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Abstract

This thesis proposes that the ancient Greek novels theorize their readers from
within themselves. The novels self-consciously promote and construct a reader
who is curious, or polypragmōn, and lead this reader towards a recognition of that
fact. The reader becomes aware of his or her experience of reading as a process.
Drawing on Plutarch’s suggestion that the best way to turn curiosity into a force
for good is to turn it on oneself, this thesis puts forward the idea that the novels
lead a curious reader to engage with his or her encounter with the text, to identify
him or herself as curious, and in so doing come to a position of self-analysis.

Attention is drawn to the experience of reading, and the lessons that can be
learnt from it, by the embedding of narratives within the novels. Embedded or
partial narratives can suggest alternative storylines and encourage the curious
reader to pry and collaborate with the narrator. The experience of interior space
maps the reader’s encounter with the novel, constructing him or her as curious
as s/he is encouraged to peep through gaps in doors, follow the narrator through
doors, and think about his or her status as voyeur and eavesdropper. Deceptive
narratives lead the reader to follow suggested storylines and to interrogate the
text to try to discover the ‘truth’ that may lie behind the narrative. Finally, the
presence of female characters incites the curious reader to find out what s/he can
about them, pushing the narrative to its limit.

In going through this process of interrogating the text and actively striving to
find out more by reading between the lines, the reader becomes aware of reading
as a process, and of his or her curiosity, thus becoming able to analyse him or
herself. The novels thus promote a theory of how their readers approach them.
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Introduction

The Greek novels self-consciously construct and theorize for themselves a reader
who is curious, or polypragmōn.1 The texts play to and suggest a reader who
wants to explore the different narrative threads and perspectives that the text
puts forward (some of which destabilize the main thrust of the text), and who by
following his or her curiosity through can supply with his or her imagination the
narratives that remain under-narrated or even merely hinted at. The reader that
the Greek novels construct is therefore collaborative as well as curious. This kind of
collaboration between text and reader is apparent in Hellenistic epigram: readers
of that genre were expected to fill in missing details in a process Bing has named
Ergänzungsspiel.2 Reading the novels becomes, in a sense, a hermeneutic game
played between text and reader with the aim of making the narrative whole. The
reader of the novels is also at times encouraged to engage with his or her experience
of reading, and the ways in which this experience is reflected in and constructed
by the text. Furthermore, through drawing attention to this experience of reading,
the text asks the reader to consider what kind of reader s/he is, and to engage in a
self-analysis or self-diagnosis. The reader is given a choice, and the curious reader
who will explore the alternative narrative patterns is written into the text:

In the romances. . . we can choose either to follow the teleological thrust
of the normative narrative, or choose to explore the microecologies of

1The second part of Whitmarsh 2011 argues that the novels theorize their own reading strate-
gies, within the framework of narrativity versus closure: the novels allow for the reader to engage
with both types of reading.

2Bing 2009, p. 86ff. See also Iser 1980.
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desire that are narrated en route.3

A reader who is polypragmōn (busy about many things) is particularly suitable
for texts that provide such multi-faceted narratives.4 In playing to and fashioning
this curious reader, the novels themselves create a theory of novel-reading which
turns the activity of polypragmosunē into a legitimate one by which the reader can
uncover the narrative and complete the story. The novels court the reader’s desire
to find out about the narrative: “the movement of narrative itself is driven by desire
in the form of ‘epistemophilia’, a desire to know: we want to discover secrets, to
know the end, to find the truth.”5 The reader’s epistemophilia is manifested in his
or her polypragmosunē.

Each chapter of the thesis will examine a different way in which this curious,
inquisitive reader is constructed by exploring ways in which the novels involve
the reader in processes of discovery, selection, and interpretation. The first, ‘Self-
commenting narrative’, will demonstrate that novels reflect upon themselves and
the processes of reading by encouraging, and in some cases instructing, the reader
to read against the text and to take an interest in every aspect or possibility of
the narrative. The second chapter, ‘Curious reading and interior space’, will argue
that the novels’ representation of access to interior spaces models the reader’s
access to the narrative, thus creating a model for reading that is explorative. The
third chapter, ‘Narrative deceptions’, will concentrate on how novels often deceive
and mislead the reader, making him or her work harder in his or her reading
and think about alternative narrative routes. The final chapter, ‘Reading female
voices’, will demonstrate that female characters in the novels have a part to play
in constructing the curious reader. They contribute to the shaping of this kind of
reader by encouraging him or her to find their narratives, asking more questions
of the text, often by reading against the main narrative. This chapter also asks
the questions of who is in control of the narrative, and what does it mean for the
reader to read from a female perspective. These final two chapters in particular
will ask what kinds of narrative can be found once the curious reader has been

3Whitmarsh 2011, p. 168.
4I owe this point to Catherine Connors.
5Culler 1997, p. 91.
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identified: once curious, where can the text take the reader? Overall, my research
aims to enrich our ideas about ancient novel-reading, a subject for which we lack
any explicit ancient theory.

In suggesting that the reader of the ancient novels is both inquisitive and in dia-
logue with the text, I take my lead from Hunter,6 who argues for a curious reader
(and novelist), and from Konstan,7 who argues for an active reader: one who fully
engages with and questions the text. The reader of the ancient novels “approached
them in the same active or dialogical spirit that they did elite literature”8 and
sustained an “interrogative relationship”9 with the text. Part of this interrogative
relationship involved a constant searching in the text, leaving no stone unturned.
The texts themselves invite this kind of reading; often there are gaps to fill in, or
mysteries or riddles to solve.10 More recently, Whitmarsh — who calls the reader
“appetitive”11 — says that (in Chariton) curiosity is a metanarrative force indica-
tive of the “invasive impulse for knowledge” within the novel.12 Morales shows
that Achilles Tatius writes several types of reader into the text in Leucippe and
Cleitophon,13 and one of these readers is Conops, a polypragmōn who “actively
strives to glimpse what is hidden, and to uncover what should be private”.14 A
reader who based their reading on polypragmosunē would “root out hidden mean-
ings and be alert for subtexts, stripping away at the layers of the narrative”.15

Morales observes that the myth narrated by Conops (2.21.1-4) encourages this
kind of reading.16 The reader who reads in this way, and thus identifies with
Conops, is “an irritant”.17 On the other hand:

6Hunter 2009. See especially p. 60 for Homeric scholia and readers who practise polypragmo-
sunē.

7Konstan 2009.
8Ibid., p. 7.
9Ibid., p. 7.

10Ibid., p. 13. See also Hunter 2009, p. 51.
11Whitmarsh 2011, p. 188.
12Ibid., p. 190. See also ibid., p. 212: “There is room in romances for resistive reading — for

curiosity”.
13Morales 2004, pp. 77–95.
14Ibid., p. 86.
15Ibid., p. 87.
16Ibid., p. 87.
17Ibid., p. 87.
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he or she is placed in a double-bind, for the strategies of concealment
and revelation mobilised by the narrative encourage him or her to
be vigilant and curious. The sexualised descriptions of Europa, An-
dromeda and Leucippe are designed to solicit a voyeuristic engagement
from the reader.18

This implies both that polypragmosunē is a negative quality,19 and that the reader
is nevertheless unable to escape from the fact that s/he has to read this way. I
shall argue that the Greek novels, Leucippe and Cleitophon included, are actually
using curiosity in a different way; they are reclaiming it for their own self-referential
purposes and reframing it in a way that is less negative. I shall argue that curiosity
becomes a tool by which the novels draw attention to their narrative potentiality,
and that it encourages the reader to imagine and fantasize, as Morales points out,
because this is its purpose. The novels make the reader self-analyse when s/he
realizes s/he is creating a fantasy because of his or her readerly curiosity. If the
novels make the reader create his or her own fantasy and then draw attention to
this fact, then that is the message of the novels: a reader must always be self-aware,
just as the text is. Polypragmosunē, then, can be useful and positive as long as one
is aware of how one is using it. The reader who does not read in the active and
interrogative way that the text suggests does not end up as richly rewarded by his
or her reading experience as the reader who does follow the path that is theorized
for him or her. Conops’ brand of polypragmosunē — which amounts to sitting
with the door open in order to overhear what is going on or catch sight of who is
going past rather than going out of his way to spy actively — is the wrong kind: he
ultimately fails in his task. The reader needs to be more attentive to detail, to strive
actively to discover the narrative, and to take care not to be duped by narrative
‘sleeping drugs’, administered while s/he is not paying attention, which could result
in him or her missing the action. That is, every narrative stone must be turned
and every possibility explored in order to experience the novels’ full intricacies and
delights. This type of polypragmosunē, as I shall argue, leads ultimately to readerly
self-analysis. Novelistic curiosity thus finds a place amidst the cultural milieu of

18Morales 2004, p. 87.
19As indeed it had previously and in other contexts been theorized.
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self-awareness and intellectual self-improvement of the Imperial period.

