890, 

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 17891, whereas the differences - e.g. the wine trick, which recalls the 

Cyclops episode - do not affect the structure of the plot892. 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 audience893'. 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 recognition894. 

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 
IT in 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 pattern895. 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 Cilicia8%, a place outside civilised society, 

the bandit sacrifices Anthia to Ares897. 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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Trjv 01)o-fay yEvh)-Oca TOOTCC,0 OVVTIOEL. TO µEAAov [EQEIOV 06€0-00CL, EiTE 

ti1,70Q63TIO'c, EiTE pooxima ELi], KQEµaoavTES Ex b61,5Q011 xai owaTravuEc liKOVTLCOV. xai 

67-cdom µ6/ ETCETuXov, TOOTUN o 0E6c EboKEL bexafflai TfIV Ouoiav Onocan be 

(i7TkIJX0V, OCOOLc E LAC5(.01•COVTO. EbEL trjv AvO Lay CIOTCJc I.EQOUQyTIOT1VaL898. 

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 Perilaus899, 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 after9". 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 

).1 

2.1 3.5 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 Iamblichus. 
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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 901, leaving the rest to luck9°2. 

Anthia's lamentations about marrying Death could be a distant echo of the 

Antigone, but secure intertextuality cannot be established903. 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 TU p PWOXOL. 

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, MEI4iiTLS904. 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 

- 3.5.5-11. 
Anthia has reassured him that he will have the time to escape, 3.5.8, buvrio-n bt 7TQO Tot) nuNo-0cu -rivet bripac vschg 

Triv E06:rou TtAtiv. 
There is a tragic 'echo' in3.6.3 oUx ovtciy avavbcloc,- &)./ch oPot Ev Tois KaKoic, bEtAfl; cf. Sophocles, Antigone, 37-38, 

01:"C(tV, Exri CTOL tatIra, Kai bE -raxa/ SEE' rUyevijc, Ta4uKac; SIT bo-DAti)v 
-4 4.3.6. 
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self-defence, probably recalling practices of torture on Christians90s In an 

interesting exposition of ways to kill a woman the bandits agree to the following: 

Kai (3o-uAEi5cArro -Keith AN/Oleic Troucaa, o µEv Tic aTCOKTEIVal KEAE-6cov xai o-uve4ai 

AyXL6C.A01) 6WµaTc, aAA0c bE aVaCYTCXUQC-DO-0CL. o bE 17-crio0ooc...4366AE-beTo bE KaT(sX 

Av@Lac, µELCova KoAacTiv. icai bij KEAEOEL Teolivov oQuE,avTac µeyaArly Kai 13a0Ellav 

4436(AAEiv Tijv AvOiay xai 1(1:n7c:cc .te'c'airfjc o-Uo, iva EV 'wimp µEyaArly 6noo-xr1 

TWV TET0ApillieVWV9D6. 

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' pEi(ova icoAoccnv 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 

(c) is not immediate. 

Perkins, (1994) p.61. 
4.6.3. 
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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 

otvayvcoo-Odc o-c04'rat907. 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 barbarism908 of the 

far-away countries in which these practices are performed909. 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 
2.13.1ff; (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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Lollianus91° 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 

Scheintod911. 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 Grey912

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 Trait; see Winkler, (1980) p.174: S.Stephens, whom he quotes, proposed that the 

7ai..; 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 fiance 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, London. 
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Euripidesm, but also remained unchanged throughout later antiquity. 

Apollodorus' and Pausanias'914 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"5. 

Lucian 

Lucian treats the Iphigenia myth in the Toxaris: according to Toxaris, the 

abduction of Iphigenia resulted in a ritual among the Taurians916. 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 m Kyriakou (2006). I am indebted to Ewen Bowie for drawing my attantion to the Suda entry on Eiµcovibric, 
KLIQUCTTLO.Z i EQETQL£15c, ETIOTCOLoc. Tip/ sic Al5Aiba O-11)VObOV TWV AXIALCLIV, T(21 .1eTQWV nEeLiepiyEvapts a'. 

Pausanias, 1.33, (Brauron). 
'' 5 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 guardians917. The 

same detail is found in the kilvao-ic of the Iphigenia myth found in the Scythian 

Oresteion918. 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 'clic vN€wc919, 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: 

Tal) Ta 00TW yuyv0µEva Kai into TL.:011 TCOAA6W TELGTEU0IJEVa bEiGeaL µO1 oOKEI TOP µIV 

E7ILTLµflUOvTog 00oEVoc, 1-1QaKAELTOU bE TLVOc ATIVOKQLTOU, TOP µIv yEAaGoµlvov 

ayvouxv CL0T&V, TOP bI tftv aVOLaV obupOvµIVOU920. 

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' 

Apollonius921. The sage is a Pythagorean and an ardent enemy of bloodshed in 

sacrifices. The narrative starts with Pythagoras' advice: pi) ya9 aiOcrreiv Toi)c 

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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(3co[_to-Oc, aAAA rl VEALTTOI)Ta Kai O At(3avarrOc Kai TO 6cpvµv1ivaL922. Thus 

Apollonius persuades an Indian king not to offer a horse sacrifice but incense 

instead923. Philostratus' Apollonius, like Charicleia924, 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 7TEQi OU01.6-)V xai cis aV Tic 

0E4) TEQOG OQIGL)c TE Kai KEXaQ1CFpVC0c 0150025. 

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, of µiv oinc dopy TraQapeAdy 

O11V li7TELOEiV, T(7O1! }JEN/ TcaAaLCJv 7TQO4)EQOVTEc MEVOLlda ToV KQaDVT0c Kai 

Malmolay T1)11 `HQaKAeouc926; in the examples Agesilaus is added, for not having 

sacrificed his daughter when in Aulis according to Artemis' request, and thus 

doomed his expedition927. Pelopidas objects and finally sacrifices a female horse 

with a blond mane, instead of a blonde virgin. 

Philostratus, Apollonius, 1.1. 
-"' Philostratus, Apollonius, 1.31. 
' 24 Morgan, (2009), with a full list of the possible intertexts. 
-2' Philostratus, Apollonius, 3.41. 
'2- Plutarch, Pelopidas, 21.1-4. 
"r 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 4928. 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 ship929. 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 Tip/ ovx EAcrl6Eivav vac) avoQOc oi)t) 

4.1.11, COcc4lac Eµe riodrcoc Cy EuQaxcrUo-aic, Ev, w bE tv MiATryup Tcoatv ae. 
---' Hence, no elopement motif could follow. 
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-;/ovhov"°. On the other hand Chaereas presents himself as having committed a 

crime worse than parricide and begs to throw his ao€13c acbµa into the sea931. 

Chaereas here does not refer to matricide, but his request to be treated as a 

l_tiao-µ a, and hence to be buried outside the city, may echo the myth of Orestes, 

before his exoneration by the AcIELOc flocyoc. Forgiven by Hermocrates, Chaereas 

and Polycharmus, whose friendship has already been compared to that of 

Achilles and Patroclus9", 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 Uncocloc 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 

1.9.5, and 1.10.4, EAErjaoµEv fly oinc riAeriacv ibioc c'xAA0t ooiticTaysv; 
1.5.5. 

' 3: 1.5.2, TO1O1-)TO.7, oiov "Oµrloo; E7ToinoE FlecfooKAov AxiAAewc. 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, approved933. 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 Chaereas934

Polycharmus935 is acting like Pylades even in the final recognition scene: 

being the only sober person he advises them, like Pylades, that they are oinc Ev 

aAA' Ev TcoAqiir,c -1, Kai bEL Ta-OTa TROTEQov oixovopfjo-ai icaAfoc, lva 

µ11bELS ETt vµ&S bwocavior,1936. 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 Pylades937

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 bayrEQccycovio-Tfic, 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. 

3.9.11. 
3.6.5, where Polvcharmus remains aCoct)oov, 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: 
Polvcharmus 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, TO µev cpiAouc M00vTac, EL; EitIll.1) OiAGOV,/ Ociata, xEioc-ov rrEorpoAac eixog Aapeiv./AfpvTa b' 
ouctwv Kaq' EAOEIV X0E6,1V,/67100k; TO KAavey oµµa Tfjc, crcorriofac /AapovTEc Ex yric prlooµto0a paoi30coou. 
"7- 8.8.12. 
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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, KaKEiV0c Cjc TO eiK6c, 6Eaµa 

itxfov TraQabo4naTov KaTa TT1V EA& ov avri. rtaQ0evou rtacotµiac, 

ELEaAciyri xai 6DTri cacom1938. 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 below939. 

6.2.3. 

8.2.3. 
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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 scene94°. 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 BotncoAm as a i.E(EIOV, which 

would guarantee the success of their warfare against Charmides941. It appears to 

be a ritual Egyptian sacrifice: 

ayOUCTL brj TLVEC b1:70 2rlV Koconv &Trio-co Teo XELQE bEbEµ£vrlv...EiTa KaTa Ti-jc ical)aAfic 

OTCOVOTTV 7TEQLVaVTEC 7TEQlayO1)O1 ToV PC410V Kl:TKACp, Kai E7TITOAEL TLC al)T17,1, icai 

[EQE11,c OEV, di c Eilthc, 4)0571V AdyU7ITia.V. TO yaQ 6Xllµa TOP 6TOfAaToc -Kai T6.) V 

7,pooTiracov TO bLE1AKuoliEVOV 67613,cavEv CpbrIv942. 

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 icouyx µuoTrio.a943. 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 vam.taxorcEC.oµaxia follows in which Charmides dies. 
-4: 3.15.1-6. 

3.16.4, w Too0o.w Kaiva µvutrjoca. 
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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,944

appeared to her. Like Iphigenia, Anthia and Charicleia, Leucippe is one of 

Artemis' protegees, 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 sword945, used 7-c9Oc Tac icipbrjAoug 

o- aydc946. 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 life947, 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 

4.1.4. 
-4' The actor was one performing Homeric mimes; for a discussion of the scene with respect to mime see Mignogna, (1997). 
-4- 3.20.7. 
' 4- 3.21.3, TO circ, EXEL pnX(XVTIc.• 
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John's Gospe1948, 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 o-4)ocr'1949, 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 Tfiv icoQriv 0711010 T(J XE1QE 

OE6q_dv qv'''. 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: 

vOy µcn, AarKircan, Ta3vri-Kac ocAried)c Oetvatov ourtAof)v, yr',1 Kai OaAcirni 

L90141EVOV. TO µIv yaO AEhpavov Ixw oou Tov otbi_tatoc, arcoAcME-Ka bt 6£952. 

This second lamentation of Cleitophon is compressed by comparison with the 

-1- 3.22.1, (rAN e7i&u OiAou, icav arcoeavEiv hurler], xa.A6c o ici.vbevoc, yAuxiic o flivarocr.. Cf. Euripides, Orestes, 1155-
1158, ovic farm oeoL\] KeEio-aov ij dDiAo.; -yew ra T tic Adyiaeov tErieQu; icaxoc/ Kai rtArioriov iiaQijorOa 
KtvbiArwv 4toi; Cf. St.John, 15.13, µ€((.ova Tatitric ayara)v oUbEic. fX,ct, Na Tic T1] 11112X1'1V aurou far)  u7fp rev 01Acov 

au-zof.•. 
5.7.9. 
Loraux, (1987). 
Only in 3.15.2 (the first sacrifice) arid in 5.7.4 (the decapitation). 
5.7.8. 
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more elaborate first one"3: 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 IA, 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 Leucippe954. Soon afterwards he gets a letter from 

Leucippe in which, he recognizes first the handwriting, and then the content, as 

coming from Leucippe9 . Cleitophon's inability to recognise persons and faces956, 

despite his virtuosity in interpreting living letters957, 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, Kai yat? Ti O0ICEL AE1,16.7iralc. OCELV. 

455. 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. 

5.19.6, ako.),-; flaxuvolinv Kai ia v@aµµara. 
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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 TE6TEQov Atbou fji-cac I#QWV Trjv LaLuToAilv, rj Ti 

woirra NAEL; Amciarcri noulLv avE(31a);955. The repetition, 7-cou1 iv, 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 plot959. Cleitophon 

realises the size of the Ka wily in-ro0Eolv o-vi.i0oc)d)v96° and he bursts into another 

lengthy lamentation, which is a intratextual commentary on the previous 

employed and varied motifs: 

oiµol, AEVICLTITCri, 71OO-aKLc µol Tahrrixac• µ1j yap 0Q11VC0V avErcavuaµrly; a€i GE 

7CEVektil, T6)11 OaVaTCOV bLWKoVTCJV ciAATIAO1.);;...VDV bE TEOvrixac Oavcrrov biaAofY 

O.1X1),'," KCCL 01410(T0c. b130 E Eovy€c AllGTT)QICC, TO bE Tr); MEM-uric 71E4)oVEUKE UE 

E L9aujQLov961. 

This lamentation, which vividly echoes the previous one in its description of 

Leucippe's death as a buruloil); 0civa'oc, is a summary of the earlier ways in 

which the narrative has killed Leucippe. Opposed to Cleitophon's despair, 

-'' 5.19.1. Cf. IT, 772, 7O1) b' Koreavofic' liKEL 7thALV; 

'" 7.3.7. 
7.5.1. 
7.5.2-3. 
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Cleinias' comment - Tic yap oibEv, Ei 071 aciAiv; µl1 yap oi) TioAAncicic TffharKE; 

µl1 yaw at) 7-coAAcilac avE(3i60;962 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 murderer963. It is only at the 

very last moment that, with Sostratus' arrival, Artemis saves Cleitophon and the 

future recovery of Leucippe is foreshadowed964. 

Leucippe is not dead, but, having escaped from Sosthenes, she has sought 

refuge in Artemis' temple965, echoing the Iphigenia myth. Again, we do not learn 

Leucippe's identity immediately but we learn about a beautiful maiden who 

resembles Artemis966, and thus cannot be anyone other than her protegee, 

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: 

Tocx-N)bebv EvErcAr1ua pofic TO [eQ6v,...'µ€µ1avTaL To bia..:1)oc ay0QuYaivw 

TOLallTa O-71eVbEL Tic Tfl 0E4); O1') PaQ.(3aQ0L TOUTO Kai Tall-VOL Kai i AQTEµtc rj Ext)Odyv; 

aCEiVOLC; µDuos vans OfiTu.)c alµa66ETal. Trjv 'IWVIOCV ExvOiav 7TETCOIT1Kac, KCCL EV 

E 6cyco Oa_ Ta Ev Tc'Noic aiµa967'. 

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. 

--- 7.6.3, w c1AljAwv i:QCOVIEc, "),(.. /0 'LE Kai MEAlttl KOINT1 TI)V AEVKL717111V aVTIQT)KaptEV. 

—4 7.14.6, r) AoTEµty ov tl,E0oucca. Di am i AsoKi-ami. of)>c OQ4c Kai Toirrov d1s Ex Twv Paacivwv vfiv KQq.J.61.1Evov 
.,`,Tio7caaEv; Also Sostratus' dream regarding the recovery of Leucippe and Cleitophon, in 7.12.4. 

"t5 7.13.2. 
7.15.2. 

7 8.2.1. 
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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 oc-ycsov 714. 11.11)X171c aVocl0c968. 

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 messenger969. 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 

7.9.1. Cf. Sophocles, Electra, 1492, y0x, iaTiv ay(1)V, 0AA0 Ofic 11,1UXfic riecii; Orestes to Aegisthus in the exodos. The 
phrase is common in tragedy and especially Euripides Phoenissae 1330 and Orestes 847, 1pyx-ric, dycliya bc3o-wv, regarding 
the trial. The allusion is not cited in Liapis, (2006). 

7.4.2, T0.'Ll T007T0V TTIV K00T1V 0TIKTELVEV, µia0wToc, Kai Ti TIETCOLnK£ TO acoµa; 
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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 iwciov, Coc av 0£0ic EyXWQLO1.c EvayiaavTec oi5Tco 

plc; µaxric aQxo1ev970. 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 TO KaAALo-Tov OupaTwv leQouQyrjo-ac971. 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 

1.28.1. 
-71.31.1. 
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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 

iwEibv, 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 i€QEilov 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 

EI.717177c 71-EQUic 

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 power972; according to Clytemnestra the whole heroic 

expedition was based on a crime that served the individualistic ambitions of the 

Greek generals973. In contrast, Hydaspes is always presented as the 'enlightened' 

king974, and the Syenian chapters engage in portraying him as such975. The long 

account of the siege is used not just as a digression976 but as a key element for 

tying together the plot. 

Syene's siege occupies Book 9977 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 

= IA, 1195, fl UKTMTITQa aaVOV otail)QELV Kai UTQaTT1ACXTEiV ptA.A.Ei.; 
IA, 1194. 
Cf.Ci'ropaedeia, 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 
7pcoToAa is may not be offered. 

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 Petosiris978 and Thyamis echoes that of 

Hector and Achilles979. 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 city980. Hydaspes (his name's components are PowQ+clo-aic but 

it is also the name of the river by which Alexander fought Porus981) 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 displays982. 

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. 
9.5.1. 

262 



PART II 

DRAMA: IPHIGEN IA 

Neiloa with sacrifices and banquets983, 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' naïve 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 retreated984. 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 treason9". 

When Oroondates is captured alive and brought in front of the Ethiopian 

king, Hydaspes displays all his OulaveQcomict, an element that distinguishes the 

Aethiopica from the world of the epic986. Hydaspes' OtAcc-vOQurrcia seems to be 

inspired by Alexander's moral superiority987. The dialogue between the victor 

Hydaspes, and the defeated Oroondates recalls the encounter between Alexander 

and Porus988 in that Hydaspes approaches his opponent with admiration989; 

moreover Hydaspes proves himself magnanimous and clement towards the 

besieged Syenians for a second time, trying to exempt the many from one 

9.10.1-3. 
9.6.5 ocAA' EL polivvnTo eCTIOX4VELV El; 'EAECPCCVTLVTIV. 

—5 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 Iliad 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 ani0Ec, TilV TOD Evos avotav TouokoLc 

7-cayayEiv arcc3AEtav99°. 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's991, 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: 

Ta µtv KaTec ElYnNITIV b11. TOGOVo£ Trclax0evca Ei_cdpeCti, 71C(Qa. TOGOUTOV 

M.0o0o-av Abb-0vou TrQoc Too-aknv bt €i)maOnav oceQoov bi Evos €i)vol_tiav avows 

µETa(3aulouuav992. 

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 

- 

/A, 1186-7, Ti o-oi Icata)Eri taya06v CYCPdC,COV TbCVOV; VoCTIOV rcovrwov, oikoe€v y'ocio-xeCoc I6v; 
1.10.1. 
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story of the sacrifice993. 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 TrQayroA€ Loy. 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 III. 

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 faces994; in the IA it is Iphigenia who cheerfully 

greets a wary-looking father995, while in the Aethiopica, it is Hydaspes who sadly 

notices the cheerful face of Charicleia as she faces sacrifice9". However, the real 

'spectacle' begins after the virginity trial of the burning pyre when Charicleia is 

dressed in her Delphic chiton997. 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, (1)o-TcEci EnI. mcrivfic oilov 

Paulsen (1992). 
—4 10.7.3, Oato(26, TCil apoub:17-tc,.) lea. µetbtovri o-uvExtc,-. Cf. IA 640ff., 7t.,./4TEQ sibov Oco-pevri. 

/A, 650ff. 

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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!_111X0(1.111c"9. 

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 4VOKTOVEiV and TEKVOKTOVEEV1000. 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 13b1.flov bt TO otyvoo-ovTa µEv TEO- c(I, 

wer, ocArta bE avotyvoNio-aLlm. 

The recognition in the Aethiopica follows all the possible options of the 

Aristotelian recognition-typology: (a) it is 6cTExvoToccrj, bLa o-rj 1.1£ f.CJV 

oU1I4VTWV/ETCLKTT)TWV1002, 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, TCETIOLI1 

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 Ex o-uAAoyi6µov, 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 

— 

10.12.3. 
Aristoteles, Poetics, 1454a, 1-5. 

= Aristoteles, Poetics 1451b 22ff. 
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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 jubilationilm. 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 solm4. 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: 

Gv o 06)/aTEQ ...T6 oC.Vo660V hfEIV6 GOV (1396V111.10C KCCL paufAELOV V6- V 

TEKVOV oµou KIXAE0-4EVOc xai TEKVOKTOVOc ytvoµEvoc 1005.

The comparison between sacrifice and marriage is common throughout 

Greek literature and it does not need to be related to the Iphigenia myth 

exclusively1006. Nevertheless the sacrifice of a king's daughter for the 

commonwealth is a major characteristic of the Iphigenia mythl°". Like 

10.16.1. 

10.16.6. 

10.16.8-10. 
IA, 460-491, TaAaiyay riao0 bOLKE, vulicti&uaci Taxa. 