Polypragmosunē

Ehrenberg documents the development of the term polypragmosunē as it is evi-
denced in Greek literature.20 He demonstrates that on the one hand the Athenians
traditionally took pride in their polypragmosunē and saw it as a positive quality,
since for them it carried implications of toiling hard for the good of the expansion
of the state: “Athenian imperialism was the main result of Athenian poluprag-

mosÚnh, or to put it the other way round, polupragmosÚnh was the psychological
basis of Athenian imperialism.”21 However, it was regarded by others as a nega-
tive quality; in Herodotus, “the deprecatory implications [of polupragmonšein] are
obvious.”22 The polypragmōn later becomes seen as someone who pries into some-
one else’s affairs, a busybody and meddlesome, but polypragmosunē could also
mean research,23 so the concept was used in contexts ranging “from imperialism
to gossiping and from science to intrusive curiosity.”24

Plutarch, in his Peri Polypragmosunēs, certainly paints the polypragmōn in a less
than desirable light. He says that polypragmosunē is one of the unhealthy and
harmful states of mind (p£qh nosèdh kaˆ blaber¦, 515c), and is a desire to
learn about other people’s woes (filom£qei£ t…j ™stin ¢llotr…wn kakîn, 515d).
A polypragmōn will pry into what happens in the mansions of the rich, houses
of the poor, royal courts, and bridal chambers of the newly-wedded (oÛtw toà

polupr£gmonoj Ð noàj ¤m’ ™n plous…wn o‡koij ™st…n ™n dwmat…oij pen»twn ™n

aÙla‹j basilšwn ™n qal£moij neog£mwn: 517a) and he seeks to know about ev-
erything, even prying into the lives of foreigners and leaders (p£nta pr£gmata

zhte‹, t¦ xšnwn t¦ ¹gemÒnwn, 517a). A polypragmōn will also ‘break into private

20Ehrenberg 1947.
21Ibid., p. 47.
22Ibid., p. 46.
23Van Hoof 2010, p. 179: Although Socrates is derided for being a busybody, educated people

“seem to have taken pride in such investigations.”
24Ibid., p. 180.
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letters, put their ears to their neighbours’ walls, and whisper with their slaves and
women’ (™pistÒlia diorÚttousin ¢llÒtria kaˆ parab£llousi geitÒnwn to…coij

t¦ ðta kaˆ sumyiqur…zousin o„kštaij kaˆ guna…oij, 519f).25

Plutarch prescribes turning one’s curiosity towards more intellectual pursuits and
towards reading t¦j ƒstor…aj (517e) as a remedy for polypragmosunē. This is
because these texts contain the sort of material that the polypragmōn is seeking:

™ntaàqa g¦r œneisi

pes»mat’ ¢ndrîn k¢polaktismoˆ b…wn,
fqoraˆ gunaikîn, ™piqšseij o„ketîn, diabolaˆ f…lwn, paraskeuaˆ

farm£kwn, fqÒnoi, zhlotup…ai, nau£gi’ o‡kwn, ™kptèseij ¹gemoniîn:

For in there you will find ‘the falls of men, and violent deaths,’ disgraces
of women, attacks of slaves, treachery of friends, preparing of poisons,
envy, jealousies, shipwrecks of households, and downfalls of leaders.

517e-f

What kind of texts are these ƒstor…ai? Hunter says that “Plutarch uses ƒstor…ai

where we would probably wish to translate (neutrally) as ‘stories’.”26 Novelistic
texts also contain the kinds of themes found in t¦j ƒstor…aj, as well as the sorts
of things that Plutarch says a polypragmōn will search for in life.27 According to
Plutarch, people who are polypragmones Øperb£ntej toÝj ™n mšsJ lÒgouj. . . t¦

kruptÒmena kaˆ lanq£nonta kak¦ p£shj o„k…aj ™klšgousi (‘ignoring the narra-
tive in public view. . . pick out the hidden and concealed evils of the whole house’,
516d). They also toÝj to…couj ¢pamfišnnusi, t¦j qÚraj ¢napet£nnusi (“they
strip off the walls and throw open the doors” 516f) of other people, which is what
the reader of the novels is encouraged to do.28

25All translations are mine unless stated otherwise.
26Hunter 2009, p. 57.
27See ibid., 57–58: “Plutarch’s list of what you can find in ƒstor…ai could certainly be as well

illustrated from those texts which we call ‘ancient novels’ as from the ‘history’ of the ancient
world”. Van Hoof suggests that Plutarch may be alluding to his own works when he says one
should study nature, the moon, and histories (Van Hoof 2010, p. 207).

28Morales 2004, p. 85 notes the first of these and also filopeust…a tîn ™n ¢pokrÚyei kaˆ
lanqanÒntwn, 518c. See also Whitmarsh 2011, p. 187 n. 49.
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Plutarch’s treatise, then, makes the point that a polypragmōn is essentially a bad
person, or a person with dubious and questionable morals. However, the evidence
from the novels shows that, with three possible exceptions, no polypragmōn is es-
sentially bad, and this suggests the novels have a different attitude to curiosity. In
Xenophon of Ephesus at 3.9.2 and 4.1.2 it is Habrocomes and Hippothous respec-
tively who are described as engaging in polypragmosunē. Habrocomes is making
enquiries about Anthia and Hippothous about Habrocomes.29 In Chariton at 1.1.10
and 1.3.3 the people engaging in polypragmosunē are crowds, who may be nosy,
but are not morally bad.30 Indeed, at 1.1.10 they show concern for Chaereas and
urge his father to let him marry Callirhoe. Their curiosity thus becomes a plot
driver.31 At 1.4.4 Chaereas is accosted by a stranger who tells him he has some-
thing important to tell him, and in doing so mestÕn poi»saj ™lp…doj kaˆ fÒbou

kaˆ polupragmosÚnhj (‘made him full of hope and fear and curiosity’). This is
part of the plot the suitors hatch against Chaereas. Interestingly, at 2.4.9, Leonas
says t…j mšn ™sti, dšspota, m¾ polupragmonîmen: (‘Master, let us not be inquisi-
tive about who she [Callirhoe] is’). He is implying that Dionysius does not really
need to know Callirhoe’s history to satisfy his lust, but Dionysius says that he is
unable to enter into any kind of relationship with Callirhoe without first finding
out who she is and where she is from, and even at this stage seems concerned for
her welfare.32 Dionysius himself is referred to as polupragmonîn at 2.5.7 and 2.7.2,
and at 3.9.4 Plangon only tells Dionysius the bare facts when some strangers have
arrived and have been worshipping an image of Callirhoe because she knows that
Eros is naturally inquisitive and Dionysius will pry into what has happened of his
own accord.33 Finally, at 3.9.12 Dionysius reprimands Phocas for not personally

293.9.2: `O d� `AbrokÒmhj ™z»tei kaˆ ™polupragmÒnei e‡ tij ™p…staito kÒrhn poq�n xšnhn
a„cm£lwton met¦ lVstîn ¢cqe‹san:; 4.1.2: Ð `IppÒqooj ™polupragmÒnei <e‡> poqen `AbrokÒmhn
eØre‹n dun»setai:.

301.1.10: polupragmonoàntej d� t¾n a„t…an œmaqon tÁj nÒsou, kaˆ œleoj p£ntaj e„sÇei
meirak…ou kaloà kinduneÚontoj ¢polšsqai di¦ p£qoj yucÁj eÙfuoàj; 1.3.3: kaˆ p©j Ð par-
iën eƒst»kei koinù tini polupragmosÚnhj p£qei:.

31Whitmarsh 2011, pp. 186–187.
32“oÙk ¨n poi»saimi” fhsˆn Ð DionÚsioj “prˆn maqe‹n t…j ¹ gun¾ kaˆ pÒqen. ›wqen oân pu-

qèmeqa par’ aÙtÁj t¾n ¢l»qeian. metapšmyomai d’ aÙt¾n oÙk ™nq£de, m¾ ka… tinoj biaiotšrou
l£bwmen Øpoy…an, ¢ll’ Ópou prîton aÙt¾n ™qeas£mhn, ™pˆ tÁj 'Afrod…thj genšsqwsan ¹m‹n oƒ
lÒgoi.” 2.4.10.

33ºp…stato g¦r Óti fÚsei per…ergÒj ™stin Ð ”Erwj k¢ke‹noj di’ ˜autÕn polupragmon»sei perˆ
tîn gegonÒtwn.
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finding out whether Chaereas is dead or just captured: oÙk ™polupragmÒnhsaj

pÒteron ™n to‹j teqnhkÒsi Cairšaj ™stˆn À ™n to‹j dedemšnoij. In Achilles Tatius
at 2.38.2 women’s looks — or rather their false looks from adornment — are de-
scribed as polypragmōn: gunaikˆ m�n g¦r p£nta ™p…plasta, kaˆ t¦ ·»mata kaˆ t¦

sc»mata: k¨n e�nai dÒxV kal», tîn ¢leimm£twn ¹ polupr£gmwn mhcan». This in
itself is a thought-provoking use of the word. Are the women themselves a source
of curiosity? Perhaps it is rather that one has to look hard through a woman’s
makeup and outward appearance to see the woman beneath, just as one has to
look hard through layers of narrative in a novel to find the complete story. At
5.10.7 Cleitophon’s father is trying to find out where Cleitophon is: ™poluprag-

mÒnei d� pantˆ sqšnei, po‹ kecwr»kate:. In Longus, at 4.17.3, Gnathon defends
his choice of love-object (a goatherd!) against Astylus’ suggestion that he may
be ashamed: oÙdeˆj taàta, dšspota, ™rast¾j polupragmone‹, ¢ll’ ™n o†J pot�

¨n sèmati eÛrV tÕ k£lloj, ˜£lwke. (‘Master, no-one in love is inquisitive about
these things but whatever the body he may find beauty in, he is captured’). At this
point he has dubious intentions but later redeems himself by rescuing Chloe and
is invited to the wedding, and his sentiment seems a positive one. In Heliodorus,
at 2.17.4, after Thisbe’s corpse has been discovered, Cnemon attempts to send
the bandit Thermouthis off to make enquiries about Thyamis, but this is just an
excuse to get him out of the way.34 Later, at 2.20.1, polupragmone‹n refers to
Thermouthis and Cnemon who have both gone on this expedition. Thermouthis is
waiting for nightfall so that he and Cnemon can go to the village to enquire about
Thyamis (however, Cnemon will by now have succeeded in losing Thermouthis by
tricking him).35 At 5.2.4 Cnemon says he will not be able to sleep until he has
found out under what delusion Nausicles is suffering when he says that he has
recaptured Thisbe alive.36 At 7.16.1 Cybele asks Achaemenes what he is being

34'Apoleiptšon oân ¹m‹n kaˆ feuktšon æj ¥rkuj tin¦j kaˆ desmwt»rion t¾n nÁson,
¢popšmyantaj prÒteron tÕn Qšrmouqin prÒfasin æj peusÒmenon kaˆ polupragmon»sonta e‡
ti perˆ toà Qu£midoj œcoi manq£nein.

35Kaˆ Ð m�n ™peid¾ prÕj ta‹j ¢krwre…aij ™gšneto toà Ôrouj ¢nšpauen ˜autÕn ™p… tinoj pštraj
˜spšran te kaˆ nÚkta ¢namšnwn, kaq’ ¿n sunškeito aÙto‹j ¼kousin e„j t¾n kèmhn t¦ perˆ tÕn
QÚamin polupragmone‹n. . .

36™gë d� oÙk œstin Ópwj ¨n bióhn e„ m¾ q©tton Øpexelqën trÒpon Óntina d¾ polupragmon»-
saimi t…j pote pl£nh tÕn Nausiklša kate…lhfen À Ópwj par¦ mÒnoij A„gupt…oij oƒ teqneîtej
¢nabioàsin.
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curious about when he is spying on Theagenes and Charicleia through a door: T…

polupragmone‹j. . . ; (this will be discussed in chapter 2). Finally at 8.3.5 Thyamis
makes inquiries about the protagonists (polupragmonîn) in an attempt to find
out where they are so that he can take care of them as per Calasiris’ wishes; this
happens after he has been reinstated as a priest.37

The exceptions, which I have not included above, are as follows. Conops in Achilles
Tatius I have discussed already. As Pantheia’s servant he is part of the system of
making sure that her daughter Leucippe remains chaste, which is one of the points
on which the events of the novel hang. As I noted above, his type of polypragmosunē
is misplaced, so, because he is not successful at being polypragmōn, he is not a
model for the reader, and therefore the fact that he is an unpleasant character
does not suggest or comment upon the immorality of the reader. In Chaereas and
Callirhoe at 1.11.6 Theron is concerned that Callirhoe should not be sold in Athens
because Athens is a city of busybodies. Through their curiosity, the Athenians
would have found out exactly who Callirhoe was, so they would actually have
been morally (but not in terms of the narrative) a force for good rather than a
negative force, which Theron says they would be.38 Trachinus in Heliodorus is the
final exception, since he is a pirate and has evil intent. He says he wants to know
when the Phoenician ship will sail from Zachynthus because he is in love with
Charicleia. It must be concluded that Trachinus is the only real exception — a
polypragmōn who is morally bad and interested in the heroine just as the reader
is — and he ends up being killed.

Whitmarsh says that in Xenophon of Ephesus, Longus and Heliodorus polyprag-
mosunē is “largely deproblematised”,39 but I think that curiosity is an important
feature in these novels as well as in Chariton and Achilles Tatius; in this genre it is
reframed, or reclaimed, as positive. Even Lucius in the Onos is not an essentially
wicked person,40 and he eventually works out what his problem is when he talks
about having escaped the curiosity of an ass at the end of the text: he identifies
what it was that put him in that situation in the first place. I do not seek to

37K¢peid¾ polupragmonîn kaˆ ™kpunqanÒmenoj œgnw to‹j satrape…oij ™nJkismšnouj. . .
38But he is the pirate who stole her and has his own motives.
39Whitmarsh 2011, p. 186 n. 47.
40Cf. Walsh 1988, p. 75: “There is no suggestion that Lucius has behaved impiously.”
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analyse the term polypragmosunē as it appears in the novels, but will venture to
explore how the novels construct and promote a reader who has the qualities of a
polypragmōn, that is, one who will investigate the narrative.

Hunter argues that reading or listening to histories or novels is “a way of being
healthily polupr£gmwn, because it all turns out for the best.”41 I agree that the
novels put a positive spin on polypragmosunē; however, the way in which I think
the novels encourage healthy polypragmosunē is by putting the reader in a position
of examining his or her own reading process. It is therefore pertinent for my dis-
cussion that Plutarch suggests that curiosity, rather than being directed at other
people’s affairs, should be directed towards one’s own affairs: met£qej œxwqen kaˆ

met£streyon e‡sw t¾n polupragmosÚnhn: (515d). He also says that if someone
turns his curiosity towards his own affairs then he will ask himself questions:

™ntaàq’ œcei diatrib¦j oÙk ¢cr»stouj oÙd� kako»qeij ¢ll’ çfel…-

mouj kaˆ swthr…ouj tÕ filopeuq�j toàto kaˆ filÒpragmon, ˜k£stou

prÕj ˜autÕn lšgontoj,

pÁ trapÒmhn; t… d’ œrexa; t… moi dšon oÙk ™telšsqh;

Then this curious and busy disposition has pastimes that are neither
useless nor bad in character but useful and a saving grace, with each
man saying to himself “where have I gone astray? What have I said?
What have I not achieved that it was necessary for me to achieve?”

515f

Plutarch is asking the polypragmōn to question his actions. Although he is talking
in this context about taking an interest in one’s own household, as opposed to
the households of others, this surely implies using one’s curiosity as a means to
self-analysis. Furthermore, later on in the text Plutarch suggests “exercises for
reflection”42 to cure curiosity; yet more self examination.

41Hunter 2009, p. 60.
42Van Hoof 2010, p. 198.
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Curiosity as a tool by which one can analyse oneself is what the novels promote
for their reader: they construct the reader as curious, and then, through drawing
attention to his or her curiosity, compel him or her to analyse his or her own
reading experience. Lieve Van Hoof demonstrates that Plutarch admits that the
remedies of turning curiosity on one’s own affairs, and reading history, will not
work unless one has undergone the “fully fledged, twofold therapy”43 that can be
found in the last two paragraphs of the text, which are the exercises for reflection
previously mentioned, and practical training to help one gain self-control. The
novels offer the reader an easier solution. Read the novels and one’s curiosity will
be provoked and guided through a process that directs it towards self-reflection:
“fiction teaches us the truth about ourselves and the world. Through fiction we
learn imaginatively what we cannot learn experientially.”44 Van Hoof says that
Plutarch’s aim is not for people to stop enjoying their leisure time, but for people
to stop being so concerned about everything and everyone else that they have no
time for reading and other such activities.45 One lesson we can learn from Plutarch,
then, is this: make time in your life for novels; there is much that can be found
within them.46

The reader

The question of who read these texts in antiquity is a much-asked and variously-
answered one, and is not a debate into which I wish or aim to enter with a definitive
answer. It should nevertheless be mentioned as part of this study because I do not
believe that even a theoretical reader constructed by the text can in reality be
completely divorced from the real-life readership unless it is referred to using a
completely different term.47 Furthermore, without a real-life ancient readership

43Ibid., p. 198.
44Morgan 2004, p. 17.
45Van Hoof 2010, p. 207.
46This is made more pertinent by Hunter’s ‘idle wondering’ about whether Plutarch’s use of

the phrase nau£g’ o‡kwn is an allusion to the novels’ shipwrecks, Hunter 2009, p. 58 n. 17.
47See Iser 1978, pp. 34–35: “No matter who or what he may be, the real reader is always offered

a particular role to play, and it is this role that constitutes the concept of the implied reader.”
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the novels would not have survived to be read, enjoyed, and debated by the real-
life modern readership.

Papyri are not very useful in indicating the numbers of real-life readers, given
their paucity,48 and are also unable to tell us what sort of person read the novels.
Hunter argues that since the novels imply varied audience responses their real-life
readers might have been “diverse and complex”.49 He also seems to imply that
readers within the text reflect the kind of reader one would find outside the text
in real life.50 Bowie notes that we should “distinguish between actual and intended
readers,”51 and then goes on to issue a caveat about the contentious question of
the intended reader. It is of course impossible to be absolutely sure for whom these
texts were written and by whom they were read, but since the texts are so highly
allusive, presupposing a knowledge of the canon of Greek literature, “it seems rea-
sonably likely that the educated who knew and relished the domestic complications
of Menander, the emotionality of a Euripidean tirade, and the courtroom rhetoric
of Demosthenes, would be the novel’s optimal readers.”52

Another contentious issue is the possibility of the novels having been written for,
or read by, women.53 Taking internal evidence as her starting-point, Egger strongly
posits a female readership by arguing that all of the (five extant) novels contain
“features that invite female identification”54 and function on the basis of “emo-
tional gynocentrism, but factual androcentrism.”55 Contemporary female readers
would perhaps have been attracted by the female characters’ emotional and erotic
power, even though the texts put forward a patriarchal framework of female legal
disempowerment.56 Hägg suggests that the insistence upon male chastity would

48See Bowie 1996, p. 93.
49Hunter 2008a, p. 270.
50Cf. Morales 2004, p. 77 ff.
51Bowie 1996, p. 89.
52Lightfoot 2000, p. 276. See also Stephens 1994.
53Or indeed novels having been written by women: Johne 1996, pp. 163–164, 199–200.
54Egger 1994b, p. 264.
55Ibid., p. 272.
56Ibid., p. 273. See also Egger 1994a. More plausibly, Haynes suggests that “the archaising

disempowerment of ‘good’ women in the novels can equally well be ascribed to a male need to
render them unthreatening.” (Haynes 2003, p. 5.) I shall discuss women in the novels further in
chapter 4.
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also have appealed to women.57 Johne too suggests a female readership is highly
likely: “upper and middle-class women could feel writers addressing them. Women
found many opportunities for indentification”.58 On the other hand, the various
fantasies created by the text work in reverse as well: strong female characters may
appeal to a male readership as much as a female one.59 Hunter writes that “there is
little positive evidence in favour of the ‘female readership’ hypothesis, and at best
the question remains open.”60 Here it suffices to say that the original readers of
Greek novels are generally agreed to have been the educated elite, and that some
women would have fallen into this category.

The question I am addressing is not who actually read (or listened to) these texts
in antiquity, or even for whom were these texts intended, but how would a reader
of the novels approach the texts? That is, what kind of a reader do the novels
themselves invite and promote? I hope to discover a conceptual framework for
understanding the ancient novel reader that is laid down by the texts themselves.
In order to achieve this it is necessary to concentrate on the reader constructed by
the text, rather than an external real-life reader:

If, then, we are to try and understand the effects caused and the re-
sponses elicited by literary works, we must allow for the reader’s pres-
ence without in any way predetermining his character or his historical
situation. We may call him, for want of a better term, the implied
reader. He embodies all those predispositions laid down, not by an
empirical outside reality, but by the text itself.61

This reader is, according to Iser, “a construct and in no way to be identified with
any real reader”,62 but the real reader nevertheless must identify with this con-
struct. I shall argue in the course of this thesis that the reader is directed by the

57Hägg 1983, p. 96.
58Johne 1996, p. 207.
59Haynes 2003, p. 5.
60Hunter 2008a, p. 266. See also Haynes 2003, pp. 9–10.
61Iser 1978, p. 34. My emphasis.
62Ibid., p. 34.
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text, and shown how to read each particular novel, essentially casting him or her
in a role which is that of Iser’s ‘implied reader’. I am positing that the real-life
reader engages with this text-constructed reader in some way, which is why I said
above that the real-life reader and implied reader cannot in practice be completely
separated.