' '7 IA 514ff. A major difference between the IA 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 Tip/ 

ETCLTUXICCV TC-bV EvrlbQEvµEvcov tfl bripiriyoQicy, Aeirov aTcEux6µ,Evoc'". 

The staging is highlighted by allusions to the setting and to the iaoicQio-ic, 

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: 

ate' oAiyov ETILO-Tac TOY TE bfiliov KaTo7TTEOo-ac arca TWV io-wv 'rraOwv KElavimitvov 

Kai aQog o-Krivorcodav T11S Ti5x-ric 6:1Y floovilc TE aVa Kal M63,v oaKOovTac...Tilv 

xEioa TROTEivac Kai KaTao-Efwv TROc ilo-uxiav To KAubthviov Tou brjµov 

KaTo-TEAAE1°°9. 

The adjective icAvbcbviov 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 pLv yap TOic &Clic Oi)TW 01/X0V 650-TE maQexeo-Oai TE aµa Kai 

aoatQEi66a11011  Moreover he addresses both his citizens and his daughter in a 

vocabulary drawn either from tragedy or from epic: 

7Tai,o-aoDE µEv oaxoiSovTEc xai ijµaS KaTOL1CTI EVOL µaTily, Trjc bE iEpovoylac 

EXWµE6a...6U OE, Co et5yaTEo µrj µot o-15yxei Toy OupiOv Obwoµtvn1012. 

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 

`10.17.1. 

7.9 10.16.3. 

Aeschylus, Choephoroi, 183, KaQbia KAubc.bviov xoikijc, Sophocles, Oedipus King, 1527, KA6bwva co400dc also 
Demosthenes, On the false legation, 314, too brjµov xAvboi)va xai µavtay. For Demosthenes' use of tragedy see Wilston, 
(1996). 

10.16.6; cf. Odyssey, 1.82, Ei µEv vuv Toirro 4iAov µaxaQEcai 0E0i01, voorrjuaL Obvairia; Plato, Crito 43d, AAA', Ch 
Koituv, aya0i), EL raver) TOic. 0E0ic 4)1A0V, raver) tarty. 

10.16.8-9; Cf. Prometheus, 36, ei µiAEic xai Ka-await:EL; µarriv; Euripides, Andromeda, TrGF 119-120, 1 (Kannicht, 
5.1) ovvetikyncrov; cf. Aristophanes, Thesmophoriazousae, 1058, En) o' ei TLC, ijric eouµov 451CTLQac TCaeOc; and Iliad, 9.612, 
urj µoi C71:(XEL 0uµov (Achilles). 
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prepares to sacrifice his daughter, asking her to be brave, like Iphigenia"13. 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 cis pao-vlea, and it is his turn to be recognise himself dic Tca*,aioi4. 

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 

vocywUQicyic TCJV achxyµauev101', 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, Cr, Tip/ .4)Ucriv ...ycvvaia -ycw ci. 
'4 10.17.1. 
' 5 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 icaelocQcnov 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 respectively1016. Again in Book 6 Charicleia is 

compared to Isis in her search for Theagenes-Osiris1017 in Chemmis, a sacred city 

in the cult of Osiris1018, and afterwards in Bessalm. In front of Arsace too 

1.22.2. 
Charicleia's Isis-like quest in 6.15.4, yii)vaiov 157' k,WTOC; usaoRrlµEvov Kai 7tdo-av w5 ELTEEiV ETC'. yt)v EQUI-LeVOU TIVac 

VEKEV aAd'µrvov. 

• 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'°20. 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 love1021. 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 4voxTov la and TEKVOKTOV La. 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 naQ6o1Noov: 

,tocA ov cwvoµa4 Tov µ1j ovTa. Tev ovrca ((kaliEvtiv) OuTic EGTly o4voc EQcWTceµEvll, 

ayVOEiV EAEy€v. afieic eCtoi TtEQL.5c34o-OaL c;)c 0Aov Tev ayvooiTEvov, abiwarcov 

EivaL µct@of)o-a Tip; aitrlaiv aim) KarcaEhiav dio-avei TcoAEµL&Earcov hanvel°22. 

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 couragel°23. With Charicleia 

offering to perform Theagenes' sacrifice in person the shift from the IA to the IT is 

completed. 

2' 10.18.2. 

'• 2' 3.5.4. 

10)2). 

10.20.2, aiyntv µE 1<b\ EL)CrOV cuirroucryilaai TO 0i) µa. 
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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' fianceel°24. 

The mythical parallelism between the sacrifice of Theagenes and that of 

Orestes is based on two things: the vritual brother-sister relationship and the 

following 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: 

Vl)V µEv Tf1V TravoApiov XaQiicAaccv E aic(ov GOL TCOV 1360µcin, OuyatQa 

civabEiavTEc Kai Toy Takric ocvanel*a\rcEc...vf)v...Tov vuµOiov 

T171; KoVric TOUTOVi ToV evov wavicxv avagnIvonrEc"25. 

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 TwurroActa of a 

war. (c) 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 

10.39.2-10.39.3. 
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according to its customs, by his own fiancee, 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'°26, 

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 II I examined how the myths of Helen, Phaedra, and Iphigenia 

influenced the 'dramatic episodes' of the novels, as these were classified in Part I. 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 

("00-TrEQ 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, 

ETCELuotnAov 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 III that deals with the adaptation of the Odyssey as the exemplary 

'recognitive' pattern. 
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PART III: MTOOE 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 bta 6A.ov ervayvkno-tc 

Years of scholarship and Bakhtin in his influential work1°27 have alike 

accepted the Odyssey to be the second key-intertext of the novels1028, 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 II, 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/fine's transportation, a role which in the epic was reserved 

for divine powers, Athena and Poseidon. 

There are of course novels like Antonius Diogenes and the Latin 

novelsl°29 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 voo-Toc and of avayvcbcnaic 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, gravis 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 eventsw". When treated like this, already since Aristotlem, epic 

and tragic recognition scenes are not different, but they are both 'narrative 

landmarks' of a reversal of good/bad fortune, of TE€Qtaftnal°32. This is the 

kind of recognition scene that abounds in classical drama and in New 

Comedyi°33, and is manifest in the different recognition scenes of the 

Odyssey°34. The emphasis on the TCEQU71ft£ lift 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. 
Aristotle, Poetics, 1459b; for the Odyssey and Aristotle's 'typology of recognition' see Lowe, (2000). 

'= Cave, (1988) p.40. 
Cave, (1988) p.50ff. On Menander and Aristotle see Cusset, (2003) p.24ff. 

"4 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"35, 

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 narrativel°36. 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 fallacy1037'. Epic recognition is, according Cave, 'the art 

of telling lies'l°38. 

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: Ostolog-oi, 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. 
3' 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 fiction1039, 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 00oc, oi) Aeryoc. 

Modern scholarship treats epic recognition accordingly: Goldhill, 

playing with the notion of iivocyv io-ic and iivocyvcoo-ic, connects Odysseus' 

voice with 'the voice of the bard1040'; 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 hero1041; and Lowe argues that 'the 

organisation of its whole narrative around and towards the (final) 

resolution1042' is purely Odyssean. Similarily, Morgan reads the Heliodorean 

plot as a 'riddle' with a strong sense of 'ending 1043'. As Lowe argues, when 

reading a plot, we read it for its holographic development, from its 'initial 

blur to increasing focus and clarity"44'; the recognition scene of the novels is 

Morgan, (1993), analyses the relationship of novels and fiction to 'lies'. Here I am doing something different: I am 
not studying the external readings of the novels as 'lies-fictions' but the intratextual references to lying. 

Goldhill, (1991) p.56ff. 
4' Maronitis, (1991). 
42 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). 

. 44 Lowe, (2000) p.25. 
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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, bujyrlµa, alongside markers that characterise it as more or less 

truth-like, i.e. ficiton. The term bulynµa 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 µv0os as fictive/fallacious mythological tale and novelistic btfjyrjo-Lc 

as myth-like tale. As such µv0oc qua birjyri µa/ otflynolc 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. 

284 



PART III 
EPIC: RECOGNITION 

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 Ev acyvoi4, believing that he is the son of a 

shepherd; the angel reveals to her that Joseph is more than thisl°45; 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 ayvoLa 

is based on 'false' (arc& pot of civeQcorcoi) 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: 

oloT1 b(C.0 EI:Yr]y)./EAL0-011V TIEQs1 ODi) O1:1QCXVOf) 60Clc EFITt µoc TaiVTa Ta ICE() 0 -015. 

xai ft El.\.1E Tag xEiQac ailTO1-11C0O1)(1)xai £viiyicocAin-oro Tijv Ao-EvaP °46. 

Joseph has learned also ruivTa n€Qi Aseneth: the formulation is indeed one 

that recalls the Greek novel, as I will discuss later. In other words, the angel 

J&A, 13.9, 01.2,K TjbEIV a0Aia on visic am) a'ri; 13.10, pr Eibvia oTi uioc ao0 thTL. 
' .4 ./cfrA, 19.2. 
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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 Sesochonsis1047 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 

campaignsl°48. Sesonchosis too provides us with a controversial recognition 

scene, between the hero and his fiancee'°49. 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 sectionl°", 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; loth (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'. 

4-̂  \Vinkler (1995) p.24. 
See the discusion in footnote 332. 
Cf. Iamblichus, above, p. 243. 
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faraway lands1051. Antonius Diogenes, to quote Stephens-Winkler, engages in 

'downplaying of the erotic1" 21, and, thus focuses more on the adventure-

timel°"', unlike the ideal novels; this characteristic emphasises its Odyssean 

background. 

The fictionality of Diogenes' narrative is praised by Photius as 

71Leavcircourn aAacolci°54. Antonius' account of amo-Ta 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 speaker1055; 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 0ulyrjµaTa 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. 
52 Winkler (1995) p.101. 

Although Huet, Gegou, and Chapelain, (1971) p.36, considers it as 'un veritable roman des voyages et des 
amours'. 

Photius, 166, 109a (Bekker), tiTE ntiewv Eyyv1 Kai arcio-Tcov Ev Tneavorrocrr,i 7TAaCTEL xai bicioaccui) 
DuryyntinTwv aotot*vn. 

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 voaToi. 

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 pvrio-,cfwEcio56 

Chaereas is not worthy to be her husband, and he is described as Tca9voc 

xai 7-[vric Kai µrlbEvos KQEirccov pccoullcov AycovivaµEvcov1057. This 

formulation in combination with the unanimously accepted chastity of 

Callirhoe, who, like Penelope, is ei)o-Taehic xai arcEi9oc icalcori0oi)c 

11)7(O11)Lac1058, 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 questm59. 

Like Telemachus, his aim is to find some clues about Callirhoe's 

1.2.1; the pyrpn19E,.; a keye-intertextual term for both the Penelope and the Helen myths. 
57 1.2.1ff. 

1.2.6. 
"59 3.3.4, (.71)o-co uE bux yfjc xai 0aAciao-ric. 
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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 

Callirhoe'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 slave1060, and supplicates him to show Alcinous' magnanimity 

and hospitality1061. However it has been argued that, outside the homeland, 

the leading characters of the epic poem and the novels do not have an 

identity1062, 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 accvo-Nyoc avOQconoc1" 3, 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: 

abEA..1)ev 41ccuToi) TrALov Eic Icoviav ocneAact)Oriv 

oi5v EINOCKOMOL, ofil..1.Og Ertl OL/laVelQW7Zfrit 7TEOPoTITOc, yevrio-Ot 

Kai ot11)O1.)L.; Kai ea.A6(OO11; oryQ1C3TEQ01.1°64. 

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). 

2.5.11. 

Haynes, (2003) p.55. 
Kasprzyk, (2001); Chariton, 3.3.18, cf. Odyssey, 13.256ff; 14.199ff; 19.172ff. 

"4 3.4.9. 
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Dionysius' LAav  0 Qw 11)(1065. Unlike Dionysius, the Syracusans are eager to 

accept Theron's tale1" 6 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, revealedl°67. 

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 bLa Toy kxoTa (Evan o-xebiay dc TO 

l'IACXyOc Eauiov 6cOeivat TOic avEµoic 04:,EoOaLlo68. 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' 

Argonautical"9, since there is no other heartbreaking departure scene in epic, 

where the hero's old parents bid such an emotional farewell to the herol°7°. 

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 novelsl°71. 

2.2.1; 2.6.3. 
" 3.4.1, Kai -t6txcc av crtetarv, 6107£ Kay 6:10biG0V TUXEIY. 
' 7 3.4.11, ti aill.£1); Er.,C;)(21,CTEV cirov. 
" 3.5.1. Cf. 162-163, cl)gciav ac C3,Corp.olv c0'ficQocibecx Ttovlov. 

3.5.4-5, AQLGT03\' of, o Xatoeou aarrjo, Co-xaw yijoq Kai voov ceooµevos,...KAaiwv Of µrjTf)p, T6JV -yovottcov 
clu-rof, AapoµCvn; cf. Apollonius, Argonautica, 1.261-264, µr)Tr)o T'apliair0v peBoAr)µevr), oEu b't-Kao-cv/o-0vcv 

be oTpiTtart)(2 dAoCp unto yliQa/VTV7Tac EV AEXECTO-LKaAM,bal.AEVOC;1OaOCONEV. 
In 1.12.3, parents bid farewell to Anthia and Habrocomes but there is no emotion in the description of the scene. 
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: 

avijc) bE yEvoµEvoc yvaxnuerjo71 (iqoicoc imo TCov OUr/EVC7bV• TtETEELO.1al yap 

6110 loV GE Te4)µca TCp TcaTpi1072. 

Callirhoe is visualising her son's homecoming. Like Odysseus' son by Circe, 

Telegonus'°73, he is expected to sail in quest of his mother; like Telemachus he 

is to be recognized because he looks like his father1074. 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 homecomingi°75. 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: 

72 2.11.2. 
'The story was popular and it is treated in the drama Obuo-oE6c 'rpavµariac Aristotle, Poetics, 1453b33 ; also in 

Lucian, On dancing, 46 ; and Dictys F lz, 49, Frag.10. 
Odyssey, 4.143, c;,1,-; ob' Obuo-crilo,; ueyccAfFocroc, vii Eouce. 
Lalanne, (2006),p.523 on Odysseus, Jason, Telemachus and Theseus as representative of this idea. 
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the verb (ava)-yvoLvi4o and its synonyms and the recurrent formula that, as I 

will show here, is present in all these partial recognition stages, 

Tuiv-ca...µOvov/ rafiv. 

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, ocAriOdic, 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 OrrowQOc 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 µ€0vcw rcQaypecuov hd-vtio-Ev 

aoxiiv1076. 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: Tet 

TIEQ1 KaAiliworiv onrcOav aAAriv A.(5113avE TraAiyyEvEo-lay. Thus, by the 

end of Book 1, the reader knows what 'really' happened to Callirhoe"77. 

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. 
cf. 1.8.4, KaAALoonv oub' aikr10(1)c 607o0avoi)cray. Callirhoe's certainity about her fate confirmed again in 1.14.9, 

(c-coAcoAd am, Xat.Qa. 
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yvavio-ac bE Ta &v,ca La TIEQLEQQ1'iaTO 1Casl µEya xai olCJA-UyLOV aVEPoTrEV '0iµ1 

KaAAQQrforf, TafiTa LOU Ta µOvri Toic evTacpioic 11velcQa Aeirrei'078. 

iboiksa Ta €vTacp1a OuyaTQoc aVEKCj1CUO-EV, 'inlycyva)thcco nyivra. 

uU, TEKVOV, µ0V1] AELTCELci°79'. 

Chaereas and Callirhoe's mother recognize the &wrailma, 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 

boat Travra EXOVTa Ta EKEINlic, 7r/11)V EKE Lyng 1080. The revelation of the 'real' 

truth, that Callirhoe is alive, comes after Tyche sheds light upon the truth1081, 

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 E9yov 

TLXELOV, 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 rcavara 

£176YV, ,u6vov Tovvoµa oinc 4uvrivovEva€ Tot) 7tpiaµEvoul°82. 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: 

oo(3ovµai µ1j Onc)60v iwtOcc 6LezpetjaaTo Kai Teevrpcev 11 ouaTvx-rjc. EL o'6(Qa. Kai 

Ar1063c. rce7TQaTat., TLS ofoev 67101)1°83. 

But a couple of lines later, Chaereas arrives at the shrine of Aphrodite, only 

3.3.15. 

3.3.8, 1:1 Tux1 of ECI:X1EIGE rile aAij@Eiciv. 
3.4.14. 
3.4.3-4; at this stage it is Chareas that conceals his identity, floktxapµoc, cii)otv eiacr€ Eli Toy Xiat.Q6ocv 

1401,AoHIV0; IC711:70- COUc, yEWITeat. "ELVES' 601. 
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to learn from the priestess that Callirhoe is alive and is also &o-TcoLva Td)v 

XC0@LC0V TCY6TWV, ALOVUGIDU yuvrj, Tot) TEQ(Ircou Td)v 'Icjvcwv1°84. 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, Tfiv aArl0Eiav1085, and the beautiful woman rcavra EiTto-Do-a 

povov XocLQ6av euiyr16Ev1086. 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 

cxriTtriToc Kai XaLQL?C µovq0 Tao-Tri, but her faithfulness KocTEo-TQaTriyrj@ri 

b &TE0 -clic Ti5x-ricio87. 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 Callirhoe's devotion in this case is removed 

355. 

2.5.2, ill -16E%! 6t7C0K91.51.11. ; u'v aATI0WV; 2.5.3. 

2.5.11. 

' 7 2.8.4. 
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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 already1088 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"89. 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 povov one piece of information"9°. 

But the power game regarding the information about Chaereas changes 

hands: in Phocas' otfiyrjo-tc of the arrival of the Syracusan trireme, the faithful 

steward asks Dionysius to be patient — '60c of) Tcavta aico-Ouric. wrio-TOv yap 

EXEL O-01 TO TEAoc1091. Phocas, who knows the full truth1092  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 - 

3.6.3. 
3.7.4. 

aOLKO VI-1 TOiVVV 7T,96C, ALOVti,01.0V TOUT0/.161/0V EiTCEV, 671EQ ilKOUCTE TIOLQa ri c [EQE.i.ac. 

" 1 3.9.8; again 3.9.11, (Dionysius) e TIVVOciVETO 

3.7.1, vaUtily be -Ewa UTtoxoptuaµEvo` µav6avEt Trap aico0 0okfieEuxv. 
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TOUTO pOvov kteACbc .7-coirio-acl°93 —that he did not find Chaereas' body. 

Callirhoe, according to Dionysius' plan, learns an even more censored 

version; because of Phocas, the farmers ban/of-Aco ruivO' 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, the latter of 

whom is narrating this recapitulation to Mithridates, know only half the truth: 

that there were survivors'°95. Thus, even after Chaereas' recognition by 

Mithridatesl°96, 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 together1097  This is the reason that in his letter he mentions that 

TOUTO al/T1 77AVTWV saddened him, to learn about her marriage. Mithridates 

leaves Chaereas to believe that Callirhoe is Tcao-Cov aoE(3Eo-TaTrl1098. 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,1099 and 

only then is Chaereas convinced about his wife's innocence : 

3.19.12. 

3.10.2; 3.10.1, Tat µi:v aAAa TCAA' yEl,,0V0TWV .4)av£p6)c b1r)y£iaOal, bi:)c) bL Tafita o-cydv, TO ibLov atQaTfryniia Kai 
era £K TQL1-1(2O1)C, L:Coca. 

."5 4.2.12, ry£ 2-cavra Elapoclov Kai itrIb6.? 
5.1.1, Co.: Mieoibarric ryvciooia£v XcaoCay. 
4.3.8. 

4.3.11; in his letter he begs her to change her mind, vs-raven-1Oov, 4.4.8. 
5.2.4. 
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ou µEv 015v oub€v abLxEis ov yap oTbac On Xal9Eac TC6(A/TCOV ot ao-€(36G-TaToc 

&yo:), µ1j PAETIELV GE KEKEAEUO1..IEVOc...G6L bL Ei Tic TOGTO TTOGETOC.411, OGK av 

The repetition of Ircao-(b-v CkO €13co-t0ccii' and of 'T-cciv-tcov bt oco-Epeo-TaToc 

-},/c3' 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: 

XaLQCa, However, because the recognition was half fulfilled and the 

lovers were not allowed to touch each other, Callirhoe thinks it is illusory1101, 

and Chaereas believes that Callirhoe is not committed to him and attempts, 

without success, to commit suicide1102 

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 

5.2.5. 
5.9.4, Xoueicxv ciAtieciv,;
5.10.7, yuvaiKa yGt? GE xaAci), Ka, ETEOOV otAf,jg... OulAa vi)v duXii0c;oc.; anoeavevrog Xcaeou. 
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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' recapitulation 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 burlyrjo-ag and recapitulations 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 'uTQaTrjyr)µa' 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 6TcaTrjyrnµa, e.g. Theron's lies regarding Callirhoe's identity 

and his revelation of her staged in Dionysius' household"°3; Plangon's help 

for Dionysius' love-affairs is described as a cyrcicro'iyri µa, 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 o-TQaTrlyrilia, which is based on Callirhoe's half-

knowledge; the same term is used for Mithridates' withholding of 

information1" 4. An alternative term, 711_VOC-0 and the noun TELvol_a, is used 

when Artaxerxes secretly brings Callirhoe with him to the battlefield"°5. 