The reader of the novel is encouraged to imagine to some extent but their imagin-
ings cannot stray outside the believable possibility set up by the narrative’s play
of concealment and revelation: “What is concealed spurs the reader into action,
but this action is also controlled by what is revealed.”63 Put another way, the text
is not completely proscriptive; it has an open prescriptiveness:

The reader is necessary to the production of meaning. . . but he is con-
strained by the text, just as hot water is necessary to the production of
tea, but a mixture of tea leaves and water will produce only tea, never
coffee or chocolate milk.64

The Greek novels’ blend of tea is, however, a particularly exciting and taste-bud
tingling one.

Methodology

The novels are polyphonic in nature;65 they put forward various narrative threads
and perspectives. We can, as readers, identify “further voices” within the text:66

63Iser 1980, p. 111.
64Crosman 1980, pp. 154–155. See also Morgan 1991, p. 85: “Works of literature. . . are to

some extent in control of their own meanings, and the reader’s interaction with the text, while
remaining an essential component of the whole, operates within a framework of active direction
and guidance from the text.” See further Chambers 1984, p. 35 and Eagleton 1983 repr. 1996,
p. 73.

65Bakhtin 1975 tr. 1981, p. 259 ff., Fusillo 1989 tr. 1991, Whitmarsh 2008.
66Ibid., p. 238.
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Bakhtin describes the novel as fundamentally polyphonic (multi-voiced)
or dialogic rather than monological (single-voiced): the essence of the
novel is its staging of different voices or discourses and, thus, of the
clash of social perspectives and points of view.67

I take as my starting point this background of reading the novels as repositories
of varied perspectives and storylines: the reader is urged to take on these differing
perspectives, investigating them as s/he goes through the text. In addition to this,
novels present the reader with differing narrative threads which constitute the
narrative routes down which the curious reader is encouraged to travel, even if
the main teleological thrust of the text leads to the homecoming and/or marriage
of the protagonists: “there are invariably, for the reader, residual memories of
alternative narrative positions.”68 The reader has to reconcile the various different
perspectives:

We read backwards and forwards simultaneously, predicting and recol-
lecting. . . all of this complicated activity is carried out on many levels
at once, for the text has ‘backgrounds’ and ‘foregrounds’, different nar-
rative viewpoints, alternative layers of meaning between which we are
constantly moving.69

Thus reading is an action that is carried out on various different levels, often
concurrently, and the narrative layers that can be found within a text all resonate
with each other, both communicating meaning and also challenging the reader to
find it.

An overarching reader response approach provides the backdrop to my study.
Within this theoretical approach, meaning is created in the interaction between
text and reader:

67Culler 1997, p. 87.
68Whitmarsh 2008, p. 238.
69Eagleton 1983 repr. 1996, p. 67.
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what modern philologists are concerned with in the study of complex
allusion is a relationship between author and reader which can involve
indirection as much as direction, concealment as much as revelation.70

This is true of reading as a whole: it is a contract, or dialogue, between text and
reader. Literature is like a musical score, which “will only be transformed into
music when it is performed.”71 A text does not fully exist until a reader “picks it
up and concretizes it in her or his reading.”72 Put another way,

[t]he work is full of ‘indeterminacies’, elements which depend for their
effect upon the reader’s interpretation, and which can be interpreted
in a number of different, perhaps mutually conflicting ways.73

The curious reader is one kind of reader that the novels promote. Other scholars
see other ways to interpret the novels, which do not have not to exist in order for
the curious reader to exist.

Reading the novels is a process, and in going through it the reader can become
more aware of him or herself:

The whole point of reading, for a critic like Iser, is that it brings us
into deeper self-consciousness, catalyzes a more critical view of our own
identities. It is as though what we have been ‘reading’, in working our
way through a book, is ourselves.74

The reader of the Greek novels is brought to a position of self-analysis, or self-
‘reading’. Reading the novels, then, is a transformation of the kind that Plutarch
recommends. The novels as texts are a transformative experience. That is, the
novel can be enjoyed both by the semantic, or first-level, reader who “wants to know

70Hinds 1998, p. 25.
71Schmitz 2002, p. 87.
72Ibid., p. 87.
73Eagleton 1983 repr. 1996, p. 66.
74Ibid., p. 68.
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what happens”75 and by the critical, or second-level, reader who “asks himself what
kind of reader that particular story was asking him to become.”76 It is possible
to move from one level to another, and to appreciate the work on both levels
simultaneously: “The second-level reader is. . . the person who realizes how the work
manages to function brilliantly at the first level.”77 Not all readers fall into one
of these two categories, and the novels present a plurality of possible readers, or
reading positions, which can take place concurrently. As such, the meaning of the
text is the experience the reader encounters when he or she reads it; meaning is,
in other words, what the text does to the reader.78

As well as reader response theory, I shall also make use of narratology, as some
of the critical terminology will be helpful in determining how characters function
within the text, and how the reader is allowed access to different perspectives. The
difference in concept between narrator79 and focalizer,80 and indeed different levels
of embedded focalization, are particularly important to novelistic texts because
the polyphonic nature of the narrative means that many different perspectives are
brought together within one text.81

The thesis will also deal with some Hellenistic poetry, since this is a genre which is
similarly aware of its audience or reader, and constructs it in a way that resonates
with the ancient novel. In addition, Hellenistic poetry consists of a shift in themes
towards the private just as the novels do, so it is a useful genre with which to
make comparisons. It also demonstrates that it is aware of its reading audience
and is concerned with the act of reading as part of the experience of the text:
“poets writing for the social elite became concerned as never before with the act of
reading itself, with the impact of the written word, as artefact and medium, on the

75Eco 2002 tr. 2006, p. 223.
76Ibid., p. 223.
77Ibid., p. 223.
78Fish 1976.
79The “[f]unction consisting of the verbal presentation of the story.” (de Jong 1987, p. xiv).
80The “[f]unction consisting of the perceptional, emotional and intellectual presentation of the

fabula.” (Ibid., p. xiv.) The fabula is “a chronological series of events caused or experienced
by characters in a fictional world” and the story is “the elements of the fabula. . . as perceived,
ordered and interpreted by a focalizer.” (Ibid., p. xiv).

81Cf. Whitmarsh 2008, p. 238: “The novels cast themselves as repositories for multiple narrative
voices, often partisan and competing.”
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reception of their work.”82 Poets often draw attention to the theme of writing and
the written nature of the texts themselves as well as the act of composing or per-
forming poetry.83 As part of this self-consciousness, Hellenistic poetry constructs
its reader from within the text. There are two kinds of reader in the text: a fictive
reader and a “response-inviting structure (Wirkungsstruktur) which guides and
governs its readers.”84 It is this second reader in the text, the ‘implied reader’,85

and how it is constructed, that I wish to explore. The novels construct a reader
who is curious and who pries into the narrative. At certain points in this thesis I
shall explore whether a parallel to this curious reader can be found in Hellenistic
poetry.

The Greek ‘novel’

It is necessary here to say a few words about the genre of the Greek novel (a
contentious issue just as is the real-life reader) and how I conceive of it. Through-
out this thesis I shall be discussing the five ‘ideal’ novels, that is, Chariton’s
Chaereas and Callirhoe, Xenophon of Ephesus’ Ephesiaca, Longus’ Daphnis and
Chloe, Achilles Tatius’ Leucippe and Cleitophon, and Heliodorus’ Aethiopica as
well as the [Pseudo-]Lucianic Onos, along with supporting evidence from the Latin
novels and less salubrious fragmentary Greek novelistic texts. I have selected these
texts as they share a common approach to theorizing their reader as curious.

82Bing 2009, p. 2. See also Meyer 2007, p. 187: “The GA itself is an example of the dynamics
which grew from the diffusion of a culture of reading. The interaction of authors and readers
evolved into a “communication” across the times, a dialogue in which authors and readers played
different parts: poets enact themselves as readers and let their own reading experiences be re-
flected by their epigrams; collectors arrange epigrams for other readers; moreover, the genre of
literary commentary develops, reflecting an interest in, and work on, the literary oeuvre of other
authors.”

83Goldhill 1991, p. 224: Hellenistic poetry has a “self-reflexive concern for the composition of
poetry, expressed within poetry.”

84Meyer 2007, p. 191.
85Iser 1974.
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Chapter 1

Self-commenting narrative

Introduction

The aim of this first chapter is to demonstrate that narratives embedded within
ancient novels can tell stories about reading those novels, and that these stories in
turn guide the reader and suggest how s/he should approach the text. Novels self-
consciously construct their reader by showing him or her how reading works. The
focus in the present chapter will be on three different stories that are told about
novel-reading within the novels; that is, three different functions of embedded
narratives that shape and direct reading.

Firstly, novels often represent characters within the text reacting to narratives
such as reported stories, pictures, or dreams. Particularly in the case of stories,
the exchange between the narrator and the person on the receiving end of that nar-
ration dramatizes the communication between the novelist and his reader. These
intradiegetic86 ‘readers’ both guide the extradiegetic87 reader’s response to the par-
ticular embedded story, picture, or dream, and suggest how the reader might be
alert to the complications of reading and interpreting the novel. The presence of

86That is, internal to the text.
87That is, external to the text.
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‘readers’ within the text thus has the effect of making the external reader analyse
the acts of reading and interpretation in which s/he is involved.

Secondly, embedded narratives insinuate meanings that run counter to or parallel
to the main thrust of the text and thus enhance the reader’s experience of the nar-
rative. Embedded narratives add to what the reader takes from the main meaning
of the text by forming commentaries on the narrative, or through highlighting cer-
tain themes. They afford the reader a deeper understanding of the situation than
the characters in the narrative, sometimes even hinting at a strand of narrative that
has not been completely written into the text. Embedded narratives that function
like this are similar to what Alden calls ‘para-narratives’, which are “secondary
narratives related by the poet’s characters” or “interludes related in the voice of
the poet himself” which are “relevant in some way either to their immediate con-
text, or to that of the main narrative, or to both.”88 Para-narratives are elements
that shape the way the reader reads and interprets the text by drawing attention
to or illuminating various elements in the text, and this is what the embedded
narratives’ relation to the reader of the novel is.89 In addition, the presence of
matrices of different or parallel meanings appeals to an inquisitive reader, adding
to the shaping of the reader of the novel as such.

Thirdly, embedded narratives self-consciously create dramas and conflicts about
narrative and its reception. The reader is lead to analyse his or her own reading
experience and to question whether s/he is reading correctly. The novels invite
the reader to approach the text from a perspective of cognitive estrangement and
to analyse the actual process of reading and not just the subject matter and plot
of what s/he is reading. In this way the novels self-consciously draw attention to
the fact that they address themselves to two or more levels of reader.90 One of
the ways in which the Greek novels shape the reader is through using embedded
narratives to encourage him or her to ask him or herself continuously what kind

88Alden 2000, p. 1.
89Cf. Bartsch 1989, p. 7: Various elements of Leucippe and Cleitophon and the Aethiopica are

“illuminators of the text; they promise insight into it; they call for acts of interpretation. As
such they necessarily feature as crucial tools in the authors’ narrative strategy and in our own
rediscovery of how to read Leucippe and Clitophon and the Aethiopica.”

90See above, p. 26.
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of reader to become.

The self-conscious presentation of narration and reception in the novels appeals to
a reader who pries into hidden texts, and draws attention to this reader’s methods
of interpretation. In this way, the reading and interpreting of such narratives in
the novels offers the reader an additional insight into the protocols of reading the
novels themselves; s/he is put in a position of constantly analysing his or her own
encounter with the text.

Leading the reader

Tales

Heliodorus, argues Bartsch, aligns the audience, or ‘reader’, within the text with
the extradiegetic reader both by means of shared ignorance and by means of rich
description which make the in-text ‘reader’ react in some way.91 The in-text ‘reader’
thus leads the external reader’s response to the Aethiopica.92 One of the most
famous examples of an in-text audience’s reaction is the point at which Calasiris
narrates the story of how he met the main protagonists Theagenes and Charicleia.

The exiled priest Calasiris narrates his tale to an eager and inquisitive in-text
audience in the form of Cnemon. Cnemon often stops him, asking for more details
as he narrates the story. He is a “hyperappetitive narratee”93 who desires to know
everything there is to know, but has to go at Calasiris’ pace. At the very beginning
of the tale, Cnemon refuses to let Calasiris evade the questions he has asked: where

91Bartsch 1989, p. 120. Cf. Morgan 1991, p. 86.
92See ibid., p. 86: “It seems at least a viable working assumption that the responses of this

series of fictional audiences are intended to stand in some sort of relation to those of the real
audience outside the narrative frame, that is the reader.” See also ibid., 91: There is quite often a
hypothetical audience, constructed by words like ‘obviously’: “Events are frequently described as
the crowd sees them, so that the crowd functions as a channel through which information passes
to the reader, thus establishing a perceptual identification”.

93Whitmarsh 2011, p. 122. See also Morgan 1991, p. 96: “he has an insatiable appetite for nar-
rative and a consuming curiosity, both for retrospective explication and for forward progression
through the text”.
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Theagenes and Charicleia are from, who their parents are, how they came to be
in Egypt, and what their adventures have been. As Morgan points out, Cnemon
and the reader both hold the same knowledge about Theagenes and Charicleia at
this point, so both are eager to discover the answers to these questions.94

`Upolabën oân Ð Kn»mwn “¤lij” œfh “boukÒlwn kaˆ satrapîn kaˆ

basilšwn aÙtîn, œlaqej g£r me mikroà kaˆ e„j pšraj tù lÒgJ dia-

bib£zwn”

Therefore Cnemon interrupted. “Enough of Herdsmen and satraps and
even Great Kings” he said “for I almost did not notice that you were
bringing me to the end of the story.”

2.24.4

In this passage, Cnemon complains that Calasiris is trying to get out of telling him
the story he desires to hear, and sets him back on the straight and narrow. The
participle Øpolabèn is worth noting at this point; of the seven occurrences of it in
this novel,95 five of them have the meaning ‘interrupt’, and three of those instances
refer to Cnemon.96 It seems, then, that Cnemon is a particularly inquisitive person,
and one who will not wait his turn to speak. He wants the narrative to be, in his
eyes, relevant — he cannot understand why Calasiris is telling him about Nausicles
at this point.97

Having asked Calasiris to keep to the point, later in his narrative Cnemon once
again interrupts (Øpolabèn) in order to ask for more details:98

94Morgan 1991, p. 95.
95Øpolamb£nw does not occur in any other forms in this novel.
96The seven instances are: 2.17.1: Theagenes answers Cnemon; 2.24.4: Cnemon interrupts

Calasiris’ narration; 3.1.1: Cnemon again interrupts Calasiris’ narration; 5.16.3: Cnemon inter-
rupts Nausicles to back up his request that Calasiris tell them the story of Theagenes and
Charicleia; 5.31.3: Pelorus interrupts Trachinus when they argue over who will get Charicleia;
6.8.1: Nausicles takes up the conversation and offers Cnemon his daughter’s hand in marriage;
9.24.5: Theagenes interrupts Charicleia because he is worried about their imminent sacrifice.

97Cnemon did, in fact, ask where Nausicles had gone (2.24.1) so Calasiris is answering his
question.

98Whitmarsh notes that Calasiris’ reason for missing out things that Cnemon feels to be
important is that he is obeying Cnemon’s own demands. He is “turning the tables” on him.
Whitmarsh 2011, p. 235.
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“ 'Epeˆ d� ¹ pomp¾ kaˆ Ð sÚmpaj ™nagismÕj ™telšsqh —” “Kaˆ m¾n oÙk

™telšsqh p£ter” Øpolabën Ð Kn»mwn: “™m� goàn oÜpw qeat¾n Ð sÕj

™pšsthse lÒgoj ¢ll’ e„j p©san Øperbol¾n ¹tthmšnon tÁj ¢kro£sewj

kaˆ aÙtoptÁsai speÚdonta t¾n pan»gurin ésper katÒpin ˜ortÁj

¼konta, tÕ toà lÒgou, paratršceij Ðmoà te ¢no…xaj kaˆ lÚsaj tÕ

qšatron.”

“When the procession and the whole ceremony had finished —”
“And indeed it had not finished father” interrupted Cnemon. “In fact
your story did not yet set me up as a spectator, but, even though I
am someone who is very much a slave to listening and eager to be an
eyewitness to the festival, you nevertheless run through it having both
opened and put an end to the show using one phrase, just as if I had
arrived after the feast.”

3.1.1

In response to Cnemon’s outcry, Calasiris then narrates the entire episode in such
stunning descriptive detail that Cnemon can picture Theagenes and Charicleia
and cries out Oátoi ™ke‹noi Car…kleia kaˆ Qeagšnhj (‘It is they, Charicleia and
Theagenes!’ 3.4.7).

Winkler takes this outburst as a misreading on Cnemon’s part and a confusion of
narrated time with narrating time99 but, more rightly, others take his reaction as
a model for the reader.100 Hardie points out that it is Calasiris who gets it wrong
and thinks that Cnemon can actually see them in reality, whereas he is actually
responding to an excellent description by a narrator skilled in enargeia.101

99Winkler 1982 repr. 1999, p. 335.
100Bartsch 1989, p. 121: “both Cnemon and the reader are in the same position; they are

hearing a spectacle described rather than watching or participating in it. Yet Cnemon, who in
a sense represents the reader (since it is the reader who remains in this position throughout
the work), has been effectively made a spectator by the skill of the narrator, who in turn has
taken on Heliodorus’ role; their relationship is a model for that of the reader and the author, and
Cnemon’s reaction is presented to us as what our own should be.” See also Morgan 1991, p. 99.

101Hardie 1998, p. 27.
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Cnemon’s repeated requests for details as Calasiris narrates his story dramatize
the interplay between narrator and narratee: “Kalasiris’ narrative is at least as
much about the roles of narrator and audience. . . as it is about a particular pair
of lovers.”102 Calasiris’ narrative also shapes a reader for the novel as a whole:
one who is willing to play the narrator’s hermeneutic games of concealment and
discovery.103 The parts that Calasiris was going to miss out comprise a rich and
remarkable description of the ceremony. This indicates that the reader has to read
the Aethiopica in great depth and in an interrogative way in order to get the most
out of it: the more deeply the reader interrogates the narrative and is curious about
things, the more fulfilling his or her narrative experience will be.

Morgan argues that Calasiris’ narrative schemes form a template for Heliodorus’
narrative schemes:

Heliodoros has presented us with the paradigm of a symbiosis between
narrator and audience, in which the audience demands and the narrator
invites parenthetic expansion. This is a quality expected of the reader
to the Aithiopika. . . It is almost as if Cnemon were there to educate
the reader in the correct approach to the leisured pace of Heliodoros’
own narrative.104

Nausicles, by contrast, is not an interrogative reader: the second half of Calasiris’
tale is addressed to him (5.17ff.) but even though in his recapitulation Calasiris
omits details on purpose Nausicles asks no questions:

¤panta œlege, t¦ m�n prîta kaˆ ½dh lecqšnta prÕj Kn»mwna ™pitem-

nÒmenoj kaˆ æspereˆ kefalaioÚmenoj, ka… tina kaˆ ˜kën Øperba…nwn

Ósa tÕn Nausiklša ginèskein oÙ sumfšrein ™dok…maze

102Winkler 1982 repr. 1999, p. 332. See also ibid., p. 331: “the narrative of Kalasiris to Knemon
is a model, partly ironic, of how authors and readers play the game of literature together.”

103See Morgan 1991, p. 97: “Knemon is a reacting and interacting narratee.’ See also ibid., p.
99: “Knemon presents an exact fit, cognitively and affectively, with the reader.”

104Ibid., pp. 97–98.
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He told them everything, shortening and, as it were, summarizing the
first part that had already been told to Cnemon and purposefully skat-
ing over such things as he considered it inappropriate for Nausicles to
know.

5.16.5

It is still Cnemon who interrupts asking for details,105 and apparently this is well
received by the company, since they are delighted with Calasiris’ digression.106

This raises some interesting questions both about the characters and the action,
and about what this means for the reader: does Nausicles get less out of the
narrative than Cnemon obviously does? What are the details Calasiris misses out?
Nausicles’ reaction appears to be an optimistic and practical one. He points out
that Calasiris has already found Charicleia, and that it will be possible to retrieve
Theagenes the following morning since Nausicles knows who he is with (5.33.4).
This has a message to report about reading this text: it shows that the Aethiopica
is aimed simultaneously at a reader who interrogates the text and at a reader who
does not question it.

Dreams

The Aethiopica includes another story about interpretation in the herdsman/priest
Thyamis’ reaction to the dream he has at 1.18.4. His multiple interpretations
of the dream can be read as a lesson on how to approach the act of reading
narrative.107 This kind of self-instructive narrative is particularly important for a
text like Heliodorus’ which begins in medias res and contains within it sections
that could and do mislead a first-time reader of the novel.