The same term is used by the alter ego of the narrator, Tyche, who plans 

Callirhoe's pregnancy1106 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 couple1107. The reader is 

1.14.1, o Ciriocov TiTO1O{1TOV. There is a game between the concealing of Callirhoe's identity and her 
revelation-epiphany in front of Leonas. 

1'74 (Plangon) 2.7.6, 2.8.1, KaAd); 63-TQa-firlyn-rai, Kai xdtouv txca To0 (Phocas) 3.9.11, 0 oroaTrjyr)µa To 
Pac.13(iQouf., 3.10.1; 4.5.1 (Mithridates), Urauxvo0usvoc, airrOc aTQatriyijo-Etv oru.A.N; ciAATjAouc, 

aqoAcil3cocriv; 7.1.3 (Dionysius) 0€Aaw yao o Aiov0o-toc aTrEA,Tioai Xcapthv -rev KccAALQoric yOp.ov Kai µr)xErt 
u&V£1.\' TfIV oiK11V, etttvo>loE Ti CYTQaTtall..la T0L013T0V. 

6.9.5, 7-cEvo-ricr€ bE Ti TOLOf)TOV; cf. similarity with 7.1.3 (above); also the term crnivota as a mischievious plan in 
1.2.6 (the Acragas suitor's plan) Coc... OvbQi Tuiv ixav4) prixervIjacroVai. Tow n:rung oi5v iravoiac bcsivoc, fricaTo; 
1.11.1(Theron), Ti9C0V, nonciAaic &iiivoiaic 7TE LQKai_I£VO..; arca-ray; 2.10.2 (Plangon to Callirhoe, about concealing the 
pregnancy), Ta Twv rcoayµaTcov, W yuvat, µryOAaic Encvoiaic Katoo0o&rai. 

2.8.3, xarroroarrlyrj0rl <b'> iTrco Tr); TI5X11C.-
7 3.3.8, Chaereas finds Theron, I) TO bE kk.3TICTE TfiV aAflOELaV, fic XL-Vic iQYOV oubEv T€AEtov; 4.5.3, 

Nlithridates' plan fails, 0l..1010V Tfl yvc.3µr,i To T€Aoc, 43Qa13EucEv, OtAAOt µct1ovwv rcoayµaTwv 
tKtyncrEv aQXT)V, 6.8.1, Artaxerxes' plan fails, rtdo-av bt olcNtiv Kai adaav Q.(A)-rucilv oµiAiav taxhac µETE(3aAEv'1

i(cuvotewv EUQoUocc zoayµaTaw iio0Eaiv; 8.1.2, EµrAAE be . Qyov Tkri 7TQaTTEIN ov uovov ruxQabo.ov, 
KaL axu0owrtov. 
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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-

sceneu". 

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 

choicen". The threatening third Helen-pattern, with Artaxerxes as Paris, 

which questions once again the truth about Callirhoe's fidelity1110, ends 

without result when TiAri reshapes the pattern KaLvoTeQwv Eivotio-a 

79a-yi_tacToov ircoOccriv1" 1. 

• This is why there can be three different tragedies centered on the recognition of Electra and Orestes. 
5.93, EE,E1c, nvbna by °Mac. 

• Cf. 6.6.3, after Artaxerxes' advances Callirhoe confirms, vbv Co; ocAneCix; KailAiOn Tg0vrpccv. 
• ; 6.8.1. 
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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 ciwaTflyripa" 12: 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 ativTa...i_toyoyfrcAfiv formulation but represents this as a 

conscious deception, since the reader knows already that Callirhoe is among 

Artaxerxes' women1113 and that, in Dionysius' words, this is but revenge and 

deceit. Dionysius' threat endangers Callirhoe's and the reader's positive 

expectations for the upcoming happy ending1114. 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 farm'. It is only in Book 8 the third-

person narrator is unmasked as the plot-maker of Ti 

41EAAE Oyov i Tix -ri TCQATTELV ov uovov TraQaboov, a/1/V( Kat CTKIJOQCOTIOV, INCX 

0' ,6011 KaAALQ611V XalcIL(c ciyvoijo77 KCXi Tac aAAoTQiac yuvaixac aVaACX136JV Talc 

TQL1=1,QEOLV amayacyn, povqv Tijv ibiccv KOCTOCALM11116. 

Again, of all the captives, Chaereas is about to leave behind only one 

without recognising her (ayvano rj), (µovrly) Callirhoe, the protagonist, and 

therefore avoid the conclusion of the narrative about Callirhoe. But, oci)4 

2 7.1.3. 
6.9.8. 

6.9.8, -,-coAAa µEv oir)v 4)Qi£ iv Kai rtoAEµov tibriAcc, Kai I..IETapoAac., TOig ovaTuxof)cripsAtiovac. 
"7.6.7, viA, aAri 06).7, cti.x0A63-roc, 

"'A 8.1.2. 

301 



PART III 

EPIC: RECOGNITION 

TooE bavew A(NobiTii, 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 o-i)yyQcg.iµa 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: 

OAGQE L, (o -fv, yiniaL, rjzcs av 7,);, Of) yaQ GE 13Lao-OµE0a• aEtc c5 avoQa, ov 

O E tc. ETL AeyovToc lj KaAAvon yvcqn'clao-ct Tile amacaAt5tparco xal 

oTEQOL OVVEporpav 'Xatpea', 'KaAALQeny. TrEQLX1,@ VTEc bE ciAATjA0 Lc, 

AcTouvVi.,o-avTEc TcEo-ov..1xco GE, Ei aArlOCoc Ei KaAALQon• Ei aAnOCoc €1 

XaLpLxcl117. 

The irony behind the 'finc ocv 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 aArieebc is used 

positively: instead of describing a step into uncertainity, as in the previous 

cases of fallacious certainity introduced with the v0v aAr106)c, 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 Tcavta to Callirhoell", and only after they have revealed the 

8.1.8-10. 
8.1.14-17. 
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full truth to each other do they go to bed: ocu7tholoL AbcwoLo 7TaAcao-C) 

0EopOv bcovTo1" 9. 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: 

3Aaov-c€c bE Eic Tin.? o-Krivfiv Evbov oinc avekx;yrcouc aAAa cpocycov Elvai 

7-roAuTarl, Kai aAAoc (IAA() TL 410CVTE15ETO, aavra bE itaAAav TO 6ArlOEc dicaov. 

Kai yeR fjv arcLOTOV 6.)c carled)c1120. 

The by now formulaic 7ra VTa is followed by To etArINc, which indicates the 

absence of any manipulation of information in this endgame of the 

recognition plot. The painful (Tong OOaAµovs bCTETIXK0TWV) slow zooming 

on the tent continues until the curtains open: 

76(v-ccov bE arciNoi5vT6ov Kai Tabc oll)0aAI,101)c EKTETaKOTC,JV EiAK150011 Ta 

71aQ0LTIETCC01.10CTOC, KCCi CC(1)011 KOCAALQ611...XalciLl.c bE aUTrl aaQaKaefili.Evoc... OUTE 

PQOVT1) TtOTE ofiTcog -Lac alcoac (Ion aUTQaTET1 Tac TCOV LooVTLOV.1121. 

This recognition scene is followed by recapitulatory bulyrjo-Eic, in which 

Chaereas reports aocvTa1122, 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; cf. Odyssey, 23.296. 
8.6.6. 

: 8.6.7-8. 

8.7.3, adv-ca Ta Tfic a7obrwiac. biriyr)µara. 
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rcav-ra, the narrative focuses on Callirhoe alone, who prays to Aphrodite for 

the happy ending1123. 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 Tocrab€ nEcli KaAALQ6ric. 

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, C/Tbo-av rj TEGval)o-avi124, recalling the novels' stereotypical quest, 

part of the Helen pattern. When Habrocomes finds Lampon he attempts to 

extract from him ri TlOtoE ?TEO. Kocgic Ex Ti5Qou"25. The question is interesting 

because Anthia is supposed to have presented herself as TUQou and not 

'from Ephesus'. Lampon gives an analeptic summary of what has happened — 

TOV "iciµov Kai TilV Ei)04EL0CV Tip/ TCEQi aircriv - and with this information 

, 3 For the prayer as a one of the first descriptions of private moments see Biraud, (1996). 
24 2.10.3. 

,;=5 2.11.3. 
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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 Ares1126. Hippothous' omission 

is not deliberate, as is the case in Chariton, but it has the same function : after 

having told all his oulyrjµa:ra, he adds the detail of the bujyrilia about 

Anthia. What Hippothous knows is not much, only her looks, her age, and 

her homeland1127, 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 bujyrlµa that Anthia died on the day of her wedding EiTE µavEia-a 

ELTE 6CAA0U TR* 06)0-G(1128. 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 

oathsli". With Eudoxus' departure, Chrysion's tale becomes the official 

version of Anthia's tale. Her recapitulation is divided, like Hippothous', in 

3.3.3, ie.ZAA0 aoi bulyrwa qaoilA0ov oinc CMG/0V. 
''" 3.3.4, 7-c/Voy yacl oll)&v eµa0ov. 

3.9.5.

'29 3.5.6. 
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two parts: after a description of Habrocomes' reaction - note the typical 

expression to indicate fallacious certainity, vi5v µiv acrOcD; TEOvr11«v 

AvOia113° - and of his request to see the tomb, Chrysion decides to tell only 

the second part, the most interesting - ToiA0 bvuTvx€crTaTov - her 

body is missing1131. Once more Habrocomes and Chrysion lack the main clue, 

Anthia's Scheintod. Nevertheless, like Lampon, Chrysion's tale bears witness 

to Anthia's chastity1132. 

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 yvwQi(co; 

Anthia makes recognition all the more impossible by dissimulating her true 

identity, pretending to be an Egyptian, from Memphis1133. 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 Tex TeAri Td)v µcµavTEvµEvicev1134. 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. 
3.10.3. 
3.10.1, (Habrocomes) xaAciic. µEv Kai o-o.xlvirvci.v.; ar(o0avoUo-av Av0ilxv. 
4.3.6, 011K &-yv6,O11..€ of "Irtrto0oov, oubf "17760ooc Tijv Aveiocv. OrtoTE of af)Tijc iTUeorro frac TE Ein Kai 7100EV, 

70 µex: a.A0€5 oinc AE-yEv. Cf. Anthia does not tell her truth name to Polyidus too, 5.4.4. 
5.1.13. 
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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 suicide1135. The reader learns at this stage the 

content of Habrocomes' life, and of the novel : 

6(71004 Win) f.7TITTIbEICOV al_111)(aNICOV o TL 71OLIICTEL, TeX µEV 71cleiJTCC TeX µ€v TCQCOTOC. 

71EQ LljEL Tip; AvOiccv CT1TCATJV• CLUTT1 ya9 fly CXOT4) TO15 &Jr., rccrvrec Kai Tijc 

67-roefutc1136.

The passage is interesting because Habrocomes knows from Chrysion that 

Anthia is presumably dead ; yet he is still searching for her urged by an 

A7-Ciboc olKITUXrIc1137. Habrocomes' desperate search continues in Italy and on 

his way to Rhodes1138. 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 aOuµia -Kai anoQia Myr); 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 too1139. 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 

3.6.1. 

5.8.,. 

3.10.4. 

"5.1.2, 7EQi. Avei.ac Ei Ti 7T1')OOLTO; 5.10.2, awl. Aveia.c; Ti 7-0)0ea0aL. 
-" 5.6.4. 

307 



PART III 

EPIC: RECOGNITION 

couple, since they too are waiting until TL TCEQL TdYV oEcraoTCov nakovTaLn4°. 

The accumulation of the similar formulas (Ei) Ti rtEQL TLVOc - TC150E0-eaL, 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 Kai_ 

OQIX TI)V AvNay xai -yvcoQiCEL Kai ETII_ TCP o-uppomi Katarario-o-ETat1141. 

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 bu)yrjµaTa, as is 

typical for recognition scenes; but Anthia relates only her Egyptian 

adventuresn42. It is after Hippothous' advances that Anthia decides to reveal 

the whole truth: KaAALoy Eivai vopiCoucra ELTCEiV TC6VTOC airrep th c'urowTra 

aapa(31)vai Tac TCcloc A(3Poxoµr]v o-uverpcac, AEyEL Toy A(3Qoxoµr)v, TrIv 

EOECTOV, -101/ 4:16.)Ta, TOljc OQK01.3c, ToCc 0-14.1.00Q6Cc, Ta A11UTIIQLa KaL CTUVEXEc 

5.6.4. 

5.9.5. 
5.9.11, Kai fitu.-, µev tjv bl&TCUCTTO oi)ob-uo. 
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A(3Qoxoµrly avcobi5Quco"43. Anthia's last recognition narrative mentions the 

cvirowryra ; 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 

oTl TE AVO la all Kai oTL yvvii Tot) ThaVTCOV airuip OtATeccou'144. Anthia is 

recognised as a name and as the wife of Habrocomes, which means that the 

only aTc6QQrycov 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 processi'45: 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-yvaviOucri 

ouxi. They need to engage him in small talk, in which he introduces himself 

as Habrocomes and ends his words with his only wish: Ta avaOrjµaTa 

Aaixcovoc xai 'Pobric, abc ibEiv Ei5X(Tal µEta Aveitxv A(3Qoxoµrlc 

x nc 1146.ot)CiTll It is only after the revelation of his name that Leucon and Rhode 

recognise him: c'XVEVEyKoVTEc bF KaTat µcxQov -)/"V(..3QLOV Ex Tot) 6XrjµaToc. 

Ex Tilc, Cov ctov AvOiac 

The inability of Leucon and Rhode to recognise Habrocomes is repeated 

3.9.11. 

3.9.13. 
' 45 5.10.7, civayvo0c. o0v Kai vvwQiva; TOfic aVap 

5.10.10. 
5.10.11. 
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in the parallel scene with Anthia: 

A0(5- \.7tEg bE 6Q6)01Tijv AvOlav xai fiv [AV ETL ayvcouToc aircoic, o-flipotAAouai bE 

7CaVTa, ToV .Q0CIJTOC, Ta baKQUa, Ta aVaef][laT0C, Ta ovOµaTa, TO EioOc. 0i5TWc KaTa 

3QaXil) ")/VC'JQI.COV aOTTIV...1) bE ETreal4taKEL TLv€S TE Eilno-av Kai Ti poi)AOLvTo ou 

-\,ic‘xQ av 7COTE AE15KWVa xai 'POtyqv ibeiv póytc- be CiVEVEyKOCATa Kai 

yvavio-aaa TCEOLPaAAEL TE aicoi)c Kai auTtcL€TaL xai O- upo-TaTa T- K0CTa 

APOOKO[ATIV 

The repeated pattern oi)x y-v(..3cit.(Ev /µoytc avEvEykv... .yvcbcuo-ev 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: crullpriAAoum. ruivra; 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: Coc bE Eibov ocAAflouc, Evevs civsyvakno-av Toirro 

-)facQ) OCOTOIc 43015A0vro at .4,,xo,L1148. 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 arcownTa and the 6Qx.oi. The couple are eager to believe 

each other, Kai_ ()4biwc ETCELOov 6UVVII1A0Vc E7t€i TOUTO rjOEAov 1149. 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 

Lvcaenion as Penelope 

How much Homer is there in Longus' Pastorals? The answer is not easy. 

5.13.3. 
:14g 5.15.1.
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Vieillefondl"°, based on Scarcella's articleil", 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 

geese1153: 

o-63o-ov µE AoCOVL, Tip/ a0A6AV• Ex yap µor. TCOV Xip1C7JV TC7J V EIKOOTV Eva, Tay 

KaAALocov a€Tec rlQTcau€ xaL oia µEya (1)0QT[ov ocQaµEvog 01)4( fibuvrjOri µETEWipos 

7-EL Tip/ o-uv-rjen Trjv bcEivriv xoµivai Triwav riAA'Eic lvbe Trjv Tip/ 

TCCTELVTIV EXwAYv KCCTTIECTE 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"55'. 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,1156. Helen, like Lycaenion, mentions a single goose, when Penelope 

counts twenty. That the same omen about Odysseus' homecoming is revealed 

Vieillefond, (1987). 
5; Scarcella, (1971). 

Vieillefond, (1987). 
For Lycaenion as Phaedra, see p.318 (current document). 

54 Longus 3.16.1; cf. Odyssey, 19.536, xiiivc not xccra oixav EELKOM YEW& i bouo-iv/a. nbaToc„ xai TE O11)LV 
taivown Eicrwococra• Oi06iv b' EE OoEcic µCycic aluroc. ayxuAoxijAnchidai Karr' a6xfvac 1)4 xal LK-myEv. 
,, Morgan, (2004) p.211. 

Odyssey, 15.171-178, (Iv, aoa of EL7ToVTI. ETI&TITaTO oaloc novic, /aiETOc aoyilv ov-0xco-oi 
-teAavov,/rjµEoov r anAnc. Discussed in Pattoni, (2005) pp.90ff., comparison of Lycaenion to Penelope and 
tiausicaa. 
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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-like1157, 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). 
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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 hybridity1158. 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 oinc EbuvrjOrl µETEWQoc 

711, o-vv-rj0il Tfiv ui.i fl 11ly bceivriv TteTQav ocAA'eic Trjvb€ Tip; 

i3Ariv Tljv Tanaviiv Excov KocTemEo-€1159. 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 dream116°. 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 music1161. So he sits on a 'high 

stone' contemplating the sea and singing for Galatea1162. 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). 
' 3.16.2. 

Pattoni, (2005) p.93, the allusion from the Odyssey, 15.175 and 19.538, €A0cw ekkEoc. 
Longus and Theocritus in Morgan, (2004) p.5ff. 
Theocritus, 11.17, ica0E(.4.Evo; b' . •rc't zetpas 1)4111A dc. 
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excellence, with Homer always a step above, as observed by Longinus"63. 

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 'TijvbE 

TATEEivriV, the minimal and seemingly naïve pastoral (literary) matrix, 

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 Oat Ta Ific KaTa TfiV 

EKOECTIV TOcric; but in an effort to dissimulate his identity, dic b' av Kai 

Touvopa Toil)" nociblau 7[01.1 EV LKOV boKoi, calls him Daphnis1" 5. The same 

happens with the recovered baby girl, to which Kai tiOurai Kai aim) 

O41 EV Mew ovoya 7Q6; 71O-TLV ai)TeD, XAorivil". The precision 'cis av bow 

and the ' 7 •RocTcio Tty ' 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, 6caturroc 

A7r.oAALivioc fv TOLC; AQyaVal)Talc. TCOLTITT)c, KaV TOLL; POUKOALKOIC, nAijv OAiyun; Tciry €Eweev o 0£6KQLTOC; 

E7Lit'XO-TaTO..;• ae' 015V 'Oµr)poc av µnAAov Tl AnoAA6vioc a1Moig ycveo -eoci; 

" ^4 Note the metaphor: UAn, for wood and poetic matrix, cf. Longinus, 13.4, 70111TIKil i3Ari; 43.1. 

"5 1.3.1. 

^- 1.6.3. 
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Toi)To To ovaQ ibOvTEc ijx0ovTo µ6.7 Ei TTOL,UeVEc eCTOLVTO Kai ain-6/lot of TOxriv iK 

o-7-ctrovavcov in-cryyEAA0,LiEvot KCEITTOVa...£oOKEL bE TIELOEGOal 0E0iC rtEQi TWV 

OILINVTWV TiQovolq OuToy. Kai KOLVthOUVTEc aAATIAOLc To ovaQ....cbc riotµ€vac 

ExTIEµrtovoty al)TOi)C aµa Talc ayeAmc 1167. 

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 happens1168. 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 freedom1169. 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, 7-E,Neuopc 

axovuas1170, Dryas' words when Lamon tells him that he is aiming for a 

superior son-in-law, TIEQi KQEITTOV rjp.cbv1171; nevertheless Dryas 

ponders upon Daphnis' origins, as if he knew: 

a@a Kai T0t5T0V E elatild TLC (1)C XA6111/. aQa. Kai T0i5T0V £15QE Aaµcov cis bai.vriv 

Eycb; Ala xai yvavio-,ucrra 6µoia TCaQ6CELTO TOIC Ei)QEOEICYLV 15TC th y Ta-OTa 

CIOTC0c, th bhYTIOTa nav Kai N141.0al (1)Ral, TaXa 015TOC TOilc 'Lb1.O1.)C El5Q6JV EUQjGEL 

TL Kat TCov XAolic circoQQ7jrcov. 