105Toà d� Kn»mwnoj mhd� toàto paralipe‹n ¢xioàntoj ¢ll¦ fr£zein e‡ tina katamemaq»koi
tÁj ™pipolazoÚshj tù tÒpJ tracÚthtoj a„t…an (‘Cnemon begged him not to leave this out but to
say whether he had learnt some reason for the roughness that is common at this point.’ 5.17.2).

106'Epˆ toÚtoij krÒtou genomšnou kaˆ ™pa…nou tîn parÒntwn ¢lhqÁ e�nai marturoÚntwn t¾n
a„t…an (‘Those present applauded and praised the explanation and said that it was true.’ 5.17.4).

107Winkler 1982 repr. 1999, p. 310; Whitmarsh 2011, p. 270.
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In Thyamis’ dream (1.18.4) Isis appears to him and says:

“ð QÚami, t»nde soi t¾n parqšnon ™gë parad…dwmi, sÝ d� œcwn oÙc

›xeij, ¢ll’ ¥dikoj œsV kaˆ foneÚseij t¾n xšnhn: ¹ d� oÙ foneuq»se-

tai.”

“O Thyamis, I hand over to you this maiden, and although you will
have her you will not have her, but you will be unjust and murder the
stranger; but she will not be killed.”

Thyamis takes this to mean that he will have Charicleia as a wife and no longer
a virgin, and that the slaying of Charicleia refers to her defloration, an experience
from which she will not actually die. This is his first interpretation, and it is
significant that the text frames this interpretation with two clauses that indicate
that the reader should be sceptical about it.108 ”Hdh d� ¢peirhkëj ›lkei prÕj t¾n

˜autoà boÚlhsin t¾n ™p…lusin: (‘presently, not being an expert, he forced109 the
meaning towards his own will’ 1.18.5) comes before his interpretation, and Kaˆ

tÕ m�n Ônar toàton œfraze tÕn trÒpon oÛtwj aÙtù tÁj ™piqum…aj ™xhgoumšnhj:

(‘and he thought this dream had this meaning, since his desires explained it in this
way.’ 1.19.1) comes at the end.110 The text communicates with the reader beyond
simply reporting the action of the story by drawing attention to the process of
misinterpretation through which Thyamis goes. It is a suggestion to the reader
that s/he should not jump to conclusions about the narrative: “[Thyamis] lacks
the patient attentiveness and the ability to suspend the demand for immediate
completion which every reader of a long and sophisticated novel must have.”111

108Cf. Winkler 1982 repr. 1999, p. 310.
109Winkler and Whitmarsh both note that the verb ›lkw used here implies violence. Winkler

asserts that this is violence done to the text (ibid., p. 311), and Whitmarsh says that the verb
can be used to mean ‘I rape’, which is what Thyamis intends to do to Charicleia (Whitmarsh
2011, p. 170).

110The reactions to the oracle at 2.36.1–2 demonstrate this point too: different people interpret
it different ways according to their desires. Calasiris does in fact say that the meaning of dreams
and oracles depends on the outcome (crhsmoˆ g¦r kaˆ Ôneiroi t¦ poll¦ to‹j tšlesi kr…nontai),
as is noted by Bartsch 1989, p. 83. See also Winkler 1982 repr. 1999 and Hardie 1998.

111Winkler 1982 repr. 1999, p. 311.
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Just before Thyamis kills Thisbe, thinking she is Charicleia, he reinterprets his
dream to mean that he has had Charicleia with him for a little while, but war has
taken her away from him, and that he would actually kill her.112 In doing this he
fits the dream around his current actions, yet there are still some anomalies: if he
does kill her, then the end of the ‘prophecy’ from Isis in the dream (‘but she shall
not be killed’) does not make sense.

Neither of Thyamis’ interpretations makes complete sense — he cannot interpret
every element of the dream sensibly to form a coherent sequence of events — and
it is only once the reader is in possession of all the narrative facts that the dream’s
meaning becomes apparent. The ‘true’ meaning of the dream is what is actually
played out in the text: Thyamis was in possession of Charicleia for a while, then
he has to relinquish her when he takes her to the cave to prevent her being killed
during the battle, then he thinks he kills her, but it was actually Thisbe who was
killed by mistake, so Charicleia is in fact not killed (just as the dream predicts).
Thyamis’ jumping to conclusions demonstrates how easy it is to misread, or to
think one has understood something even though one is not in possession of all
the facts.113 For example, the fact that Thisbe was in the cave as well as Charicleia
is an important piece of information that neither Thyamis nor the reader knows
at the time of the re-interpretation, so both Thyamis and the reader jump to the
same initial conclusion: that it is in fact Charicleia who is dead. The reader has
the advantage of knowing that novelistic heroines have a tendency to come back
to life, so s/he may smell a rat that Thyamis does not.114

The way Thyamis deals with this dream also highlights the fact that the Aethiopica
is a novel which the reader does have to look back over, to re-interpret various el-
ements once s/he has established more of the narrative facts. Thyamis’ desires

112kaˆ prÕj t¦ ™nant…a tîn protšrwn t¾n Ôyin sunšballen, æj œcwn oÙc ›xei t¾n Car…kleian,
ØpÕ toà polšmou taÚthj ¢faireqe…shj, kaˆ æj foneÚsei kaˆ oÙ trèsei, x…fei kaˆ oÙk 'Afrod…thj
nÒmJ. (1.30.4).

113Bartsch 1989, p. 80 demonstrates that dreams are used to “mislead as well as foreshadow”.
114The reader is also given two weighty ‘clues’, first that the woman Thyamis kills is “a woman

who spoke to him in Greek” (see ibid., p. 98) who is near the entrance (perˆ tÕ stÒmion, 1.30.7)
and Cnemon took Charicleia into the innermost recesses of the cave (kaqÁke t¾n Car…kleian Ð
Kn»mwn kaˆ prÕj tÕ œscaton toà ¥ntrou dieb…base, 1.29.3), and second that the dream foretells
that he will kill t¾n xšnhn rather than, perhaps, aÙt»n — this does not rule out Charicleia, but
it does not point specifically to her either, since Thisbe is also a xšnh.
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affect the way he interprets his dreams. This dramatizes the fact that the reader’s
desire can affect the way s/he reads and interprets a narrative: Thyamis’ experi-
ence demonstrates the fact that sometimes the reader reads what s/he wants to
read.115 Other examples of this phenomenon in other Greek novels include Diony-
sius’ interpretation of Callirhoe’s letter to him — he is convinced that her letter
Øpod»lou (shows privately, 8.5.14) that she left him unwillingly116 — , and the
primary narrator’s ‘reading’ of the painting of Europa at the beginning of Achilles
Tatius — he admits to interpreting it in a certain way, concentrating on certain
aspects of the painting, because he is a lover.117

Thyamis’ dream also dramatizes how the novels coax the reader to concoct his or
her own counter-interpretation:

The romances. . . frequently portray an unambiguous pothic hierarchy,
setting civilised, reciprocal passions that are ultimately successfully
consummated above forceful, barbaric, asymmetric passions that typi-
cally end in frustration or tragedy. But, even if alternative interpreta-
tive desires such as those of Thyamis are repressed, they continue. . . to
resonate.118

The novels thus leave space for the reader to think about alternative interpretative
possibilities by deliberately placing such possibilities in the text.

In Heliodorus’ Aethiopica, then, there is much discussion about the ‘correct’ inter-
pretation of dreams, and quite often characters misinterpret (leading the reader
astray119) and have to re-interpret their dreams as the narrative unfolds. The

115See Whitmarsh 2011, p. 169: “Readers too have desires, and these do not necessarily map
onto the dominant, marriage-based ideology of the return narrative.”

116The Øpo- prefix is important here, just as it is in Leucippe and Cleitophon (see pp. 219 and
229 below) — it hints at communication, or perceived communication, beyond or beneath the
text.

117'Egë d� kaˆ t«lla m�n ™pÇnoun tÁj grafÁj, ¤te d� ín ™rwtikÕj periergÒteron œblepon tÕn
¥gonta tÕn boàn ”Erwta (‘I was admiring the other aspects of the painting, but since I was a
lover I was looking most curiously at the figure of Eros leading the bull’, 1.2.1).

118Whitmarsh 2011, p. 170.
119Bartsch 1989, p. 84.
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reader must also go through this hermeneutic process, and not to take part in it
would be “to not-read”.120 This leading of the reader is not just a self-reflexive
element in the ‘sophistic’ novels, however. Dreams are also used to comment upon
the narrative and direct the reader in Xenophon’s Ephesiaca. It is generally agreed
that the dreams happen at moments of import, and are not merely scattered in
the narrative:

In Xenophon’s novel, the first dream occurs at the point of commence-
ment of the couple’s ordeals and foreshadows them, the second occurs
at the point of their separation, and foreshadows their eventual reunion,
and the third at the commencement of the final chronotope.121

In this way, dreams in the Ephesiaca divide up the narrative into episodes, and
because they do so they are inextricably linked to the narrative. Habrocomes’ first
dream takes place a few days into the protagonists’ voyage, after a stop to take on
provisions at Rhodes:

tÍ d� deutšrv ™pšpauto m�n Ð ¥nemoj, gal»nh d� kaˆ Ð ploàj bradÝj

kaˆ nautîn ·vqum…a kaˆ pÒtoj ™n toÚtJ kaˆ mšqh kaˆ ¢rc¾ tîn

memanteumšnwn. Tù d� `AbrokÒmV ™f…statai gun¾ ÑfqÁnai fober£,

tÕ mšgeqoj Øp�r ¥nqrwpon, ™sqÁta œcousa foinikÁn: ™pist©sa d�

t¾n naàn ™dÒkei ka…ein kaˆ toÝj m�n ¥llouj ¢pÒllusqai, aÙtÕn d�

met¦ tÁj 'Anq…aj dian»cesqai. Taàta æj eÙqÝj e�den ™tar£cqh kaˆ

prosedÒka ti deinÕn ™k toà Ñne…ratoj: kaˆ tÕ deinÕn ™gšneto.

On the second day the wind stopped, there was a calm, and the journey
became slow. The sailors were relaxed and had a drinking bout, and
what had been prophesied began to happen: Habrocomes dreamt that
a woman stood over him, fearsome to behold, larger than a human, and
dressed in crimson clothes; standing over the ship she seemed to ignite
it; the others died, but he swam to safety together with Anthia. As soon

120Ibid., p. 99.
121MacAlister 1996, pp. 197–198 n. 32.
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as he had dreamt this, he was disturbed and expected some terrible
occurrence because of the dream, and a terrible thing did happen.

1.12.3–4

There are elements in this dream which point to future events, and these elements
have been well highlighted, particularly by Hägg,122 who goes as far as to suggest
that the woman stands for the Phoenician pirates’ ship, because she is wearing
the ‘Phoenician’ colour (foinikÁn). What does become clear is that the dream
foreshadows the event that immediately follows it. Some pirates attack, and do
burn the ship. Most of the crew is killed, but Habrocomes and Anthia are taken
alive. The narrative even unsubtly points out that the dream predicts a calami-
tous event which then happens: prosedÒka ti deinÕn ™k toà Ñneiratoj: kaˆ tÕ

deinÕn ™geneto. Habrocomes gets it right. The reader is given a lot of help to make
sure s/he gets it right too: disastrous events are predicted, it is pointed out that
Habrocomes thinks that disastrous events will happen, then they do happen. This
seems to be the obvious message that is conveyed by the narrative: dreams predict
events in this novel. In short, this dream is used to foreshadow future events, and
sets up an expectation in the reader that other dreams in the narrative will also
turn out to be proleptic.123

Habrocomes’ second dream occurs when he and Anthia are in Tyre with Apsyrtus,
the pirate chief whose men captured them. Habrocomes has caught the eye of
Manto, Apsyrtus’ daughter. Habrocomes rejects her advances, and she makes up
a story to tell her father about how he tried to force himself upon her. Apsyrtus
believes her entirely and orders Habrocomes to be flogged and thrown into prison.
Anthia comes to see him to tell him that she is being sent to Syria, and vows to
remain faithful to him. After she has gone, Habrocomes invokes his parents in a
prayer and then he falls asleep:

122Hägg 1971, pp. 230–232.
123Ibid., p. 231. Hägg says that the dream leads the reader to expect any other dreams in

the narrative to lead to simple fulfilment. Cf. Schmeling 1980, p. 34, Liatsi 2004, p. 156ff. and
Oikonomou 2011, p. 50.
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Taàta lšgonta aÙtÕn Ûpnoj katalamb£nei, kaˆ aÙtù Ônar ™f…s-

tatai. ”Edoxen „de‹n aÙtoà tÕn patšra Lukom»dh ™n ™sqÁti mela…nV

planèmenon kat¦ p©san gÁn kaˆ q£lattan, ™pist£nta d� tù

desmwthr…J làsa… te aÙtÕn kaˆ ¢fišnai ™k toà o„k»matoj: aÙtÕn

d� †ppon genÒmenon ™pˆ poll¾n fšresqai gÁn dièkonta †ppon ¥llhn

q»leian, kaˆ tšloj eØre‹n t¾n †ppon kaˆ ¥nqrwpon genšsqai. Taàta

æj œdoxen „de‹n, ¢nšqorš te kaˆ mikr¦ eÜelpij Ãn.

As he said this, sleep took hold of him, and he had a dream. He dreamt
that he saw his father Lycomedes wandering over every land and sea
wearing black clothes, and stopping at the prison to free him, and
letting him out of his cell; and that he himself became a horse and
went through many lands pursuing another horse (a female one) and
finally found the mare and became a man. When he seemed to see these
things, he leapt up and was a little hopeful.

2.8.2

This dream is also broadly proleptic. It anticipates Habrocomes’ release from prison
and his eventual reunion with Anthia, which are events that happen later on in
the narrative. Its foreshadowing quality strengthens the expectation that Anthia’s
dream, when it occurs, will also prove to be proleptic. The dream does present the
reader with a challenge: the precise nature of the future events does not correspond
with the ways in which they are presented in the dream. The fact that this dream
and the ensuing narrative do not correspond has been seen as lack of skill on
the part of Xenophon of Ephesus,124 but it actually demonstrates the opposite.
The reader expects, perhaps, that Habrocomes’ father will search for him and
free him from prison, since the events predicted by the first dream were fairly
simple. However, it is Apsyrtus, Manto’s father who realizes that he is innocent
and releases him, and this abruptly disappoints reader expectation. Reading this
novel is therefore revealed to be a less than easy ride — the reader is promised
something that is then not quite delivered, and so has to reassess his or her trust
in the narrator who set out strict guidelines with the first dream. This narrator is

124Hägg 1971, pp. 231–232.
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not to be taken at his word. The events that this dream foretells are postponed
within the narrative — the second half is only fulfilled towards the very end of
the novel.125 This serves to make the reader more suspicious of the narrator, given
that the events foretold in Habrocomes’ first dream occur straight away.

Oikonomou argues that the appearance of Habrocomes’ father in this dream ac-
tually looks backwards and forward at the same time: “Habrocomes’ father was
concerned while Habrocomes had not yet disclosed his love for Anthia, had sent
for the oracle and had thus set him free; at the same time, Habrocomes’ father will
grieve when the latter does not come back”.126 Oikonomou also argues that the
symbolism of Habrocomes as a stallion aligns him with Hippolytus (‘the horse set
free’), who shares the former’s views on love at the beginning of the novel. Habro-
comes’ views change and mature by the end of the novel, and his dream of himself
as a horse represents the intermediate stage he is going through before he becomes
worthy of Anthia. Becoming human again is proleptic of a happy ending.127

Both of Habrocomes’ dreams have a clear narrative function: they are both prolep-
tic, in that they predict things which then happen in the narrative. Sometimes the
details are incorrect,128 as happens in Habrocomes’ second dream, but this creates
a game between the narrator and the reader. When it comes to Anthia’s dream,
then, the reader expects that its function will be a proleptic one too, but he or she
is made aware by his or her experience with the second dream that it may not be
straightforward.

Anthia’s dream takes place while she is in Tarentum, but its occurrence in the
narrative is after a description of Habrocomes’ thoughts and feelings:129

125Cf. Fernández Garrido 2003, p. 363.
126Oikonomou 2011, pp. 52–53. The link between the oracle and the dream has been noted by

MacAlister 1996, p. 191 n. 14 and Liatsi 2004, p. 162.
127Oikonomou 2011, p. 53.
128Schmeling 1980, p. 90 sees this as a negative point. I argue rather that this is positive, since

it encourages the reader always to interrogate the narrative.
129Oikonomou argues that the juxtaposition here is important — Anthia’s reaction to her

dream has to be read with Habrocomes’ situation in mind. Their thoughts are reactions to,
and projections of, their respective environments: “Habrocomes in a place without danger to his
chastity thinks his partner is faithful, while Anthia in a place which poses danger to her chastity
thinks her partner unfaithful”. Oikonomou 2011, p. 59.



43

Kaˆ Ð m�n taàta çdÚreto kaˆ toÝj pÒnouj œferen ¢lgeinîj, tÍ d�

'Anq…v Ônar ™pšsth ™n T£ranti koimwmšnV. 'EdÒkei m�n aØt¾n e�nai

met¦ `AbrokÒmou, kal¾n oâsan met’ ™ke…nou kaloà kaˆ tÕn prîton

e�nai toà œrwtoj aÙto‹j crÒnon: fanÁnai dš tina ¥llhn guna‹ka

kal¾n kaˆ ¢fšlkein aÙtÁj tÕn `AbrokÒmhn: kaˆ tšloj ¢naboîntoj

kaˆ kaloàntoj Ñnomastˆ ™xanastÁna… te kaˆ paÚsasqai tÕ Ônar.

And he lamented and bore his troubles painfully, but a dream came
to Anthia as she was sleeping in Tarentum. She dreamed she was with
Habrocomes, and that she was beautiful and so was he, and it was the
time at the very beginning of their love. And she dreamed that some
other attractive woman appeared and dragged Habrocomes away from
her; and at last, when he was crying out to her and calling her by name,
she started up and the dream ended.

5.8.5–6

The narrative function of Anthia’s dream has generated perplexity, to the extent
that some scholars have suggested that the order of the narrative has become
confused.130 An argument is made that it does not predict anything that follows in
the narrative, so the episode must have been moved: Habrocomes is indeed desired
by a beautiful woman other than Anthia, but this happens before Anthia’s dream
in the text that we have, which implies that our text is not in its original order.

On the other hand, some scholars (who argue that we have the complete text)
have suggested that Anthia’s dream is analeptic, and does recall Manto’s attempt
to seduce Habrocomes.131 However, this does not strike me as correct, either con-
sidering the internal evidence of the other two dreams (which clearly do not recap
anything), or considering an oneirocritical point of view: “It is well known that
dreams. . . were exclusively intended to foretell the future. . . not to portray past

130Dalmeyda 1926 repr. 2003, p. 67. See also Kerényi 1927, p. 169 and Merkelbach 1962, p. 100
for Habrocomes’ second dream not being fulfilled because of epitomization.

131It could also recall Cyno, but she is categorically not beautiful.
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events.”132 According to Plastira-Valkanou133 and Giangrande,134 dream-symbolic
elements show that this is a false-dream: it shows off to Xenophon’s more learned
readers that he can use complicated dream symbolism as well as more basic dream
symbolism (it is interesting to note that MacAlister and Liatsi, who both demon-
strate Xenophon’s use of dream-symbol interpretation, do not analyse Anthia’s
dream).

Most recently, Oikonomou argues that there are several possible interpretations
of Anthia’s dream if the context and style are taken into account. The dream is
connected with Anthia’s state of mind and her thoughts during the day:

One reading of Anthia’s dream, then, is that it is the result of her
mental state, and also of her environment in a wider sense. Its function
is partly to convey this to the the readers of the novel, and partly to let
the readers delight in their superior knowledge of the situation, which
they share with the omniscient narrator.135

Anthia’s dream could also be proleptic:

Anthia’s belief concerning the veracity of the story could raise the
expectation that what we will learn next about Habrocomes is in tune
with the dream image which, in that case, would be ‘prognostic’, as
were the first and second dreams by Habrocomes.136

However, Oikonomou goes on to point out that, because Habrocomes seems certain
that Anthia has not forgotten him even if she has died, prolepsis at this point is
unlikely, and “a reader is more likely to doubt Anthia’s judgement than to expect
the narrator to have misled him with the extensive and well-constructed portrayal
of Habrocomes.”137 Finally, Oikonomou argues that Anthia’s dream is proleptic,

132Giangrande 2002, p. 29.
133Plastira-Valkanou 2001.
134Giangrande 2002.
135Oikonomou 2011, p. 65. See also Fernández Garrido 2003, p. 364.
136Oikonomou 2011, p. 66.
137Ibid., p. 66.
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but it is the wrong way round: it refers not to Habrocomes but to Anthia, and
the ‘other woman’ is Hippothous.138 She demonstrates the parallelism between the
dream and the ensuing episode and says that reading the dream as prognostic
aligns it with Habrocomes’ dreams.