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 

1.8.1. 

1.8.2. 

3.25.3, £t iiot£ TOL,C, ii.A1101.\'011),.; yOVECC; Ei1QO1. 

3.32.1. 

;7' 3.31.4. 
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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, I 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 1,c.-KaA13TE.Tav Ta 

K9uaT(4(1172, but the verb (ava)-yvcoQiCa) is not used on this occasion. However 

the truth-like narrative is alluded to in Lamon's description of his recognition 

narrative as a ailt  i011  Aaryoc1173 and not µ150oic op oia.'174. As a result of the 

4.18.2. 

, 3 4.19.3. 

4.20.1, thArleii /V-yEiv psi& oµoia 7TAaTTELV µvOoic Ord TCp KaT0(£1.\/ Toy 1)1.0V. 
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celebrations for Daphnis, the young shepherd e4/1.60€To Kai lotic rcQoc 

oA1yov1175. 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 proofs1176 and reveals Ta. awnTCX1177. 

Chloe is not fully recognised yet, but only as still virgin1178 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: 

oTtocc Too-ofrov adolv WGTE Kai Aacpvic abTfiv peAtc eyvcocto-Ev. 

CO .1OO-EV aV Tic Kai aVEU yWAVICTILICiTCJV OT1 TOW&Tlic icOonc AQOac of  fly acculQ"79. 

Chloe's change is so great that even Daphnis has to perform an act of 

recognition. The formulation µoArc &yv(..3QicrEv 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, 

yvcooiuµaTa . But the staging of Chloe's retrouyailles 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 

4.23.2. 

4.30.1, cuimi..; aloKELT0V 3'aµov K01)7ITEIV, t. X£1\1 bE KQII)(t)a. XAoriv...ciAA' 01) 0UVEXC;VE1A00Oc. 
4.30.3, 0p° Lz µ€ avciymi Aaµc n i to µEXpi yin/ apqrica bdAu -ye A -1,/ELV. 
4.32.1. 

7' 4.32.2. 
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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: 

Aa(3 Ta yvuviapaTa Kai Tiyv OvyaT0a, Aapdiv bE aTtoboc AerOvi.tt vuµ4rly. 

aµoo-r aµooToouc EivrixaµEv, aµRoTEQcwv Flavi xai 

Nvµ aLc xai TQcon"". 

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 

(a va) -yvwQ iCco towards µavOotvco. The sentimental education of Daphnis and 

Chloe has been discussed by Morgan: according to him Longus' heroes show 

no signs of emotional maturation1181. I will here argue that the process of 

recognition is a process of learning: Philetas' tale teaches them both the name 

4.36.2. 
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. 

319 



PART III 

EPIC: RECOGNITION 

of Eros but the deeds of love are only known to Daphnis and Lycaenion"82. 

The Lycaenion episode is full of allusions to learning: Daphnis is a µa6rlTric 

of Lycaenion, an aQTgµaOrls in sexual intercourse in sexual intercourse1" 3. 

Chloe too is educated by Daphnis' tales1184. 

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: nv an/ yar9eiv 

oi_ov f (7)-Tl. To thAAoc oTav KoGµov Two-Aapryccu."86. 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 after1188' 

and it is on the night of her wedding that TOTE )(Aar' aQ6rov Eµa6Ev oIL Ta 

E7C1 Inc f5Aric yiv6µEva liv aoyevwv maiyvia1189  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'. 

3.14.5, aµa0ioTEooz Elc. Ta. Eowroc 4ya; 3.17.3, aQabibou µot TEcyrevOv aau-cov µa0rltrjv; 3.20.2, apuµa8f]S yap 
C'\ EbEbouccL TO aiµa. 

1.27.1, otbcioxci (Phatta); 3.22.4, EL oloCiEELE (Echo); 2.35.3 (Syrinx), Daphnis learns how to play the syrinx, µa0c)v. 
4.18.3, i..taNTwFve(0cov o i.acur,26.; oioc, Coy oloov 624. 
4.32.1. 
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. 
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: TO1JTO tioVOV 

ribayav on TONI µ6v cparwta, Triv AovTQOv BurccMEo-Ev119°. The formulation 

is repeated when Chloe decides not to reveal the kiss to Dorcon. 

rj bE airEW blrly€IToa 7-cal/I-a...Kai on Tff)v-ri-KE AOQ-Kwv. povov aibEo-OEio-a TO 

iAr1µa 0-6K EbiEvii9i.

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 aAriOr) 7rervra EinEv"92. This gives them 

the required instructions to start embracing, which, as the narrator says 

parenthetically, o µrj7tcw TROTEQov rcoiriaocv1193; but immediately after we 

learn that they did not proceed to To ot5v ouyicaTaxAterjvaL, which they 

knew was the ,u6vov aQµaxov 4IcoToc1194. 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 

1.22.4. 
1.31.2. 

"'A' 2.8.3. 
2.9.1. 

" 2.9.2. 
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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 pOvov apµaxov 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 Tbloc . 

Achilles Tatius 

1. Homeric echoes 

0 OµTJpco-zrjc 

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 Ta 

OµrjQov TCp °ToµaT. oELKV&VTCOV Ev TOic 0EaTQOLc1" 5, 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 Iliadicil" 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 

, '" 3.20.4. 
'"' Morales, (2004) p.65, 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 Cyclops' and Melantho 

Morales argues that Melite's 'subversive appeal1197' recalls, verbally, 

Cleitophon's earlier courting of Leucippe"98. Hence, sexual symmetry does 

not involve Cleitophon and his beloved according to Konstan"99, 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 household12°°. Satyrus encourages 

Cleitophon to enter Leucippe's room, just as Odysseus entered the Cyclops' 

cave'2". 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, -rd)v rautcw1202, 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. 
2.23.1-3, (re bE oquic Obuoo-Enc. 

--' 2 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, TE0vrpc€ bt airajc 7-c000-OaTcoc• o avi)Q Kocca ElecAoco-aocv12°3, 

and she (already) wants to remarry. Thersander, like Odysseus, is falsely 

reported dead (0v TEOvrixtval Ka-Ea 0ciAoco-o-av) since his 

companions o-coNvTEc xai voµiUavTES cinoAwAvai., Toi3To aTcayy€12k.avTEc 

Thersander's companions, unlike Odysseus', not only survive, but 

also hastily, and conveniently, announce his death12°5. Therefore on his return 

he is surprised to find his wife courted by a young lover12°6. Thersander's 

comic entrance, shouting all the way from the harbour1207, is a hint that 

indicates that Melite's husband, although he studied Homer in his youth'2°8, 

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 seal2". 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. 
5.23.4. 
Odysseus is presented as caring for his companions, although none of them survives. 
6.5.1, ibob, oirroc o unix(); ficocxElicov rjµiv ertetat Karr'  ic ails yvvaucOc Occov Aeoclnioci.c. 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. 

5.23.4, o O62aaVoQ0c xata Ttobac E LaTQXE L. If staged Thersander would have entered from the right parodos. 
8.9.3, oµrloi4ov µCy to 7-coAA6c. 
5.16.7. 
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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 nove1121°, 

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 test1211 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.65ff. 
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 TC0V TrEQ‘L 

AEUKLTUalic tun i_tecnov. 

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 observed1212. What has escaped scholars is partly the distinction 

between the AT-narrator and Cleitophon12", which is mirrored in the 

description of the double port at Sidon: 

bibuµo;ALI.Av 6./x6ATEw 7-cAaTt5c, rlQEµa icAEicov TO n€Aayos• 1 yaQ o KoArroc icaTa 

TTAEL)QaV ETCL b£4aC 6Toµa b€15TEQov 

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 epique'l, and Reardon, (1994b). 
:2 ' 3 Only a footnote in Reardon, (1994b) p.93. 

4 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 

amoenus1215 where Cleitophon begins his narrative of the i5i3Q€Lc E €lw-roc1216 

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 aAooc is presented as double, the real one and its 

reflection, and underlines AT's preference for double constructions1217 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 happen1218; Leucippe appears to him as a revelation or 

as the rising sun, TcaQNvoc Fxcpaiv€Tai poL1219; 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 

1.2.3. Note the similarity of this locus amoenus, described as a place for 'amorous speeches' and the one at 1.15.1-
8, w .; boxciv to dAcroc, rival birtAcrov, To µiv Trey ciAneEictc, TO tA Tfic man,, in which Cleitophon invites Leucippe 
to prepare her for the fpwralcnv axQoaatv (1.14.1). Duplicity in AT is a Platonic echo. 

1.2.2. 
i27 Repath, (2006) about the two Callisthenes. 

1.3.5, KaT' l.tatrov be 7OV11Qa krKETtToµr]v. 
1.4.2. 
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woes appear to be the result of his ignorance, oinc °Ma, in love matters122°, 

since despite his sexual training with prostitutes he appears to be a 

7TQW Teri E LQOc1221.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 her1222. Having never 

seen her he mis-recognises Calligone as Leucippe, Tfiv t) KaAAryovilv ibcv 

T11V abEA fiv Tin/ £µ11v1223. But Callisthenes recognises the wrong woman, 

although he recognises Leucippe's mother1224, and the misrecognition is 

underlined by Cleitophon's need for precision: note the Tilv abeAcimiv Tip/ 

µ11v, 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 i111225. 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 

1.9.4, 1.9.7, oi)ic oiba -yao Ey i tai 0bo0c. 
122: 2.37.5 i.y(i) µiv rioucorinQoc, (i)v ELC yuvaixag, 6o-ov (4a/br)o-at Talc, Eic AchQobitrIv ttcoAouµevaic; 2.38.1, 
79C0TO7TEL(2Oc oCAAa yEQWV Etc A(1)90otTT1V. 

2' 2 The recognition scenes that I am treating here have been described as narratorial incompetence by Reardon, 
(1994b)p.246. 
223 2.16.2, zyvojoiaE yao Tab Ewa-cod-coo yuvaixa. 
'224 2.16.2. 
' 225 2.16.1. 
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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: 

Kai al:1TOi)c µEv 011T1VEc fiGOCV O1)K EMOV, ficsav yap (brtAtaµ6vot, KociriV 

AEUKI.TETCTIV ofio-av iyvco ' 00 -a 1226.

The vague description of the victim as first the girl, as Trjv Tcocniv, and then as 

Leucippe, is characteristic of Cleitophon's imprecise reading of the scene1227. 

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 upcoming revelation of the truth1228. The 

revelation/recognition of Leucippe's adventures, which is tactfully described 

as Ta AEUI(1717Tric1229, comes with a recognition narrative of the previous 

adventures of Menelaus and Satyrus, which the first person narrative of 

1:- 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. 

:"="2'3.18.2, ti/XA' ibe0 Kai @Ariµa a/Xi-Owe; 3.18.3, ocrrothAtaliad 
229 3.20.1, -re 77EQl Vic AEuxiiraric; aveolutvoc.-,. 
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Cleitophon could not have covered in advance123°, 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 fi Kocwi, but this time there is no precision that she is Leucippe1231. 

Cleitophon memory recovers only when Leucippe only he holds her headless 

body: 

vi)v AEUKLTCTITI, TEOVT1Kag ArieCi)c 06cvaTov burulofiv...liucQov µoi o-ou peQ0c 

KaTaAtAnT[Tai Ev oil)EL Toi) µEL4voc• auTr1 bt tv OALycp To 71-GiV GOV KQarc€11232. 

Leucippe's death this time is presented as truer, viiv oulried)c, than the 

previous time. Cleitophon's and the reader's partial knowledge - TO µ00c, TO 

7TotV - is echoed in the segmented grasp of Leucippe's body and is parallel to 

Chariton's distinction between nciv and µovov: hence Cleitophon ouTyEiTaL to 

Cleinias aTcavTa 7TE9i AEuximinc1233. 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 body1234. 

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). 

5.7.4. 
' 27'2 5.7.8. 

5.8.3, 7TEQ'i rj AEuxi.urtric aR-avra. 
' 234 Again Reardon, (1994b) p.247, interprets the scene as a trick of the 'strict ego-narrative device', while varying the 
'recipe'. 
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TOL:, µLv yaQ aAAOlc TetTYV a71OOaVoVTWV Kay ixvoc TCDv yvaxnuparcov bioco-c3(eTai 

Gov be 0µo1) Kai_ TailTa ble4)0ELQEV Tr] TOX11, xai µ0L TaEiVTIKac eaVaTOY bL7TA0f)V, 

ti,ux-11 Kai 0-6/01.1.CCT L1235. 

I would here1236 like to draw attention to the importance of the face, 

79Oocortov, 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: 

AapCov be, TtQi.v avayvCovai. KocrETEA6criv €i)0i c. eyvcivtaa yixQ Aandamic Ta 

-)'oaµ,uara. eyeyQartlo be Tabe• AEuKircan KAELTocKovu TLJ bEcinerni µau 1237. 

Cleitophon, who was unable to recognise Leucippe dressed in rags1238, 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 

(T€OvriKa, bKirlv), 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 ? 

'27'7 5.18.2. 

5.19.2, oub' av dAA0 LocIiv yvcopiaE1€v, Ccpripov oUtoo yEvoµevriv. 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 µoixoc; cf. footnote 1206, p.336 (current document). Flagg, (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 TOic oµµam Toc-yoc060239. 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 ocvayvcoolc: 

L bE tiveyvw KaEY tauTilv yEvouvn xai To -clic AEU1C1'717111c eijclev ovoµa, 

pciAA€Tai µiv trjv icaQbiav €U0hoc, yvwQIuaaa To6voya1240. 

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 

-c&xyriv AOyoov ETtEVo1]OEV, flTLS µEµLyµEvr)v EixE TeD o-o(Aoltan Tfiv 

ocAipaav"41. 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 death1242; the other is Cleitophon's confession of 

despair, now that what he thought to be true seems to evaporate like a 

dreaml243, to the court, to whom, after he is unable to see her with his eyes, he 

confesses having her murdered1244: 77-do-av vµiv EQCO Trio tiArjOacrv1245. 

But this time he knows that the truth is untrue. 

1.19.3. 

2-, 5.24.1-2. 

,"' 6.8.4. 
' 4' 7.1.4, 'Tit:COO TOL) 8EQC OVNOL) bEbtbaylit'vo; TExvoco); 77()CVU 7tEQi Tqc AEVKLTUU/ AOTOV EµPOAEiv, cis Eire 

7E0OVE1416:11. 

7.5.1, ocAnefic I101 y "y0VEV OvElQWV flbovj 
' 44 Cf. 7.5.1, Tic, I.101AEUKiTITCTIV EbEIEEV Etc KaLVilV imoOEUIN avµ400cov; 
: 45 7.7.1-6. 
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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 burl-yip-Lc that 

I indicated above: all previous versions are false, Arpofica 716LVTEC and only he 

is capable of telling Tcdo-av a.ArjOnay. 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"46. Sostratus easily recognises 

Cleitophon who is about to be punished: 

-\,'Oa xai .5 Ed.xTEQCCIOc EnlcrTac OQ4 µE Kai yvaviCst. KCCL yap, C3C 451717 

Aoycov, EV Tivp nOTE yEyeyvEL...7-(Qoo-EA0dov OfiV 'KAELTOI:lxibV 0i5TOC, 

AEUKiTITIT1 bt aof.);' Eyc0 µEv 0i3V yVaVICIac CCOTOV EiC yfiv KOCTEVEIJO-a, of bt 

7TCCO0VTEC CXi.YECp bliTyOUVTO &WC Ei7TOV xaT'EµauTou1247. 

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 Cleitophon1248. 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 

: 4- Hagg, (1971b) p.249. 

7.14.1-3. 
, 4` 7.13.4, 61CTTE 1.11KQOt) TIVOC; 0CTIEA€61)011 Tof) µi1 To TC0CT0. CTIYVTUXELV. 
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-,7QcoToTcaQoc. 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 - EiTrov xaT'EµavTov - 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: 

xai al_ICX Qoc Toy ayy€Aov ET.TEE: KOCA.Ti; 'COK oCAATIV TOLCIOTT]V, E(1)11, µETa T711/ 

AQTEµ1v ET.601/. TIQ0c TCYbTO &yd.) 7701o6.) KOCL PO& 'AEUKL7T7O1V AEyEl,c'• µaAa,' 

E 'icaAEicy0aL yaQ Tofrro EAeyEv TcaTcAba BvUorriov xai TtaTEQa 

ECL7TQCXTOV EXELV'1249. 

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'25°. 

Of course, Cleitophon could not know at the time what Leucippe had in 

=" 7.15.2. 

• • • 6.16.4-5, oi..)o niara5aaac, fµoi Auyai oT,I. cpo(3ovµai icai thy µot maTE0crqc...µ1) TO ciKaiQapv µov Tijc 
EA£120£0.ac Toy (13.1.ATaTOV a710A01]. 
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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 (ocat9ov) may subvert the narrative's orientation, its 

structure. 

The end of Book 7 is the icociony  ur1µ€iov at which a recognition scene 

can take place. The audience praises Artemis' providence having learned TO 

77(iV12" and Cleitophon gazes arcavta at his beloved's face1252. 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'253, but finally is exculpated as well. After the 

double trial Sosthenes is captured and tortured (indeed one asks why he was 

7.16.1. 

7.16.4. 

l":" - 5.20.5, fin, £(TTi Kai 61 (iVoQi:ial. 7CaQ0EVILC. 
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not captured earlier), and 77-ciyara o-oolxioc AeyE TcaQALTCE ocra 

i_t*C TIQO T6) V T1] AEUKI:TITClic 01)*V blEAex0110-aV 71Q6c CiAAf1A01,c TEEQ1. 

airflg-' 254. 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 a'iv Ly!..ta 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 

8.15.1. 
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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 

oµrlQLKcrTaTov. 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 vocrroc journey; secondly, structural correspondences, like 

Calasiris' recapitulation and the Apologoi, or the meticulous recognition 

scene, and some details like the discussion on Homer the Egyptian'255. 

Moreover, Winkler has discussed the Odysseus-like cunning of Calasiris, 

while Morgan reads the whole Heliodoran narrative as a triddle''256. More 

recently Whitmarsh and Elmer have discussed1257 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). 
2' Both based on Laplace, (1992) identification of Charicleia-protagonist with Charicleia-text/novel. 
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the importance of Homer in the construction of Greek identity1258, while for 

Elmer Homeric echoes fade after the very Homeric beginning of the 

narrative'259. 

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 reader126°. 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 

(C)6(3oc) and surprise (Oavµa). 

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 Winkler1261, 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, ovbE o-m4vou.1262; equally Charicleia cannot understand 

the sudden changes of setting, oiibtv o-vvidua'263. 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). 

Winkler, (1982) p.291. 
1.1.7 and 1.3.2; other indications of ignorance: 1.2.1, Elecya art0Q6TEQ0V; 1.2.6, a-yV0i.CC TCOV 6QM.I.VWV; 1.3.5, Triiv 

69cop.Svcov cicyvota .c...Eixccov. 
'2,6 1.4.1. 
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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, avociavoix) r lc ocirrfjc Tex Tcocerl, 

that gives the first information: their previous story, that contains 

aµaQTrwatTa such as exile, shipwreck, bandits and their names1264. However, 

before any other clue is given Cnemon bursts in, willing to set into motion - 

KLVEic xavaµoxAEvELS - his own bcrjyriµa1265. Before, then, we enther the 

main narrative, TcEQi 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' sophistication1266'. 

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' bcrlyrjµaTa 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 apaotrjµaTa probably echoing the novel's plot as the result of Eros' revenge; cf. Chariton 8.1.3, 
Chaereas, iTcacrEv; Xenophon, 1.4.5. Eros prepares a 1.1E-yciAriv -npuviav for Habrocomes. 
'"' 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 (ava)-yvcivi co in the narrative. 
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matter since its main pattern, the Phaedra, is a 'tragic' one)1267, 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 yi)voctov aQVKC(.1(OV, and b€tvrl in the trickeries 

of love-games. The seduction of Aristippos is a result of a well-played act 

since Demaenete 157TETC0LEIT0, and TIAC'XTTETO continuously. The well-versed 

reader, like the audience of Lysias' Against Eratosthenes1268, will have no 

doubts of the outcome when the determining hint is given, [.tiTrOav 

c)tvocicAemouo-a iircolli)aivot)o-a1269: 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'27°. 

Cnemon's proleptic presentation is more pronounced when he closes his 

first narrative unit, foretelling that oi) µfiv aTlµc3prlToc ArlµarvETrl 

Tt€@LEAEi On, but he refuses tell how the punishment was carried out1271, 

which makes his audience explicitly ask for the ending1272. 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. 
7; 1.14.2. 

' 72 1.14.2, Kai µi)v 71(200-E7T1T9114,ELC„ ::\;€ rjµtic. 
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as if surprised .xxavi-ic c)--rfix.€0273. This time his audience, Theagenes, urges 

him to continue their search for Charicleia, since Cnemon's Thisbe tale can be 

heard later, 4o--ccu, xai µETA Tafxra ytyvtho-ice 1.074. Indeed, when Charicleia 

is found, Cnemon delivers the second part of his narrative, but only after 

Theagenes summarises the facts to Charicleia: 

Oauµacrac 01,0-13qv b' oi5v Elvai Kvrjµcov obe Trjy Aeriva(av baivriv Tfiv 

-1.6(ATQLav Tip; Tc:bv Eis air[Ov bupouAci)v xai OrlµatvETrly 7ToujTQL.avi275. 

Since Charicleia has the outcome in front of her eyes, Thisbe's body, then the 

only question remaining is Ttc-oc Thisbe reaches Egypt, KocOarcEQ Ex µr)xavrlc 

and adlc she remained unnoticed1276. To these questions Cnemon presents an 

account of his knowledge - a yvcivi.4,o'277- based on the testimony of a certain 

Anticles'278. 

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, TO oacoc, until she meets Cnemon in person1279. 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 

1.5.4. This is probably 'the most surprising event in Cnemon's world', as noted by Hunter, (1998) pA6. 
=,4 2.6.2. 

32' 5 2.8.3. 
2.8.3. 

27 2.8.4. 
2.9.4, sxaw yiyv(1)cn<Eiv AvTucAeouc Tivoc. 

32' 4 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 plot1280. Besides, 

Charicleia's voice is heard before the recognition of the body as Thisbe's1281 

and the reader knows from Thyamis' dream that she will not die1282. 

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 

sister1283; 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'. 
2,: 

2' 211.18.2. The narrator informs the reader that this was the interpretation of Thyamis' desire, 1.19.1, onTco.; 
7CLOt,utia.; 

1.21.3. 
12' 4 2.16.5. 
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Calasiris characteristically replies to him that he has broken the narrative 

stability, by wanting to know o-pilvog 1(0(w:by -Kai Toy K Toircoov (3oµ(3ov 

an acov F7ti o-EccuTev Knisic1285. The emphasis on the movement - KLVEic - 

recalls Cnemon's opening lines'286, 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 bulyri µa 

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 origins1287, 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: 

11'71ftTIQE OV aVLO(96.1C ayccv bLOCTEedc xai (567t€p of paciday nva Tarn/1)v 

Erikri otsc 6T( brj µoi )/176-11/611 µ1j aEyeVETO Ta Kara tV Koeriv Tic ij 7-c(50Ev rl 

Tivcov'. eaultho-ric' EI71£1.1 6 Kvrjµ(ov• 'ao-xe(AAco ye(Qxai airroc oinc. ar,coircrac, 

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" 1.8.7, xtvElic icavapoxAnisi..7,. 
1' 7 Discussed thouroughly in Anderson, (1997). 
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LXAI Lo-coc aKdOo-o Earl o KOCA.6(0-LQ1c1288. 

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: 

µ-1) ovaQ 1.7TV f] oilnc a_AA' 67-ccre...yeo Ta µEv aAAcx OVVIELV 6); hiVaKELV, Eis Tivac 

bt avOQ(.37covc rj Eig Tiva yflv nac,a7-4.71Eo-OaL Tabc veauc Toil 0E0ic (1)1.AOV 

1)716QOUV. Kai o Kvrjµwv: Toci-yca (1) 7TaTEQ, El; 150TEQOV a6r6; TE eyvcoc 

EQE1C; TE 71Q6c Tjp.oi.c• aAAa. Tivcc 6-1) TQ67Tov btia.GKEc &vbEbEix0ai QOL Toi)c 0Eoiic ou 

µij EvvTtv1ov iiAOov ate' i'vavyciic hp,av rlcTav; ev TQoTtov, ELTtEV, d TEKVOV, Kai 

GO eg Oµrlpoc alVITTETaL, of noAA6L bt TO aivlyµa 7ZaQaTQZXOUCTIV: 11)(VLOC yap 

_IETOTILO-OEV, we EKEIVoc TCOU Ay€L, rtobCov fibe icvmthcov1289. 

The text cites the Odyssey, pi) ovaQ fjv i oilAc ocAA' iiaap1290, 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 

o-uv fay) but did not know (ircoc.ovv) 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 Evcc9yet.cc rather 

than epic inquisitiveness; hence he tells him that since he already knows the 

,2^^ 2.32.3. 
2' 9 3.12.1-2. 

Homer, Odyssey, 19.547, oi)ic 0vaQ, etAA' GrTap ecreAew, o TOL TETEA£O1.1iVOV 
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answer to this question - Eic i5uTwov c&Tec TE Eyvcoc - he should focus on the 

details of his tale. The question Cnemon asks about the TQC5a0c (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 (x.vri µacwv1291) and offers the 

Athenian two other Homeric couplets: this time he makes clear that, 

concerning divine apparitions, of 7ToAAoi bE To aiviypa naoa.Toexopoiv, 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 Calasiris1292. 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 (olba Trjv AE4V 0EoAoyiocv 

rp,vorpca). 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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- 7c9Oc TO 1.IUUTLKTEQOV avociuvrjoac. The verb avaluvc7o, as observed before, 

is used when a tale is introduced after a narrative equilibrium; here Calasiris' 

new narrative expands on how wise men recognise gods1293. 

But Cnemon continues his inquires concentrating on the wrong part of 

the narrative, the digression, and begs him not to µ1'l naoabvaµ€iv GE To-o 

Aóyou TI)V AKQLPELOO11294; Cnemon's desire to learn Homer's origin is the result 

of two previous hints in Calasiris' narrative, where he claimed that Homer 

was Egyptian1295, but not 7-coAAcixic 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 narrative1296. Cnemon's curiosity then generates the next digressive 

narrative about the Egyptian-Homer, which, although Calasiris describes it as 

ELWQ01112", he is willing to narrate1298. 

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, -tfiv be o-o(1)of) yv(i)o-iv. 
3.14.1. 

2' 3 2.34.5 and 3.13.3. 
Note the flow images regarding Calasiris' narrative: 3.13.3, the interpretation of the divine apparitions is based on 

QEi klyVCOTOt as coming from &w (olov tikYVTOC. Ev T1) 7TOQE14); in 2.24.4, Calasiris too has been compared by 
Cnemon to Proteus, oi) Kat' a0-rov wenoucvov Etc il,coboutvriv xai &ova-ay oilitv aAAa µE TiaQcul)octv 
7E11241EVOV. 

3.14.1, EL xai E4090V to 7TEQI. TO13TWV vuvi blaAaµ(3avEty CiAA' oµwc axotiotc av £711TEIAVOVTOC. 
12" Another occasion in 5.12.2, when Cnemon wants Calasiris to give a geographical aetiology for the tempests in the 
Ionian 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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oTOrigic TWV O'LKE1COV Kai KOCTOCTIOVELO-T6JV oCAWCTlc Ked OCCAC(006JV klUQ10c KI,VoUVOc 

Kai Ar fibn oEuTtQa o-0AArpinc Kai TILKQ0TEQa TCIYV EV 71€1Q4 Ta 

T000-boiabueya...€1 µEV Eic OavaToy av0ikno-Tov, flb-0 TO TLloc. Ei c5£ pE yva50-ETai 

rid aio-oc-oc, i-jv µribt 0Eayviic, µtv ayxovii mooAiWouai TI1V 

15FoLvi299. 

Cnemon is not present at the scene, so he misses a great opportunity to 

learn their identity1300. Charicleia here anticipates the Thyamis-adventures and 

claims that a happy end would be to die caalwv without being 'known' to 

anyone - yv6AYETal TLS ain-wd)c. 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)-

ijbLoTov 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 purity1301, that classify their adventure within the frame of a 

'novel'. All these, if not funnelled properly - meaning if sexual knowledge1302 

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 uciociuov, 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 T6 TE Aa,urcti6tov ELC Tfiv y>jv KaTocpaAeov ocahr(3E0-€1303. 

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, Aap TcabLov NaµaToc. 

During Cnemon's absence, Theagenes communicates much information 

regarding their adventure and his relationship to Charicleia: 

TL 015TC0c al(0QECYTOc 'EQLV-bc TO-Lc TillETEQ0Lc KaKOic EVE3aKx€U6E... V ktovov avri 

TraVTWV 157T EAE LTCETO xai Tofyto KEITaL XaQiicAaa13°4. 

Theagenes' lamentation is a mirror of Charicleia's previous lament. This time 

Heliodorus' narrative presents us with the Charitonian formula rcOcv4v: 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 

r ' '3 2.3.3. 

2.4.1-2. 
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'Theagenes'. Cnemon returns with the torch and 'knows' - he uses the term 

oiba - that he left Charicleia deeper in the cave'3°5. The recognition of the 

couples is accomplished and the narrative turns to the investigation of 

Thisbe's murder: 

rj bE fly (1/117067)c rj eio-pn Kai TE TEAriciov krrErrnoKoc i.yva/viCEv arce Tfic 

Aapfic, o 7-caQac Toy Ovov o ei5aµic &TEO Ouµoli xai o-moutyfic EyarcEAtrrE Tt) 

o- tx- r111306.

The body is truly (6cArl0d)c) 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' resume 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 him13". The review of Thisbe's murder is repeated much later in 

Charicleia's summary to Calasiris in Book 6: 

we aixµciAcicoc A-r)(1)01-iv Ono TcTov (3ourcoAcov• EKEL TOLVVV Kai Toy 

CYC,aµLv ErcrlyayETo 7-EQ6c ToV Ke't EµoU 'TIOOOV Tj bilUTUX6L)c µoe TROCTEIVOLL bOK0f)UOL 

Tci)V (*EGA) 6)Q CC , Kai beoc, Ei ava0-1T0171VTEc EVT15XOLIEV, µrl O00E100(V EKELV11V 

EiVai µE TM:77V 67-t-opyrio-OEic, -rev yaµoy Ov TOTE µot 71QOTELVO_IEVOV '7TaQf aUTOU 

bLExQovoixµr1v Erctvoiatc Eic EQyov ay€ty puicritaii308. 

Charicleia reveals to Calasiris what has happened but of course she is 

unable to decipher Thyamis' motivation from the murder. The only clue the 

2.5.4. 

2.2E7, G1)\'ECTIriAll rtaAiv o Kvrjµcov d)cr7EQ tcil ovoµati TOP euaµiboc PAlledC, dcofiv, icai o µlv 
EKCIQT(21:1GE 0-14177110"al TW\' EVEKEV. 

6.9.6. 
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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 yx€I.(Ji. 631309) 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, o-OppoAa bL Coy anoQQryroc TE 

i/VCAJLOLIILIEV Ra9OVTEc KaL EL voQi.o-Ofivai. ROTE 011.1POCIVOL pIXO-TEI:)O-01.1.EV 

o(AAT)Aouci310. 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'311, 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 

Aaµrtac and Theagenes the cp.oivt41312. 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, &yxsic.iLsiv 
7u-u20&voy 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, bEopolnac), Theagenes and 
Charicleia surrender to the Ethiopians (8.17.3, rfic,- tyxaQiColievauc). 

5.4.7. 

;," 5.5.2. 
,12 5.5.3. 
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her as not-Charicleia, but Thisbe, whereupon Charicleia colludes 

(uuv€ aiv€13' 3) in his plot and presents herself as Thisbe1314. 

When Nausicles returns he tells Cnemon and Calasiris anocvca, among 

other things how TI.Va OvEio-av icoolv ci)c Olopriv omeAa(3€1" 5. The 

description of the girl's amazing beauty makes Calasiris and Cnemon 

recognise13' 6 that this is not Thisbe, but Charicleia - note that Cnemon has not 

yet revealed his information'"7. Immediately not-Thisbe is brought in and the 

anticipated Ka0acTc€Q crK lvrlc avayvciQc6µoc takes place13". The recognition 

is simultaneous and mutual, and the main point is probably made by Cnemon 

who realises that she is aArlecToc XacliKAEia Kai oki gi.o-pri1319. 

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: 

Cf. Penelope's shroud with whom Charicleia is compared in 5.22.4. See also West, (2005). 
;:' 5.8.4, Oiapriv icoirrjv (I)poAciya. 

5.10.2. Note the comic effect of the misrecongition of Charicleia as Thisbe by Cnemon: 5.3.3, O yap ci); aAried); 
Fccuacr-rri ao-Bri. Cf. to previous formulaic expressions of fallacious certainty. 

5.11.1, TO de:N(1070V tai.AAo.; XaQL1CAE fix c Mirvo;),9 i(ov. 
Nausicles learns about Cnemon's tale only in 6.2.3, o Kvrjµwv iAry€v orriavra Cnemon summarises 

(E71.741VWV) what is not appropriate for Nausicles to know; again the expression anon= corresponds to a 
substantial amount of hidden information. We do not get Nausicles's own reaction, since he decides to postpone it 
(7-rEQ0o-Orxt ic,oivwv) 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: Fv Ocinvoic -)/1.-yvcocrks; riAgov ziic 
7VWCTEWC, aV096)7Iffic artOQou.r£vOLc 

5.11.2; the Bude editors exclude [Toil Kvijuwvoc], although I believe his name should be mentioned because he is 
the one who has misrecognised Charicleia earlier as Thisbe. 
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;TOL ytiQ Tgarrcopat; Ti bE µE xai XCll TIQaTTELV; KIXT07117714) XaQIICAEICIV 01)71.6, 

eeayevi7v avEvQrpcviav; ocAAix Oavov, ch yri, Kai aOEµLTov• aAA' €nEo-Oai µ€ xo) 

KIXL o-vvavaCriniv; Ei µEv E7Ti TEQ0o114.) Tfl El*CTEL, KaAov To µox0eiv 

Tot) KaT0Q0(.30-ELV• El be abrplov To µe/lAov Kai 7T/leov TO bucrxeeec, abnAov TC01 

710TE Kai otna€Tai. µot Ta aAnc. 

Cnemon drops out of the narrative when this becomes abrjAov, in other 

words when the plot is not anticipated, according to his reading needs. His 

opening lines with the direct questions - not yaQ TOnccoµac; TibE µE xai xpil 

TrOTTEty - recall Calasiris' monologue, when describing to Cnemon his 

impasse about his dream of Apollo and Artemis, and the equivalent reported-

speech questions: Eic T1Vac bt etv0Q(Tcouc rj Eis Tiva yfiv Tca9aTteprc€uOac 

Toi)c vhii)c. 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 shadow132°. What he chooses 

instead of the Theagenes and Charicleia is the final chapter, already 

anticipated, of Aristippus' exoneration"21. 

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 ovoµa'a o-oi µovov axovoµcva fibn bE Kai 6caµa'a T(.13v ev noo-i Kai abcd 
TaQaxiav t µ(3aAAri. The crocodile incident underlines Cnemon's fainthearted behaviour. 

2.9.4, Kai El. iac AO-rivac ;-Eava-ya-yr.1)v Avoaiµi µb./ Tac, ica-ca Ton natcroc nnovoi.ac TE Kai aiTiccg. 
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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: 

XaclixAELa TOV T€ Kvrjµcava ex rcoAACov -On au ppci/Movo-a 'Ea NatxaxAeouc 

Eni TO OvyacTQLov Ert'roriµevov...xai Toy NavcaxAea 71Q0c TCOV -OTC aircoi.) 

AE N)TOOV ovveio-cr cis auµ€vw 4VOLTO aV TO 1C11 b0c1322. 

Charicleia's deciphering of the situation - the terms used are the ones used in 

the previous recognition scenes, o-uppoulAco, ovvirlµc - 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 

6.7.8. 
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Calasiris and his two sons and in that of Charicleia and Theagenes has been 

discussed in Part I. 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 own1323. 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: Co ITOOLE, oi)tA Tof) Aaµrtabiou 

[.,tp:v-ricjaL 1324 ; The mention of the torch, the AapacibLov, 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: 

6 esayvric dSU7tEQ 13 L T(J 04,wca pATIOEic xai Tclw 6uyx€tµEvcw aircoic 

uvµ/3oAcvv To Aaµ7tabtov yvwQIuac, &vaTsvfaccc TE xai Talc poAaic TC0V 

0 OaA[tCov Trig Xacp u<AE Lac CourceQ OCKTiV0c EK VEOCOV buTurol3o r lc 

littraUyaCfeEic, 71EQLEPC(AAE TE KOd EVTlyKOCA[(ETO1325. 

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 

'' 7.7.5. 

5.5.1 has Flo0mo; and flueiac, not ni:3toc, as here in 7.7.7; equally their password is the Aaµrcac, 5.5.2, not the 
Acip7abLov. Nevertheless these are passwords because of their content and this incosistency could be due to 
neglection of the author (or one of the transcribers). 

:5 7.7.6. 

356 



PART III 

EPIC: RECOGNITION 

identity shine. Charicleia is the novel's main object of recognition and the 

thread of the recognition plot. 

Who knows what rrEQ1 XaQuulEiac 

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 them1326. The 

recognition scene may be an indication that at this stage the novel has or has 

almost reached its generic TeAoc, 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 chapters1327, 

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). 
'327 Cf. current document pp. 259ff. 
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more dramatic by setting it in the Iphigenia context. 

What I want to discuss here is the information relevant to Charicleia that 

each of her adoptive 'fathers' has and how this explains Charicles' appearance, 

'the final rabbit in the hat1328', 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, Muac µ1j ouracyean Ta 

KaT'aiEfiv"29. 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': 

(71,1'177,LI I yaQ c`oc Ex OECJV µjvcboc TaUT11Vi TiVW Tin/ bixily, fly EE, 0157TEQ CLC To 

abuTov auvi 71aQ€A0Cov Eiboy o4OaAµoic & µ1j OEµ iS o OEOC µoc 7TQOEITIEV, aVO' dv 

of 7-r000-rpcovTcoc; elboy Tf]c TCOV OLATaTCJV 6*ECJC OTEVI/10-EGOal"3°. 

Lowe, (2000) p.256. 
2.31.3. 

133':. 4.19.3. 
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Charicles recognises (o-uv µ i) that Charicleia's abduction is divinely willed; 

like Teiresias, or Actaeon, Charicles has looked inside the temple au vi, 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, ruivTa, which Charicles 

summarises in his speech in front of the Delphians, XaclikAaoc µovrl is his 

only consolation133'. 

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 bta o-oOav 

T Rio( Kai Aoyoic 4:iyoic yvaviaen TT1V EaUT171c 01501.V ICai 0TI yt.)-vil 

yyovEv eibevae332. For Charicles the recognition of Charicleia is twofold: 

first to recognise her 'nature', secondly to recognise herself as a 'woman'. 

Thesetwo points, nature and womanhood, may coincide but they may be 

different too; icl),-Uo-IS can be interpreted as womanhood but also as origin, 

ethnicity, and human nature'333. 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 

Charicles' talent in withholding information is shown once more during 

13--, 4.12.9. 
' 3" 2.33.6. 

(I) For cl)6oic; as related femininity/womanhood/maternity in 4.21.3, yuvaiKu; aVbcrElOTEQOV Vic Eim5CTE41); 

Ecc0VTICTaV; 7.21.2, -yvvaiKa oµoiav OO1 rEIV 4)13o-iv nAeno-ac; 9.24.8, n inTEQ4)a 4)13aic; 10.29.4, 1) I.ITITQ4)0( (P).60-1.); To 
Dryctiod..-, Kai To eflAu crui.orca0Ek; to 7-ttaiaµa To yuvaucEiov oibEv. (II) For (1)t.)o-t.:.; as ethnic characteristics in 2.17.5, 
(Cnemon on Thermouthis) EI)Ucrst TE apti3mov xai AlatQucev Kai bUcrEov To tj0oc; 3.15.1, (about Homer) Co; 
Ar ;q:`1TIOV, Kai To tric (IY0GECL)c. ti)TCEQEXOV; 9.19.5, laity&attot...OUcrEt TE TATII1OVEc; (III) on human nature, as character, 
5.4.1, Tocxa be Tcou Kai T1); av0ocilrtwv .13.6crsoic; 6.15.1, rtaoavoµouuav Eic Tr)v av0owrtniav cpUo-tv. 
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his plea to Hydaspes1334: 

o 7QE,9-13t5Tric (fjv bE aQa o XaQix.Ailc) Ta iLd a/1770t'o-TEQa TOP yEvouc Ti 

XaoRAELac a 7T eK() 7T T E µrj 711 aQCX xal ICaTa Tfl V (11:01Y)/11V EKE INTic TTIv avw 

nooa avio-0Eianc rcoAEµov ica0' eauroil nvoc dAy9Coc yEvvrio-avrcov 

OiEvAapoi5ktEvoc, bt irarepvcov a pribili ipAart-TE, iced 

M.E.-v€v"35. 

Thyamis has revealed aaavra Ta n€Qi Tfiv airy 0LT Qa13" 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 

vvµ ioc; 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 acolNocTirvri 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 
Thyamis; 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. 
',5' 10.36.1. 
'‘3‘ 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 

iCaVTGOV ut'xyxvoic Ey€VETo1337: 

E711.. ao biacdo-ac Kai 77a/Tat za Aey6pEvcr Kai 7rpazzoµEva 

yl'aVICCOV, Clc TO aKcnpLc bE 7TEQLEAO€LV Tat (1)avEQol5µEva 71Q6c TOU KQEITTOVOc 

avoq_ivcov, TrQooEbQaµE TE Kai Toy XaQiK/Va TCEQLE71T1')O-O-ETO, Kai 'o*CETal GUI 

\OµLcOEiva xai TtcXQ' yxE.L.Qiu0Eto-a 7TOTE OuyariN dArp9cDc.

o0o-a Kai EbeEt9eicra dry yivci)o-KEtc1338'. 

The editors of the Bude text note at this point that 'Heliodore a commis 

une inadvertance excusable1339'. This is not true; in Charicles' speech to 

Hydaspes we already know that he has hidden a 13AaTure and delivered a 

µij 43AaatE. 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 TAArivucev TCp OvT034°. 

Charicles' Greekness, according to Sisimithres, is seen in his interest in 

travelling1341 and his curiosity about natural sciences, since he is gathering 

OuAAa I.Cac Tet-JV b LIC6.-)V Kai Ai 0 LO71 LK6311 xai A i.yu TCT liCOV1342. There is 

10.37.3. 
33' 10.37.3. 

Rattenbury, (1935) p.123, yo1.3. 
34' 2.31.5. 
34' 2.29.2 (Calasiris), yap Kaxeio-E; 10.36.5, (Charicles about Syene) ijA0oy yew idccio-€. Cf. Homer, Odyssey, 

6.146, (Odysseus to Nausicaa about Delos) ijA0oy yap Kai IcEio-E. 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. 
:342 2.30.1ff. 
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wordplay on 01:v\Acx (meaning plants) and Otarj, cli)ii)- Aov (meaning tribe, 

blood descent), and on the double meaning of 04occ 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 Tco v oluacwcybeicov p.ucciAAcov Coc 

Ai 01_07[4 T[QourpcOvccov"43. 

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 ecphrasis1344. 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 TEQou rjKEi ALOLomipc. 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 TOxri, and that everything has been well anticipated. Narratorial 

7' 43 ').3).2. 
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 fiance, which is the summit of the Heliodoran composition, the 

Acx17-(6(bLov Tot) bQaµaTos134s 

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, 6(yvo4 bE Tebv 

-yEyovonov xai aprIxav lc( Td3V T[QaxTewv1346. 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 Tic o Toy paQi)v Toi) Toy £71EVEyi(Cov TcOAEllov 

va)ffico,uev1347. 

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 

-"10.39.2. Cf. the inset audience recognises the truth gradually: 10.38.7, Ei.c inrOvotav TdA7 OcATIOdw tA0ovrEc. 
4.19.1. 

7' 47 4.19.3. 
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for the naming of the protagonist1348, 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 chaste1349. The shape of this narrative, which 

corresponds to my definition of myth as bu'iyrio-Lc, 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 (o0...aecv-ccx-piOvov; 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 aAriOE is 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, 
nE9CTLVVa BaCTLALLTOCX AL0Lo7TWV T1] o TL 61) KAnOricropgvii Kai I.ix,Qt1.115vwv CbbiVWV OuyaTQL 

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 TOxri as a 

subversive creator of the plot. In the novel's wor(l)d TI5xri 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 Tkri; in other words Tkri 

replaces the liberties that the Mof)ovc 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 purposeful135°'. 

The ocArleaa 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 vf)v 

aAtiek-oc and which develop into false-recognition scenes, until the very end, 

when the full aATIOE fa is revealed. 

The persistence with which the novels describe every recognition scene 

as 'truth-like', and moreover, the occasions on whidh, 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 00oic 6µma 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 required1351; 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 observed1352. 

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 TceQocc, of the Odyssey is set at 23.296, and not at the end of 

Book 24, following the views of Aristophanes and Aristarchus1353. 

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 bC6Aou avayvc;Nno-Lc, 

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 aTtomyra, while in between they have navigated a 

7TEAccyoc A6-ywv'"4. 

Plato, Protagoras, 338a; cf. 5.1.3, ti-iv bulyricav CIA; rtAa-yoc,- ovuu.),-; 
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Final Conclusions 

Zadig a genoux adora la Providence et se soumit. 

Lange 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 µvOoc 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. 

Mt)Ooc- as a tale from mythology 

Firstly, 00oc 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, Iamblichus 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. 

Mu Ooc as dramatic plot 

Secondly µvOoc 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 the 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. 

374 



FINAL 
CONCLUSIONS 

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. 

MOOoc as narrative 

Thirdly, µvOoc is the term used to express the large-scale recognition 

thread of the novel's narrative, the novel's master bulynolc: 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 - mythll - are not mere 
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coups du hasard, or, as they tend to be presented in the novels coups de theatre 

staged by a 4)LA6KaLvoc baiµcwv, 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 notion1355, 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 

µuOot. This last use of µf) Doc has affinities not only with the narrative but also 

with µvOoc as 'a tale from mythology', to which it is often compared because of 

its apparent mendacity and/or fictiveness. This use of µvOoc 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 Ei xaL µ-6@ot_c to LKE. 

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 4th 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 bitlyricric 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 µv0oc, Aoyoc, or nAaGµa? 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 TEQTEvoc µaOrlTfic, and take pleasure in his words 

6:)o-a€Q µv0ov oi) Aoyov axot5cov. 

Anna Lefteratou, 

25th of April 2010 

Trinity term, Oxford 
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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 (µvOoc, bQaµa, 

but}yiiµa) 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. botynµa, 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 I 

T 1 Chariton 

Myth Narrator References:. Allusions 

Nymph, Nereid, 

Aphrodite Parthenos 

Chariton-N fiv yko To KaAAo; o-Oic avOo&rtivov etAAa 0EiOV, oitbe Nrlorpo; 

ii NOiichc. TE-tiV OOELEilV AAA' aircijc AcNobirtic. 

Aphrodite The villagers of µ6., botco-OvTEc 0EaV hooalcvai... Kai yap, fp? `ELL; Ao-yoc iv TOic 

ayooic Ali.00birrly frtOaivEa0at. 

r3 Eros (god and plotmaker) Chariton-N 0AovEiKoc Of forty O 'Eocac. 

l,..3 Achilles, Nireus, 

Hippolytus, Alcibiades 

Chariton-N Xaiotac -yoto Tic TjV ilELOaKLOV EOI-109.00V, TEAVTLOV OTIEQEX0V, 010V 

AxiA/Va Kai NioLc -Kai TarcoAircov Kai AAKiBuibrly 

34, 

A43.9 

Penelope Chariton-N TT); b'airoi) Afrio yoitvaTa Kai cpiAoy frcoo. Od.4.703 etc 

J6 Artemis hunting Chariton-N frtsi bt TcooriA0EV E ic To brlµoatov, 06ip3oc Mov TO roXilOoc 

wecreAcrpEv, &arc £ Q AQTEµtboc EV Eorlµia KUVTNETaLc E7TICTTEiaTic. 

[16 Thetis and Peleus 
marriage (comparatio) 

Chariton-N TO LOUTOV vµvofiat TwinTai Toy (XTtbog yaµov iv IlriAlco 

yEyoyevai. TtAijy iced Ivira006( Tic Et5Qati Bauxavoi; baiµcov, 

0-7TEQ bail oagi Ti-rvEo.v. 

[1/ 

t-5

Phthonos/Zelotupia Chariton-N fuToanoAoyEi Of at:t.:Nix; irci rev Kara Xatoou rtoAsµov O 

00ovoc./ 4ioriAicTO yao aic4) ZnAoTurciav, rim; avµµaxov 

Aa(3ot)ok TOY 'Eocera µEya TL KaKOV bLCOTO6C .ETal. 

4 Chaereas as Achilles Chariton-N -rev b'ax..zoc yell)Virl bccii)tuil,s µfAaiva. II. 18.22-24 

2 Polvcharmos as Patroclus Chariton-N floAftxacvoc Of tico'AvE, OiA0c EOCicrET0c, TO tofyrog oiov 

"OµTioo; bloilio-€ FlatooxAov AxiAAhoc. 

Ariadne sleeping Chariton-N KaT6KEiTo µfv KotAALoon vuµcptxily hrOilTa 7tEotxEtµfvrl Kai Erti 

xoucrrViaTou KAivrIc pEiCcov 'LE Kai KQEETTWV, &GTE ThaVTEc 

E ix aC ov airily AQuibvr,IKaOsubuocrti. 

Alcinous philoxeny Dionysios oinc IjKOU aa c ovbf 0µrjoov bibao-Kovroc n µkr,. 

-Kai TE Osoi Eivoio-iy EotxoTEc aAAobartotaiv 

avOocbricav 0Boiv 'ft Kai EOVOHITIV El4i0Q(1101; 

Od. 17.485-487 

IS Nymphs/Nereids/Thetis? Leonas °fix ElbOy, bflaytoTa, aAAa fiKovo-a• Toiic' ficcivo• pia Niliapciav ft 

Nnorlibiav Ex OaAdo-o-r.; avEArjAvOs. KaTaAaµ13avouo-i Of xai 

balitovetc xatool TLVEc Eiµappfvrlc aVayKT1V CPEQOVTEC, opAiac, 

µE2 aVOQ(37IWV. 

5.11 Alcinous' philoxeny Callirhoe rev AAKivoov ayaµcOa bil Kai 7T6CNITE; (1)010.0i1EV OTL 

tic rile riocroiba aVE7TEiEd?E TOV iKETT1V• LK£T£15W of KayCL 

11 Menelaus and Helen Dionysios aveTIAIATTOV fpaun41 pi0V µaxaptov O7TEO MEVEAEWV TON, TI)C, 

AaKEZVailaViac, yuvamoc• ()Obi yaQ TI)V 'EAEVT1V Eiii10900V 015T cog 
OTioAaµBacvia -yEyovvai. 

Medea (for killing her 
baby) 

Callirhoe 7Tocaciity aaspsoTairri, paivr,i, Kai MIlbEiaC, Aaµ(3avEtc Aoytaµodc; 
ciAAa Kai Tfic EKvOiboc, diyoLCOT0a be:t eic. 

15 Zethos, Amphion, Cyrus Callirhoe oo-oiic, axoddoµav 0U-in) rcaibac Kai parnAhniv 6.) bovAEiri 
vcvvrjOfvnac OGTEQOV aTIOACXPOVTac TO TC-DV riaT4)cov aEiwµa, 
nov ZilOov Kai Toy A.4lova Kai Kfioov; 

Xenoph.Cyropaedi 

a (esp.Book 7) 
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II Zeus Helios Dionysios (6 Ze0 xai ""HALE, TEKVOV Ex KaAALQoqc. 

4-6 Theseus,Ariadne,Dionysos 

Actaeon, Semele, Zeus, 

Thetis and Peleus 

Chaereas Nix To6To xai alOvibiov arce0avEv, iva µr1 vourlaq. °btu) Kai 

erio-hoc AQiabvriv aOHAETo ALI:Worn:Lc -Kai LE liariv 6 ZE6c-,...q 

eftic; eEa µHy 1)V, aAAa IlnAEil rtapEµEive xai Li& Ooxty EKEi-VOC; 

EE air*, Eycb bt Ev axµrl Tob kicotog a7TEAE1,13,0T-F. 

P,
!il 

Chariton-N oilmoo nay EkyrTro ETEOC,. /1.10.540, Od. 16.11 

Hecuba Chaereas' 

mother 

Tab'aibEo xai µ'EAErloov/ airijv, Ei 70TE TOL Aa0LxribEa µa(ov 

ETCEoxov. 

II. 22.82 

0 Artemis/Athena with baby Chaereas o66Eic yap airrwv E70(.110-EV AQTEI.ILV Tj A0TIVaV PPE(1)0,"; EV 

ay, cocAaic icooi4ouo-ay. 

6 
i-

Nemesis Chariton-N ALoybo-Loc...i)o-uxil Tqv NEµEory riQoGEKUV110-E. 

Achilles lamentiing 

Patroclus 

Dionysios 06(7TE µE oTTL TaXL0-Ta miAac AME0 TIEQ1'10-W 11.23.71 

3 Achilles' tomb at Ilion Chariton-N cbc KEV TrIAE0avric Ex rE6vToOLv avoQao-L Ell Od.24.83 

i6 Ariadne/Leda on beauty Chariton-N ovoµa K(LcAALQ6qc, otov o6bE AQLotbvqc, ovbE Afibac. 

Hera, Helen, 

Andromacha, Nausicaa. 
Ino, Marpessa, Danae 

Chariton-N aCrTQaTITOVOCC b. Tip TEQoacbrcw. -Kai riapayvµvovoa To6c 

13Paxiovac <Kai 'roc; xvrjµac> -67-ctc, Tilv AarK(L)AEvov Kai 

KaAAIDTlyuQov ECI:raiVETO 'lac "Oµrjpou. 

IL 1.55, .3.121, 

6.371 

Od.6.101 

Athena to Telemachus Mithridates xsivou (3oMETca ohcov 0cl)EAAE iv, Oc KEV ()TRAIT Od. 15.21 

Lykaon (Dionysios 
reading Chaereas' letter) 

Chariton-N Tab b' a6Tof, Airco yo6vccTa Kai (1)(Aov filoQ. 11.21.114 

FFF
situ 0-K0T0C; TC,IV 

o0OaAµci'v al.)T01.7) 

KaTEXVOll 

xaTa b' 600 cap.cbv idxut' axA6c. /1.5.696 etc 

5 Penelope Chariton-N ApTEµtbt LiceAq r) xQuaEir,1A0QobiTrl. Od. 17.39, 19.54 

(Misoumenos) Chariton-N E.Liv xa0E6bEiv Ti)v T EQU..1VTIV OCELV. Menander 

Achilleus (Chaereas 
lamenting) 

Chariton-N al..143.0TQr,iai bt x€Quiv EAcbv xcliviv al0aA6EacLav 

XEL3aT0 KaK KEOCCATic, xaQiEv b' ifICTXUVE 7O501070V. 
11.18.23 

Z Menelaus, Helen, Paris Dionysios sic Ba(3vAd)va KaAALQonv ayEic, or(ou MLOQL6aTaL 
TOGOUTOL; MEVEACCO,.; E'e T1) 0-LaINOVI. ETIciQTr,) Tilt' "EAgyriv 01.)K 
ETfIQTWEV. 

God's assembly/ Persian 
assembly-court 

i. 

Chariton-N of 6i 0E0L Macp Zqvi Ka0qosvoi riyoclowyTo. 1/.4.1 

i.9 Helen (on the wall)/ 
Callirhoe at the court 

Chariton-N of o' allo.11Q1aoov Kai Hay Ooov ij& eV pOITTIV. II. 3.146 

9 Penelope (the suitors)/ 
Callirhoe at the court 

Chariton-N mix/Tsc b' fp-no-ay-co naQai AEXEEGUL KAL0f1vai. Od. 1.366, 18.213 

101 

.1. 

Protesilaos Dionysios 7010C, 015T0c tTC 4.1.0U FIQOTECTIAEWt; aVEPI.W; 

10.5 Achilles lamenting 
Patroclus/ Chaereas 

Chaereas Ei, & eavOvTwv rrEQ KaTaArj00VT' eiv Alba° 
airraQ Eyio Kai icEiOL OiAou µspvrjooµ' ftaLQOU. 

11.22.386 

722 Banquet Chariton-N xvion b' orvavov ixEv EAr000µEvrl rtscri KarLvcio 11.1.137 
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- Thetis Artaxerxes TCATIV EL µ7) TLC E . 00QLXV0ti)KaTCIPEPTIKE TC0V 6CVGJOEV fl Ex 

BaAartqc avapEOTKEy ocAAn BETIc. 

Artemis-Nausicaa Chariton-N obi b' ApTEµtg Elm. Kat' oUoca loxEmoa, 

I) KaTex TrIUy€nov 7TEQL1.111KETOV ij 'EQ141aV00V, 

TEQ7toµEVT1 K601Q010-1 real CoKELTIC' EA640101 

Od.102-104 

4 Hector to Achilles Chaereas it µav achrtoubf yE Kai axAsiMc clurcoAolariv, 

AAAA µiya OEfac u Kai tovouEvol017CIJ0ECT0CU. 

//22.304 

5 Diomedes Chaereas vdt: b' EycO E0EvEAoc/Polycharmos TE µaxrlaoµE0' rig ö see TExµwp 

'1Alou Eupwµry oUv yap 0e4. EiArjAov0µev. 
1/.9.48 

r 
3 Chariton-N aortic aQ' ACT7II.0' krELbE, KoQUC KoQUV, aVEQCX b' avijQ. /1.13.131 

Diomedes in the battle Chariton-N KTELVE b' imaTooMabriv• tcdy bE 0-ToVOC 6QVIJI' aELKil; aocii 
OEivoµivwv, EouBalvEto b' aljiau yaIa. Mc be Ahoy µr)Aotaty 

AOTIliaVTOLCTLV ETCEAOCIIV alyanv ij eii:ECTO-LKaKa (1)QOVEWV 

EVOQ01:1011, (n.)C µIv OQIjiKac Avbpag ETC4IXET0 TubEoc uloc. 

11.10.483-487 

Ariadne sleeping/ Arados Chariton-N uovqv bi -njv ibiav ExEi ica-raAlarl oUx Mc AQuibylv 

Ka0E6bouaav, oUbt AiovUom vvµ4icp, AAcpupov bi Toic tauToil 

7noAEµioic. 

Paris - Chaereas Chariton-N on bMoov map ocirqc, Aal3Mv To KaAAtatov, olov °Ube 

AAaavboo; 6 flocoic, UpoiaEv rig Tile xciptv. 

7 Penelope-Odysseus Chariton-N ao-rcamoiAEKTQOLO rcaAaiof) OEaµov IKOVTO. Od.23.296 

Astyanax, Callirhoe's son Dionysios TujAac Talc xEc(of (not fully quoted). II. 6.474 

T 2 Xenophon 

liMyth 

_ 

Narrator References 'Allusions 

Eros (deus) against 

Habrocomes 
Xenophon-N f.ITIVI.4 TiQe; Tafrra O 'Epwc• ctnAovEticoc; yap (5 0 Eac Kai imeprpocvotg 

arcapaiTtyroc• 

Artemis Ephesia Xenophon-N qyEto bE Tqc ApTiµubog ETILX(.4.0C E'OQTil alto 'dig 7ToAEWC E7TI. TO (Epov. 

Anthia as Artemis Xenophon-N rcoAACoac afyrny ...1067L0171Q0CTEKOVTICYCCV dog ApTeµay. 

Apollo of Colophon Xenophon-N OAlyov bi a7exei TO i.EQ.6V TOI) Ey KOACKIXIAll. ATEL5AAC0V0C . 

Isis Soter The oracle 'IoibLCIEl..0:11 01.0TELQII 

Aphrodite-Ares Xenophon-N iv bi T6,0 ETiQC.) AQT1C, fly 011)X cortAtoµivog, AAA' Mc -AQ6c EowµEvqv rripi 

A0Q0oLuiv xtxoaµrlµ ivoc, cyTE0avool,dvoc, xAavi.ocx ocwv. 'EQ(0,-; arythy 

C'ooTITEL. 

Od.8.265, icaAOv and 
AQE0C. CLA.oTTITOC Eiji 

'r A0Q0biTTIC 

17 Hera of Samos (dea) Xenophon-N E6410V KaTTIVT110-aV TilV Trig TIQC(C, LEQaV V110-0V. 

III ! Helios of Rhodes Xenophon-N rig TO "HAloy lEoev. 

II . Apsyrtos Xenophon-N aoxov-roc ATI0TT10101.), AlYliQT01) T0ti5V01.10L. Not Medea 

it .lanio 

,i. 

Xenophon-N Buyoctrio, May-AO ovoµa. Not Teiresias' daugh 

dI \'.e ideus) Habrocomes M OECJV CPLACCVOQUJitoTaTE. 

I .L..pis (deus) Xenophon-N Ev ME uquA, 1.EQ6V TOG Aillb0C. 
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T 3 Longus 

Myth  Narrator References Allusions'.

Eros (god), 
Nymphs, Pan 

Longus-N avaBriµa µ6,'EQ(i)Ti Kai N6µ.1)at‘.-, Kai Hay i. 

Daphnis Longus-N Cog b' av Kai Tobvoµa TO-t) acabtou TIOLI_IEVUICOV oOKOill, Aeol)VIN CO:)TOV f.yvcoaav 

KaAciv. 

Daphnis 

Daphne? 

Zeus fed by goat, 

Pan, Dionysus 

Daphnis fµE a'i. . ava)oEt1)Ev &art EQ Tay AUT• veµco he T6ayou,.; Triiiv TOOTOU [306)V 

µEtCovac• oCco bf 0,:,&., arc afyrdiv, on µIVA 6 Hay, IcatTot ye Dv TO a/Uov 

Toacyoc,-... oc14.vstOc Eiµt, Kai yap 6 AtOvuo-oc,. µMac, Kai yap 6 OaKivOoc,. 

ocAlid KQEITTWV Kai 6 A tovoctoc EaT0ocov Kai 6 OaKiveoc icoivcov. 

Phatta Daphnis 'Hy TC ape vog, 7C a co 0 &v £, 00T6,) KaAtj -Kai fveµE pofic TroAAac ofyrwc fv OAT'. Longus' invention 

it Pan and Pitys? cf. references to IliTuc. Pan and Pitys? 

Philetas' Eros Philetas crItAnTocc, D aaibcc, 6 Tt6E0130TrIc fyDDD. Orphic Eros? 

Syrynx Lamon a0Trl ij o-00, TO Cioyavov oOK fjv ooyavov dAAa. aao(Hvoc KaAii Kai Tip) 

(13000VI)V µourtxrj. 

Itys Longus-N at b' 6aapetyyovTo fv Taic AOxµatc Kai Toy ''Prov icaT' 6A(yov 1)1(0 ipouv, 

diciaEo avaiaiivgaicottEvat Tflc 4)bilc k µaxpac aiwafjc,-. 

Penelope 

Helen 

Lycaenion oTIocrov µE, AeCOVI., Tip) aeAtav•i:K yap poi Tdiv xrlycLiv TC;JV EiTCOMV 6.,0( Toy 

Ko(AAKITOV acToc fprcao-€ 

Od. 19.536 xfp76.; µot -KaTa oiKov ac orn auoov 0)oucrtv EE -15baToc, 

Od.15.171-178, Dc apa of Ei7TOVTI. arnrrtTaTo bEEtec Ciovic, /ottETOc, aoyiiv ;diva 

cpgocov 6v6x€6-6t 7ttAcopov,/rjµEpov a a6Afic 

Od. 19.536 

Od.15.171-178 

Echo Daphnis Nut4cLiv, Co Kocrq, rtoAO yevoc, MMiat Kai AcruabEc -Kai -EAsupt• ado-oct KaAai, 

ado-at µouatxai. Kai itudc To6Twv EhrytiTrp 'Hxd) yivElat. 

Helen-Aphrodite Daphnis TOfiTO A(NOOITT1 KaAAOUC, MapEv deAov. TOtiTO Ey(1.1 (JOi bitxyl. VIICTITT)Q1.0V. 
Oµoiouc OCETE TOOC, itocorooac.,4:Keivoc fry rcotµrjv, ata6Aog iycii. 

Semele giving 
birth, Ariadne, 

Lycurgus, Satyroi, 
Bacchae, Pan 

Longus-N cixE bt Kai e'voo0Ev 0 vsDc Atovocrtaicac yoackic. EeµEAr1v TiKToudav, 
Aotabvriv xaDEOboycray, Autco60yov bebstivov, FIEvEMa buxtpobµsvov 
tzr1oav Kai 'Ivboi vtxcitµsvot Kai Tuoonvoi µcTaµopkpobµevorrtavTaxop 
EaTueot aaToOvTc,-.-„ TcavTaxof) Baxxat xoQkouaat• oii& 6 ilecv ilµfArlTo• 

Demeter (goddess) Longus-N (Dionysophanes) AEOIC, UkICTEV, 06ot 7IQOEUTO(0-1V ayQ01.1Ciac, AifiTITQL Kai 
Atov6oTo -Kai Fiavi Kai NOpipatc. 

Apollo at 

Laomedon's house 
Longus-N Ei 7COTE A7COAAGYV AaoµtbovTl OTITEOUIV E1301. -COATICTE, TO LoCfb E Tjy, OtOc TOTE 

ciOerl Aaciwii-,. 

Anchises and 

Aphrodite, Apollo 
and Brachus, Zeus 
and Ganvmedes 

Gnathon Ei ot VEpOVTO.; fpdo-Onv, 0€00; t µ tµriaciptiv. BooK6Aoc, fiv A-yxtoTic, Kai 
f,i)-x€v a0Tov AckxibiTri• ai-yac; 6' 1EplE B0,o(),X0c, Kai Aa0AAwv aOTOv 
t13iArl6E•rtotµiiv fly Favvµrjbrig, -Kai a0Tev o T(Tov 6Acov paatAkc floaaas. 
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T 4 Achilles Tatius 

yth Narrator References Allusions 

Astarte Achilles-N oCoonoa t 0vov iµavtoo Ti) Tc-ov (1Doiviiaov Bra. Acina0Tny atirojy icaAgOony of Eibc0yioi. 

3 Europa/Selene Achilles-N EU0tharig 1 yocairj• cDONIxwv i 06cAao-cra• Eibc0voc; iii yij. 

Eros Achilles-N t (3AETI0V Toy alOVTa TOY POtin/ 'EQCOTa• Kai, 'OI0V, EITIOV, a9)C£L P,(1/ (1)0C," aivaVai) Kai 

yijc icai 0aAagunc. 

Apollo and 
Daphne 

Cleitophon To bi aaµa ijv ArroAAtov I-LE i..KP0IJEV0c TI)V AOtcloyny clohiyougay Kai bic3Kcov aµa Kai 

µiAAcov KaTaAaµpays1V, KCCL ytvoµivrl ItraloV lj K0QT1, Kai A7T0AAWV TO (1)13T6V 

aTEI3.a.V0-61.1EV0g. T0UT0 poi µi.AAov c'To-06; TI)V -4,1))(f1V tk.kaucrEy ... [bob Kai 

AiTOAAwy Q a' , KaKEiVOc TraoeMyou. 

Pandora 
Phaedra 

Cleinias Toic b'tych avri aucloc, &0a-co KaKov Hesiod, WD 
57; Eur.Hipp. 
TrGFr 429. 

Sirens, Eriphyle, 
Philomela, 
Aerope, Procne, 
Chryseis, Briseis, 
Candaules'wife, 
Helen, Penelope, 
Phaedra, 
Clytemnestra, 

Cleinias (IAA' €1 iity ibio:nric ija0a µouotxr)c, flyydeic., av Ta TC7JV yVVCCLICCIAI boaµaTa• yin., b 

-Kay aAAoig A&)/oic, Ciacov tvftrArio-av piii0cov yvyaikEc T1)V 0-KTIVfiV• <6> OQpoc 

louloUArlc, OvAoµrlAac ij ToecnEEa, EOEyepoiag fi bia130A1), Aeogring sj KAarni, Hook-yr-1g 

fl G<I>arl 

Eos, Tereus birds and 
ciccadas 

of Cobol. b& TnIllync Kai XEALb0VEC; of µiv Tipl 'H013C, abOVTEc EiAlfiV, ai bt Trjv Tfloecoc 

TQaTIE(aV. 

Alpheios and 
Arethusa 

Satyros -yivETai di Kai yaµoc exAAoc ObaTcov bianoinoc. Kai, iUTLV 6 iii) kiao-Tijc notaµoc 

1-1Adoc, itj be nQU.InVTIKQIIVI] Eur<EAual. 

Bull and Boar fight Leukippe ij be ITQC0TOV µiv il'aEV O1.1TjQ0U T1)V TEQ6c Toy Aeovra ToU onkig µaX1]v. i'.7ELTa TL Kai 

Tfic aitaAtic µouar)c Oilyaive 0oboy yac. &7T11VEL To aaµa. 

II. 16.823 

2 Dionysus of Tyre 
Cadmus and wine 

Cleitophon Toy yecoALONnicrov TUoiot VoµIE.ovoty tauTCoy, irtEi Kai TOY Kabiloyµ-00oy abovai. 

n7TEi Kai Toy Kabµov µU0ov abOUGL.Kai Tlic tOQT1-16; blIlyOUVTal 7TaTkra p.u0ov 

Heracles and 
Omphale 

Cleitophon -Kai 1.1fIV Tin TrQccd µi Tic croi 0Eciiy cban£Q TOY `HQCOCAnCC Tfrl OptlaaAii. 

Hephaestos and 
Athena 

oracle xorio-µ6v iaxopoly of BuCayrioi Toiovbh /yijcroc TItr, 7T0ALC; naTi cioUTG:)VUIJOV aiµa 

Accxofio-a,/ igOilOy oµoo -Kai no00µov neiT' fliThQoto epkiouga, / iv0' "Hcliaio-Toc Ojiiv 

XOLiQEL yAainaibiTiy A0fimiv/ xh0l01)117T0AITIV an (I) eQELV KEAoµat TiclaKACi. 

t Lion and Conops Conops 0 Ahoy KaTEI-Le!..14)ET0 To" Flociiiri0a TroAAa-Kic. 

I Elephant 

i,-

tale Satyros and Ko0vconoc, Kai AnOVT0c, ay aKI)K0a TLVOc. TC-bV (PlAocr0cixov• Xapi(oµat bi opt TO-0 

1.10001) Toy bAhloavra. 

Cyclops-Odysseus Satyros icEiTai goi Ka0EUbcov 0 KUicAciiiii• (TO & oitcog Obtio-o-EUc, aya0oc -).4vii. 

Nil A fenelaus in Egypt 

.%... 

Menelaus &yd.) MEyb\aoc-,, tinny, TobE yivoc AtytiaTioc. 

Illiii.3 Ganymedes Menelaus Toy Kai avii0e,i147a-ino of 0t01. Ad oivioxam iv. 11.20.234 

4111.4 Alcmene, Danae, 
Semele 

Menelaus ottb€ pia di aVnP11 noTE tic obciavoiic bia KciAAoc; yuyfi (Kai yap yuvai4 KEK0LVC3VT1KEV 
0 Zo0c.), 6(AA' AAKI-ifFriv µiv EXtt ney0oc; seal cptiyii, Aavariv be Aaovak. Kai 06(Aacrga, 
EsitAri hi Tuve; y btovE Toocpij. 

Europa, Semele, Cleitophon bia yuvaiith 7TOTE ZEiN; iµuxrjaaTo, bid yuyaiKa note EaTuoov thciocfraTo, Kai xougOv 
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.Antiope 71E7TOLTIKEV kallT6V aAAT) yuvaaa. 

Perseus, Heracles, 

Dionysos 

EEµfAr)v et Eig ofteavoeg avilyoryey °ex 6Qvic, ayno-Tfig, az1Aa TIT-V. Kai prj Bavµaarlc, 

Ei bla TELIQ6C," Tic aVaPOCIVEL Eic O1:)QaYew. OiiTCLIc aVEPTI 'HQCIKATI- c. EL bt Accvanc Tijv 

Acievaxa yak.ac,-, 7T(Cii; Toy FIECKJECX atumag; 

Poseidon Cleitophon Abio-ov, 4I1V, &arco-ca floacibov. 

Zeus Cassius with 

pomegranate 

Cleitophon 'Eau bt i:v TcTi) FIrvXouo-iv Aro; iEeov ayaAµa Kaafou. TO t) . ayaAµa veavioxoc, 

ATIOAAcovt i_triAAov Eoixc3c. 

Andromeda Cleitophon fi of Eilai1V Av0Qoµeba Kai HQoµtlBEec, 0EuµdyTai µfv or pidxu. 

i Niobe Cleitophon Kai Taxa 0 Tfjc 1\h0prig µedoc ai< fiv 1,bevbflg, AA/IA xatcavri TO L Of) T 0V T L madam 

r-ti Til Taw Troaocov anwAsia be av rfaciecrxEv EK 'Clic 6<arriaiag cho-Ei Afeog 

yevoµevr). 

Z Hecate Cleitophon KaACh yaQ TEIV "Emirriv LTi TO kryov. 

Phoenix the bird Menelaus Ootivt . µfv o OQvig ovoµa, To bE yevog Ateimp. 

Artemis (dream) Leucippe tj yoce µot 0Eac AQTEµtc ETILITTaGa. 

Aphrodite (dream) Cleitophon bc'hcouv yae Tfi TcaegA0oeuri vuxTi vaev A13906iTTIC; oeory. 

Helios and Selene Cleitophon ficaTeco0Ev ix Tfo V 'HAtou rtuACov Ec Tac LEArIvIc rteAag. 

Zeus/Serapis lEeolinvicc Toe µnyaAou °wit, ov Afa µ -v TAArIvEg, aQaTav be KazIorlioav At-I/Ur-mot. 

I Philomela/Procne/ 
Tereus 

l'Paepriv Ooch KEI-1EVI1V, fITLC, 157171V ITT CT° TE Q O go v O wv 4:DIA° wjAac, yete EIRE (1)00QaV 

KIXi TI1V piaV TTIQEWC, Kai Vic yACCYTTTic TI)V TO}.111V. 

6 Poseidon and 

Amphitrite 
Melite vul..4oaToAtjo-ouat Of filth; 11OO-Eibdw Kai NrpElbcov xoctog• EVTaOBa yae Kai carTeg 

Aµcp1TQITr)v yaµei. 

A Tantalos Melite TO LairtTIV .EXCL) TIIV EtiA/I)V, O1.CCV 0 Tav-cctAog rrjv Toocimlv. 

' d 
4 

Isis Melite avalivtjaka Ttjg latbec,-. 

Penelope fryficrufat b€ um Trig emi rac OUuag 0boi) MEAavea). 

Achilles in Sikyon Melite riaoac noAil)14:yovag rf1 utoAfr T O 1015 T O V AxtiliVa TIOT E 0Eao-alirtv tv yoacloil. 

L3 Codros, Croesus Leukippe Eµoi bE oUbtv µfAet ToUTcov, SITE EaTi -Kai KooQuu sUye\.4o-Twoc EITE KQO1.O-01) 
TCAO1)O11C)TEQOc. 

.Artemis of 

Taurians/Skvthes 
Cleitophon oil) f3actpaeot Toirre Kat Tairoot Kai rj AQTEµtc I) Exu06-0v; 0 nag' EKEIVOL.; Ow); vaog 

oftTcog aiµaaanTat• Tipl ICOVIECV Exueiav TIETIOCTIKai; 

"Syrinx and Pan Artemis' 

priest 
Eon KCIi °Lew EaTEV Eirrco Kai T0V TAUT Toe Havoc 7TaVra EiTCW Kai Toy Ta.0TT1 TOU 

Havoc; µ00ov. 

1 i:-.)ty-x (Rhodope 
and Euthunikos) 

Artemis' 

priest 
TO be. Tr)g ETu-yoc; ebcoe Eix€v ohTurg. TraeNvog T-ly Ei)Elbijc, ovo[ra 'Poodmag, Kuvrn/Uov 
ktcho-a Kai &ileac 

kl Heracles of Tyre sostratos Eorprjj..1O1JVTEC; TEN "FIQaKAECX Kai TilV AQTEµty, EXEtQorovr)Brlµev, &yd.) µev evrccoOcc TT) 
AQTE albl, 0 Of etc T0Qov "1-1,9co<AEi. 
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T 5 Heliodorus 

yth Narrator References Allusions 

Artemis, Isis and Osiris Heliodorus-N of µiv yixc. OE& Java iAi-yov, Kai @EON) AQTEµw 1) TI)V 

."1/X.6",-)QLOV 1O-1.V, of bi iiQitav into Tot) Oec1tv ixµEµrlvvirxv 

xoci -rev OQ(4tevov noA6v Oovov ipyaaaµivily. 

Hippolytus/Theseus? Demaenete? Kai rceo.pocAobacc '0 vioc lanoAv-roc, t 0 eno-ei)c 0 iµóc„ 

t eAcyi. 

Eur. Hipp. 

Thisbe (and Pyramos?) 

Hector to Andromache Thyamis 0 bi rtoArµoc rjµiv µeArjaet. II. 6.490 (Aristoph. Lysistr., 536-8) 

Trojan War (proverbial) Kalassiris lAtoOiv µe 04)eic. Demosth.19.148 

Pandora ? Calasiris oTtilvoc }<ma:by. Hesiod WD, 594ff.cbc b' Onot iv 

aµrivEaat xarrwsOteo-at 

j_tiAto-aatxricl)fivocc pocnccoca, 

xaxcliv .uvijovac; eQycov.... d' tc b' 

ccotcoc a.vbQsacrilCaKOV OVT1T0101 

yvvalKaC, 

Odysseus-Calasiris Calasiris p(oc yap, co mai, xaxelvw rrAotvoc Kai ipTtopoc Kai 

noAAai µiv noAnc; noAA(Tov bi civecrc;yrtcov 1)011 TE Kai 

voij; Etc '7TEiQaV 11KOVOTV OOEV. 

Od.1.3 

Dionysos (metaphor for 
wine) 

Cnemon Atovvcroc xeciQii . 

Proteus Cnemon Ili5Q0V GE KaTa. Toy FIQurria Toy (11knov. 

Oedipus/ Eteocles- 
Polvneiles? 

Calasiris of naibic tjaav, o6g it acQviroc µix noAAcixic ix Oecbv 

0-001.a 401)QE1c aAATIAOLc 01)}..ITIEUELO-OCa TIQ0111OQEUE. 

Apollo at Delphi Calasiris AiA0o6c 'EAAriviba J-E6Atv [way µiv ArcOAAcovoc. 

Eros and Aphrodite Charicles EQura be Kai Acivobitriv :Kai navTa yaµrjAtov 0 iactov 

ticroaxoQaxi(Duact. 

._.. 

Aenians and Deukalion Charicles IDETTaALKT)c crud µo(pac To EiY1(EVECTIaTOV Kai a.KQLPG.-)c 
'EAAnyucov acv TAArivoc. TOO AeuxaAicovoc. 

\eoptolemos and 
Orestes 

Charicles rtiµrtoucw AiViaVEg NEOTtTOAEµcp TO1,1AxtAAiwc. 

Homer Egyptian Calasiris '1 yap "Oµrjpou TOO' Ai.y1MTiOU 71Oillaic Toy AxtAAia 
00 toirrriv ivbELICVUTat. 

Theagenes-Achilles 
.Aenianan 

Charicles AXIAAEibric yap rival aeµvuvETat 6 Try.; OicoQiitcc. 

eErliQxwv. 

• Thetis and Peleus Charicles Tile CVILV ix Tao MaALLIKOL) x6Anou jrnµaa0at T(.1,, fIrjAel 

Theagenes:Lapiths and 
Centaurs, Athena and 
Gorgon 

Calasiris tbotvixopagrrj xAaµbba xaOEtµivoc, fic, to µAy ajkAa 
XQI-xrac enoixl.A.A€ Toac Aarti0ag tyti Toitc Kevrativouc 
oraiCulv, tj 7TEQOVT1 be AOT1VaV TjAEKTO.VTIV EGTEaE Tile 
FOQy00c xEclocanv Eic Oulvaxa acioaani(outray. 

ullit 

‘.....^,......„. 
Me 

Cparicleia-Eos Calasiris ilµoc O'fplygVEla OaVT1 (>060baKTUAO; fpg formula 

Charicleia-Athena 
snakes) 

Calasiris AVOW yap bQaKoVTOLV Ta µiv obQcxla Kara TGJV 
µeraci-,pivwv ibiaµnuE Toi; bi aUXEVai, 11)7TO TOO,:; 
pa(,o0c nacial.tettltac. 
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Charicleia-Artemis 

,arrows) 

Calasiris E()EQE Of TT,1 AaLa µev Tof..0V ertixpvaov 'ITTac, 40V Toy 

bEulyv TT); (1:02ETQac aTITIQT111.1EVIIC," 

Anollo and Artemis 

hand Theagenes and 

Charicleia to Calasiris 

Ilion Of utuoUcrric rtic vuxTec 6Qci) To-v Aro5AAca Kai TI)V 

AQTE ilLV WC Wµr1y, Et yE 4.111V a/Via µr1 aA11OW; h3QWV• 

Kai O µEv Toy Ocayevriv it Of Tin/ XaQiic.Aday 

evEx€i@t(.Ev. 

(Poseidon and Oeleus) Calasiris ilxvla yOQ aET671100EV...7TOSWV KVIlildWV. II. 13.71 

Homer Vita Calasiris AtyOrcTiov FA "OµrlQov tiato-KaAouvroc; aou rroAAdiac,-. 

Achilles at Scamander 

i Theagenes'agon) 

Calasiris Kai aoyic avaµevaw, GE µyew TI OEaµa Kai 7TEQi(3AErcTov 

Kai oiov Oµrlpos Toy AxtiXAa TT)V ccli £xaµavbQcp 

µaxrly a0AdOvicc rtaoraTricriv. 

Il. 18.571 

Oedipus Theagenes clog Tax' o6id.O' aiµaTrpov To6uov aQyrjo-Et Ei4os. Eur. Phoen. 628 (Polyneikes) 

Achilles Charicleia ci AxtAtU litiAiloc vie, µeya i(l)k)TaT' AVILWV. II. 16.21 

Helios, Dionysus, 

Andromeda, Memnon 

Persinna rjµiv 7TQay0VOL OEWV µEv "HALOc TE Kai Aiovuaoc, ijQc,lxov 

Of FIEQUEbc TE Kai AV6Q01.1Eba Kai MEµvaly LiTi TOI5TOLC. 

Heracles of Tyre Calasiris TO Of. ruNevEQaKAEL TVQi.W TI)VbE VLKT1TI)QLOV a7T0015ELV. 

Odysseus- Orestes/ 

Theagenes scar/ 

Calasiris oilatjv Of ETli TOO yOvaToc dc Ofpac avec 6 Ocayvric. Od. 19.392 

Eur. Electra, 572 

Helen / Trojan War Nausicles oil) TOL exrcopAryc' arta Decoy toacubhx txl()Qa. II. 3. 65 

Dionysos and Demter Calasiris of atv av6QEc EµpaTrjQta TO Atovf'a Kai flbov Kai 

krrzEvoov ai & yuvaiKeg Oµvov Til AT) i-LrITQ 1 XacRaTTIQLOV 

EXOQEUOV. 

4 Hermes and Dionysos Calasiris Toy `EQµfjv iAocacaro. 

t Odysseus dream Calasiris ObE bla7TAE15aac rig 10aKilV 157TEQ1)1.1WV ObUCTO-Ei Kai 

al:TEL Til.; µljvtbos avEivat T1-1C icaO' fluclw. 

f 
i 

Polyneikes-Eteocles Thyamis aiµaTos a-0-mb A0ou. Aesch. Sept. 718 

Hector-Achilles 

Petosiris-Thyamis 
Heliodorus-N arcEbt6QaoKE bill TEWC, cos sir TaX0Vc, 7TEQi TOV ICONAov 

TOO aGTEcoc, -On Kat Ta OrrAa artopocAu'ov. 

Helen Cybele cri, 6', 65 TaAaiva, µr) 'rti TO-I-4 aVI1VbTOLC TQ1')X0Vaa accurfiv. Eur. Helen. 1285 

Phaedra Messenger 13Qox.cyv K9EµaaTov ayxovric; aviltpaTo. Eur.Hipp. 802 

?an (Paneion) Heliodorus b\oc; -Kai. rraoa Toiv, Fuuv000ctuo-Tac fAOoOaa, obalatv TO 

IlavEiov rtertotrlµEvovs. 

Helios, Selene, Dionysos Persinna EMU-Kona T1jv AvbQoµebav arcaQaAAaicTov EV T171 

yQatt)i) Kai EV T171 KOV9 bELKVIWEVT1V. 
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APPENDIX 

PART II 

T 1 The Helen pattern 

The 
tits 

!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 

iramis 

F 

Semiramis marries 
Ninus 

Semiramis follows 
Ninus in his campaigns 
and is kidnapped? 

? Ninus recovers Semiramis? 

lienope 

t 

Parthenope is 
engaged? to 
Metiochos. 

Meandrius imprisons 
her. 

Parthenope defends herself 
from various suitors. 

Reunion? 

inchosis Sesonchosis 
engaged to 
Meameris. 

? ? Sesonchosis gets his throne from his brother. 

is Sinonis married to 
Rhodanes. 

Garmus pursues the 
couple. 

Sinonis defends herself with 
violence (Setapos) or guile 
(Garmus). 

Rhodanes' campain; Recovery of Sinonis. 

'a Anthia's wedding 
with Habrocomes. 

Euxeinos/Moiris/ 
Hippothoos/ Perilaos/ 
Psamis/ Aghialos/ 
brothel-Hippothoos. 

Sold to Apsyrtos/Lampon 
Saved by Perilaos (?) 
Suicides. Murders / fakes 
epilepsy. 

Habrocomes and Hippotthoos look for Anthia 
Hippothoos recovers Anthia. 

leric Helen 
i 

Lidean 

Helen married to 
Menelaus. 

Paris abducts Helen. Helen in Troy. Recovery of Helen by Menelaus. 

ten 
Helen married to 
Menelaus. 

Hermes carries Helen in 
Egypt. 

Helen against 
Theoclymenus. 

Menelaus recovers Helen (after short battle). 

tn in Dio's Marriage to Paris. The Greeks against Troy Helen in Troy. Greeks win the war. 

in 
ch (and 
odus) 

Marriage to 
Menelaus . 

Paris abducts Helen, but 
she is kept in Egypt. 

Helen in Egypt. Recovery of Helen by Menelaus . 

in 
's, True 

ries 

Helen marries 
Menelaus. 

Cinyras abducts Helen. Helen does not react. Menelaus recovers Helen. 

in 
stratus' 

os 

Helen marries 
Menelaus. 

Hermes brings Helen in 
Egypt. 

Helen in Egypt enamoured 
of Achilles.

Achilles recovers Helen.

lope] 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 

e pattens 

A: The heroine is 
engaged with the hero/ 
RETARD. 

B: Plot against 
heroine's 
chastity/MOTION 

C: The heroine defends 
her chastity/ RETARD. 

D: The hero's quest; 
recovery of the heroine 
/MOTION. 

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). 

Euripidean plot Callirhoe marries Chaereas. Dionysios (as Proteus, Paris 
and Theoclymenus) 
postpones Callirhoe's 
departure. 

Callirhoe defends herself 
against Dionysios' 
advances. 

(Quest failed-
Chaereas is captured). 

Homeric pattern Wedding with Dionysios- 
Menelaus. 

Phamabazos and Mithridates 
— Mithridates uses Chaereas 
to drag Dionysios to Babylon. 

Charicleia as a 
prize/present. 

(Chaereas in search for 
Callirhoe). 

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 
Callirhoe. 

*ded Homeric 
Ms 

-Callirhoe married to 
Chaereas. 

-Stateira and Rhodogoune 
married to Artaxerxes and 
Megabyzos. 

-Callirhoe marred to 
Dionysios. 

-The Egyptian general as 
potential suitor. 

-Stateira and Rhodogoune to 
Sicily? 

-Chaereas abducts Callirhoe 
to Sicily. 

-Callirhoe prefers suicide. 

-Stateira and Rhodogoune 
as prize/present. 

- Callirhoe as a 
prize/present. 

-Callirhoe recognizes 
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 

The patterns 

A: The heroine is 
engaged with the 

hero/ 
RETARDATION 

B: Plot against 
heroine's chastity/ 

MOTION 

C: The heroine defends 
her chastity/ 

RETARDATION 

D: The hero's quest and the 
recovery of the heroine 
/MOTION 

Daphnis herds with 
Chloe. 

- Dorcon tries to force 
Chloe. 

- Pirates attack the 
seashore and captive 
Daphnis. 

Choe does not understand. 

Daphnis captured. 

Chloe with Daphnis. 

Dorcon saves Daphnis. 

Eros' first plot Daphnis is in love 
with Chloe. 

- Daphnis' goat eats the 
rope — War between 
Methymnians and 
Mytilenians; Chloe.is 
abducted 

Pan recovers Chloe after a naval 
battle. 

(Daphnis is praying to Pan). 

Chloe as a 
present 

Chloe's open 
engagements. 

Daphnis is rejected 

The Nymphs help 
Daphnis to get betrothed 
to Chloe. 

Eros second plot Daphnis engaged to 
Chloe. 

- Lampis destroys 
Daphnis' garden 

Lampis abducts Chloe. 

- Gnathon desires 
Daphnis. 

Gnathon recovers Chloe 

Daphnis marriage to Chloe. 

T 4 Achilles Tatius 

The motifs 

e pattern 

A: The heroine is 
engaged with the 
hero/ RETARD. 

B: Plot against heroine's 
chastity/ 

MOTION 

C: The heroine defends her 
chastity/ 

RETARDATION 

D: The hero's quest and 
the recovery of the heroine 
/MOTION 

ie doublet 
*ern I 

Calligone engaged 
to Cleitophon. 

- Cleitophon in love with 
Leucippe; tries to persuade her. 

-Callisthenes abducts'Leucippe'. 

Leucippe resists Cleitophon 
attempts especially after Artemis' 
dream. 

Cleitophon recovers and marries 
Leucippe. 

ii doublet 

Item II 

Calligone engaged 
to Cleitophon. 

Callisthenes abducts Calligone. Calligone resists go Callisthenes. Marriage of Callisthenes and 
Calligone after the latter's 
excellence at the war. 

nieric 
Anions of the 
den in Egypt 

Leucippe engaged 
to Cleitophon. 

- Charmides plans to force 
Leucippe. 

- Gorgias in love with Leucippe — 
gives her a drug. 

- Chaereas abducts Leucippe. 

- Menelaus tricks Charmides. 

- Leucippe in comma. 

Charmides goes to war. 

War and decapitation of 
'Leucippe'. 

len in 
Merida? 

Leucippe faithful to 
Cleitophon. 

- Sosthenes 

- Thersander. 
- Leucippe escapes. 

-Leucippe defends Thersander's 
advances. 

Escape. 
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APPENDIX 

T 5 Heliodorus 

e motifs 

The pattens 

A: The heroine is 
engaged with the 
hero/ 
RETARDATION 

B: Plot against 
heroine's chastity/ 

MOTION 

C: The heroine defends 
her chastity/ 

RETARDATION 

D: The hero's quest and 
the recovery of the heroine 
/MOTION 

First Homeric 
plot 

Charicleia enaged to 
Alcamenes. 

Theagenes elopes with 
Charicleia. 

Charicleia consents . An Amphictyonic war? 

Theagenes seizes Charicleia . 

Second Homeric 
plot 

Charicleia 'engaged' 
to Theagenes. 

Trachinus desires 
Charicleia (towards 
Egypt) 

Peloros desires 
Charicleia. 

Charicleia postpones the 
wedding 

Peloros tricked by Calasiris. 

Duel Peloros-Trachinus 

The battlefield at the Nile's 
delta. 

Theagenes fights Peloros 

Theagenes dead? 

Euripidean plot Charicleia engaged 
to Theagenes. 

Thyamis against 
Charicleia. 

Charicleia conceals 
Theagenes' identity 

Charicleia in the cave. 

Petosiris attack. 
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APPENDIX 

T 6 The Phaedra pattern 

he motifs 

The patt s 

A: The hero is 
engaged with the 
heroine/ 
RETARDATION 

B: Plot against hero's 
chastity/ 

MOTION 

C: The hero defends her 
chastity/ 

RETARDATION 

D: The hero's 
exculpation-
Punishment of the 
'other 
woman'/MOTION 

The two 

brothers 

Bata is handsome and 
chaste. 

Anubis' wife plots against 
Bata — Anubis against 
Bata. 

Bata castrates himself and is 
self-exiled in the Pine Valley. 

-Anubis realises the plot 
and kills his wife. 

-Bata's reincarnation on 
the Egyptian throne 
(killing of his wife). 

Joseph Joseph beautiful and 
chaste. 

-Potiphar's wife desires 
Joseph.- She accuses him 
to Potiphar. 

Joseph in prison -Joseph interprets the 
Pharaoh's dreams and is 
set free. 

-Joseph marries 
Pentephres' daughter. 

Bellerophon Bellerophon is chaste Proitus wife (Stheneboea/ 
Ante(i)a) desires 
Bellerophon; he rejects her 
and she accuses him of 
ravishing 

Proetus sends Bellerophon to 
Stheneboea's father, Iobates 
with a letter to kill him— 
Iobates has him to kill 
Chimaera. 

-Bellerophon refuses to 
sleep with the women of 
the palace-exoneration. 

-Iobates gives him his 
daughter Antheia for a 
wife. 

Hippolytus Hippolytus is a devotee 
of Artemis. 

Phaeda desires 
Hippolytus and has him 
falsely accused to Theseus 
(and commits suicide). 

Theseus has Hippolytus exiled 
and killed by Poseidon's bull. 

-Artemis reveals the truth. 

-Hippolytus becomes 
object of a cult. 

Phoenix Phoenix Young stepmother, former 
concubine, accuses him to 
his father. 

Phoenix exiled. ? 

Metiochus Metiochus condemns 
Eros. 

Hegisipyle plots against 
Metiochos. 

Metiochos is (self) — exiled in 
Samos. 

? 

Bacchon Bacchon a youth. Ismenodora is widowed 
and courts Bacchon. 

--- Marriage of Bacchon and 
Ismenodora . 

Combabus Combabus castrates 
himself in an act of 
chastity. 

Stratonice desires and 
(does not) accuses 
Combabus to the King. 

The king asks for 
Combabus'death. 

-Combabos brings the 
proofs of his castration. 

- Combabos' castration 
results in a ritual by Hera. 

Ninus Ninus has given an oath 
of purity. 

? ? ? 

Rhodanes Rhodanes is engaged to 
Sinonis. 

Rhodanes kisses the 
farmer's daughter. 

Sinonis 'marries' Garmus. ? 

397 



APPENDIX 

T 7 Chariton 

The motifs 

The patterns 

A: The hero is engaged 
with the heroine/ 
RETARDATION 

B: Plot against hero's 
chastity/ 

MOTION 

C: The hero defends her 
chastity/ 

RETARDATION 

D: The hero's 
culpation-
nishment of the 
herwoman'/ 

MOTION 

Artaxerxes? Callirhos the chaste wife. Artaxerxes desires Callirhoe 
(no accusation). 

Callirhoe's judgement 
postponed; in Arados. 

Nothing happens 
and both heroes are 
rewarded. 

Stateira? Callirhoethe chaste wife of 
Chaereas. 

Stateira accuses Callirho e of 
seducing the king? 

Callirhoe imprisoned? sold? Nothing happens 
and both heroines 
are rewarded. 

T 8 Xenophon 

The motifs 

The pattern 

A: The hero is 
engaged with the 
heroine/ 
RETARDATION 

B: Plot against hero's 
chastity/ 

MOTION 

C: The hero defends her 
chastity/ 

RETARDATION 

D:The hero's 
exculpation 

- punishment of the 
ther woman'/MOTION 

Euripidean 

Hippolytus 
Habrocomes condemns 

Eros. 
Habrocomes in love with 
Anthia — Anthia reciprocates 
his feelings. 

The Apollo oracle: 
Habrocomes and Anthia 
adventures. 

Habrocomes reunited with 
Anthia. 

Manto Habrocomes, slave, 
chaste. 

Manto desires Habrocomes 
and accuses him to her 
father of rape. 

Habrocomes is tortured and 
imprisoned. 

Habrocomes governing 
Apsyrtus' household 

No more mention of Manto. 

Cyno Habrocomes, slave, 
chaste. 

Cyno desires Habrocomes; 
she kills her husband and 
Habrocomes is accused. 

Habrocomes punished twice: 
by crucifixion and on the pyre. 

Habrocomes is miraculously 
saved twice- his innocence 
proved — but remains 
imprisoned. 

Hippothoos buys 
Habrocomes' freedom. 

Cyno crusified. 

Rhenaea Anthia is chaste. Rhenaea accuses Anthia of 
seducing Polyidos. 

Anthia sold to a brothel in 
Sicily. 

Hippothoos buys Anthia's 
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 

is in love with Chloe). 
Lycaenion at Daphnis' 
wedding. 

T 9 Longus 
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APPENDIX 

T 10 Achilles Tatius 

The motifs 

patterns 

A: The hero is 
engaged with the 
heroine/ 
RETARDATION 

B: Plot against hero's 
chastity/ MOTION 

C: The hero defends her 
chastity/ RETARDATION 

D: The hero's 
exculpation 

- punishment of the 
'other woman' 
/MOTION 

iomosexual 

ippolytus 

Charicles and Cleinias 
reject all women and 
marriage. 

Charicles is going to be 
betrothed to an ugly 
woman. 

Charicles dies by his 
boyfriend's horse. 

Cleinias exiled. 

leitophon Cleitophon teases Cleinias 

Cleitophon in love with 
Leucippe. 

- Cleitophon a devotee of 
both Aphrodite and Artemis 

- Melite does not accuse 
Cleitophon. 

Thersander accuses and 
imprisons Cleitophon. 

- Melite rewarded by 
Aphrodite and exonerated 

- Cleitophon marries 
Leucippe, as predicted by 
Artemis. 

T 11 Heliodorus 

The motifs 

patter 

A: The hero is 
engaged with the 
heroine/ 
RETARDATION 

B: Plot against hero's 
chastity/ 

MOTION 

C: The hero defends her 
chastity/ 

RETARDATION 

D: The hero's 
exculpation-
punishment of the 
'other woman' 

/MOTION 

■aenete's 

Ppolytus I 
Cnemon Demaenete desires Cnemon, he 

refuses; Demaenete accuses him 
to Aristippus of violence. 

Cnemon is tortured as a slave/ 
inertia. 

Imene te' s 

[ up 
ppolytus II 

Cnemon Demaenete cunningly accuses 
'herself' of having a lover. 

Cnemon is judged for 
parricide and exiled/ motion. 

Demaenete suffers after 
Cnemon's departure? 

bbe's 

iedra 
Demaenete? Thisbe accuses Demaenete of 

having a lover. 
Death of Demaenete Exoneration of Cnemon 

Thisbe hides at Arsinoe's. 

linoe's 
maenete 

Thisbe? (and as a result 
Aristippus). 

Arsinoe repports Thisbe as 
Demaenete's murderer. 

- Aristippus is ruined 
financially 

- Thisbe flees to Egypt 

Death of Thisbe . 

Exoneration of Aristippus 
(fore-coming?) 

And Arsinoe? 

maphian 

aedra- 

lace 

Theagenes faithful to 
Charicleia. 

Arsace attempts to seduce 
Theagenes. 

Theagenes pretends to 
consent. 

bale's 
riling 

Theagenes 

Charicleia 

-Achaemenes classifies 
Theagenes as a slave. 
-Cybele accuses Charicleia of 
poisoning her. 

-Theagenes tortured. 

-Cybele's death 

Charicleia on the pyre. 

- Charicleia's innocence 
proved on the pyre. 
- Achaemenes' death. 
- Arsace's death. 
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T 12 The Iphigenia pattern 

The motifs 

e pattens 

A: A war setting or a 
custom; a god 
requests for sacrifice 
RETARDATION 

B: The victim's 
sacrifice is executed 
by a kinsman/ 
RETARDATION 

C: Recognition of the 
victim by the kinsman, 
or vice versa/ RETARD. 

D: (Averted) Sacrifice by 
transportation of the 
victim /MOTION 

*genia The Trojan War-Artemis 
punishes Agamemnon. 

Iphigenia in Aulis. Iphigenia recognises her 
father's motivations. 

Iphigenia rescued (?) 

es Thoas sacrifices strangers 
to Artemis. 

Orestes is to be sacrificed 
in Tauris. 

Orestes recognises Iphigenia. Reunion and escape. 

ses Thoas sacrifices strangers 
to Artemis. 

Orestes and Iphigenia are 
to be sacrificed by Chryses 
in Tauris. 

Recognition? Escape? 

s -- Orestes and Iphigenia are 
to be sacrificed by Electra 
at Mycaenae. 

Recognition. Happy end. 

stes Apollo's request. Alcestis replaces Admetus 
on his deathbed. 

Herades' entrance. Heracles saves Alcestis and 
restores her to Admetus. 

omeda 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. 

iipidean 

len 

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 

Urhoe Aphrodite plans Chaereas' 
punishment. 

Chaereas kicks Callirhoe to death. Misidentification of Callirhoe's 

golden image. 

Callirhoe's Scheintod 

Rescued by Theron; 

transferred to 

Miletus. 

Ilia 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). 

r 
Anthia in the den with the 
dogs. 

Hippothoos responsible for the 

execution. 
Hippothoos does not recognize 
Anthia. 

Amphinomos saves 
Anthia; then sold to 
Polyidos. 

icippe Leucippe is offered as 
itonov. 

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. 

jtophon Cleitophon is condemned and
about to be executed. 

Sostratus recognises Cleitophon. Reunion and escape.

ibe Thisbe is abducted by 
Thermouthis 

Thyamis 'sacrifices' Charicleia- 
Thisbe 

_ 
_ 

iricleia Charicleia captured by 
Thyamis. 

Thyamis 'sacrifices' Thisbe- 
Charicleia. 

Theagenes misrecognizes Thisbe 
as Charicleia-Theagenes 
recognises Charicleia 

Reunion and escape.

The Ethiopian customs. Charicleia is to be sacrificed by 
her father. 

Hydaspes recognizes Charicleia 
as his daughter. 

The gods and humans 
interfere and the 
sacrifice is averted —
aetiology. 

genes 

ll 

The Ethiopian customs. Theagenes is to be sacrificed by 
Charicleia? 

Charicles recognises Theagenes.  Reunion and
marriage. 
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