Anthia’s dream can also be read as having a more meta-narrative function beyond
the interpretations put forward by Oikonomou. The apparent lack of fulfilment
of Anthia’s dream could be clever reader manipulation: the narrative says one
thing and does another, raising reader expectations (put in place by the other
two dreams, as Hägg says), and then dashing them. The dreams are not supposed
to reveal everything that is to come, or to be totally explicable with hindsight,
but rather are supposed to perplex the reader, and to keep him or her reading
right until the very end. This lack of direct prolepsis has been taken as a problem,
and error on the part of the author. However, the frustration that arises because
certain elements are not fulfilled is part of the jouissance of reading. With its
anticipation of Habrocomes’ infidelity, this dream keeps the reader on the edge of
his or her seat, as it were, until the very end of the narrative. This manipulation
is set up by at least one other dream (Habrocomes’ second dream) — it is like a
gradual ‘lesson’ on how to read this novel. The narrative constructs a template,
and instructs the reader as to how to read the narrative, only to break its own
rules by a small amount in the second dream and completely in the third.

At the point at which Anthia has her dream, the second half of Habrocomes’
second dream (his reunion with Anthia) has not happened — the reader is still
expecting it. Perhaps knowing that only half of Habrocomes’ dream has been
fulfilled makes the reader interpret Anthia’s dream with caution? When the reunion
does then happen the reader has even more reason to expect that Anthia’s dream
will come true — but then the narrative ends without a satisfactory fulfilment
of what is suggested by her dream. This demonstrates sophisticated manipulation
of the reader and draws attention to the way the novel works as a text. Anthia’s
dream is intentionally misleading on a narrative level: the novel infuriates the
reader with its lack of fulfilment, but manipulates him or her into reading right
until the end, just in case it is fulfilled in the very last sentence. It does this by

138Ibid., pp. 69–70.
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carefully setting up its own rules about how to read dreams, then breaking them,
encouraging the curious reader and yet at the same time frustrating his or her
curiosity and expectations.

Counter-tales and subplots

The Greek novels are full of potential narratives, narratives about characters who
are not the main protagonists, or narratives that hint at different ways in which
to interpret the text, which enhance the reader’s experience. They appeal to the
inquisitive reader that the novels construct by drawing his or her attention towards
alternative plot-lines and ‘what-ifs’.139 The reader is given a choice of narrative
paths to follow and discover.

Supporting cast in the Ephesiaca

Leucon and Rhode start out as Habrocomes’ and Anthia’s slaves in Ephesus, but
in the course of the narrative they enjoy their own ‘mini-novel’, or at least their
own separate narrative. The reader learns that they are lovers, and that they have
been together since they were in Ephesus (’Hn d� kaˆ tÍ `RÒdV koinwn»mata ™x

œrwtoj genÒmena prÕj LeÚkwna, kaˆ sunÁsan ¢ll»loij œti ™n 'EfšsJ. 2.3.6).
Not only are they lovers, but they experience novelistic adventure as well. They
are captured by the pirates along with Habrocomes and Anthia, and are kept by
the pirate chief Apsyrtus. When his daughter Manto goes to Syria with Moeris,
she takes Anthia, Leucon and Rhode with her, but then orders that Leucon and
Rhode be sold as far away from Syria as possible: Kaˆ d¾ t¾n m�n `RÒdhn eÙqÝj

met¦ toà LeÚkwnoj keleÚei ™mbib£sant£j tinaj plo…J porrwt£tw tÁj Sur…wn

¢podÒsqai gÁj (2.9.2). They are sold to a man in Xanthus, who treats them as
if they are his children, and they lead a comfortable life together there (2.10.4).

139See Cowan 2010 on ‘sideshadowing’. This is the inclusion of elements in the text which
suggest possible alternatives to the plot and thus produce a tension with the teleological thrust
of the narrative.
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The next time the narrative concentrates on them, we learn that their master has
died and left them his estate, so they set out for Ephesus with their new wealth
(5.6.3) since they assume that Anthia and Habrocomes have similarly returned
to Ephesus. On the way back to Ephesus they make a stop on Rhodes and come
across Habrocomes, who is given their hospitality. In this episode the fortunes of
master and slave are reversed. Before, Leucon and Rhode were poor, as they were
slaves, then a good life was facilitated by a benefactor; now they are able to help
Habrocomes in his hour of need as they have the assets to do so. Finally everyone
returns to Ephesus, and so Leucon and Rhode’s journey therefore has a circular
construction, just as the novels often do. Granted, Leucon and Rhode’s story is
not as exciting as the main protagonists’ novel, but it certainly is a narrative, and
one that includes a love motif. The narrator chooses not to focus on their storyline,
and so the reader has to fill in the gaps in the story, imagining their experiences
that happen when the narrative deals with Anthia and Habrocomes.

Rhode and Leucon are not the only supporting characters to have their own novella
in the Ephesiaca. Hippothous, the pirate, also has his own adventure, which in-
cludes several love-narratives. His homoerotic affair with Hyperanthes can be read
as set up in opposition to the heterosexual story line, because their love is unequal,
and Hippothous always takes the lead:

The subordinate story of Hippothous and Hyperanthes, then, develops
a contrasting kind of erotic relationship from that of the main char-
acters. The formula of heroic rescue is predicated on an opposition or
dimorphism in the roles of the lovers, such as one is active and domi-
nant, the other passive and dependent. It is not entirely arbitrary that
Xenophon should have chosen a homoerotic attachment to illustrate
this type of relationship. . . the practice of pederasty. . . provided the
model of an asymmetric love affair on which Xenophon could rely.140

However, Hippothous’ story is not meant simply to provide an antithesis to the

140Konstan 1994, p. 27. The role of Cleinias’ story in Achilles Tatius can be compared.
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story of Habrocomes and Anthia.141 He is a character in his own right, and as such
has his own novella, his own romantic plot. It is another strand of narrative, another
glimpse into someone’s private life. Hippothous has more than one romance, not
all of them homoerotic, and his character develops and travels, meaning that he
is not someone added to the narrative simply to facilitate the main storyline or
merely to highlight its moral themes by going against them. Hippothous’ narrative
exists for the same reason as Leucon and Rhode’s exists: to encourage the reader to
think about what he is doing whilst the narrative concentrates on other characters
and situations, and to suggest other narrative possibilities. All of the characters in
this novel have their own stories, and sometimes the reader has to fill in the gaps
in these additional narrative threads. In fact, this narrative positively encourages
this sort of reading by drawing attention to instances when ‘while X was doing A,
Y was somewhere else doing B’ using the particles mšn and dš.142

The stories of Leucon and Rhode, of Hippothous, and of Habrocomes and Anthia
are all intertwined, which means that Xenophon of Ephesus is actually a more
sophisticated author than often thought — the narrator deals with several strands
of narrative possibility that are all interlocked and that between them create the
novel, a novel that does not always spell it out but at the same time is a coherent
whole.143 Narratives are hinted at and suggested to the reader, who has to order
the narrative in his or her own head, and fill in the gaps where parts are missing. As
such, the narrative keeps developing until the very last word, and it is a narrative
that is not content merely to let the reader sit back and be told everything — in
this relationship the reader has to work hard too by investing in the narrative.

141And, as Morales points out, marriage in antiquity is not an equal relationship (Morales 2008,
p. 48. Cf. Goldhill 1995, p. 160).

142See Konstan 2002, pp. 5–9 for action spaces and the contrast between them in the Ephesiaca,
and below, p. 86.

143Cf. De Temmerman 2012c, p. 505: “Xenophon is innovative in comparison to Chariton in his
construction of not just two but four independent story-lines. . . all of which involve travelling,
form a complex and dense narrative web and come together only at the very end of the novel.”
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The ‘Thelxinoe romance’

Within the Ephesiaca, Aegialeus, a fisherman, narrates his own life-story which
has, on the surface of it, a novelistic plot:

“ 'Egë” œfh, “tšknon `AbrokÒmh, oÜte Sikelièthj oÙd� ™picèrioj,

¢ll¦ Sparti£thj LakedaimÒnioj tîn t¦ prîta ™ke‹ dunamšnwn,

kaˆ perious…an œcwn poll»n. Nšoj d� ín ºr£sqhn [™n to‹j ™f»boij

katalelegmšnoj] kÒrhj pol…tidoj QelxinÒhj toÜnoma, ¢nter´ dš mou

kaˆ ¹ QelxinÒh. Kaˆ tÍ pÒlei pannuc…doj ¢gomšnhj sun»lqomen ¢l-

l»loij, ¢mfotšrouj Ðdhgoàntoj qeoà, kaˆ ¢phlaÚsamen ïn ›neka

sun»lqomen. Kaˆ crÒnJ tinˆ ¢ll»loij sunÁmen lanq£nontej kaˆ

çmÒsamen ¢ll»loij poll£kij ›xein kaˆ mšcri qan£tou: ™nemšshse

dš tij ¥ra qeîn. K¢gë m�n œti ™n to‹j ™f»boij ½mhn, t¾n d� Qelx-

inÒhn ™d…dosan prÕj g£mon oƒ patšrej ™picwr…J tinˆ nean…skJ 'An-

drokle‹ toÜnoma: ½dh d� aÙtÁj kaˆ ½ra Ð 'AndroklÁj. T¦ m�n oân

prîta ¹ kÒrh poll¦j prof£seij ™poie‹to ¢naballomšnh tÕn g£mon:

teleuta‹on d� dunhqe‹sa ™n taÙtù moi genšsqai sunt…qetai nÚk-

twr ™xelqe‹n Lakeda…monoj met’ ™moà. Kaˆ d¾ ™ste…lamen ˜autoÝj

neanikîj ¢pškeira d� kaˆ t¾n kÒmhn tÁj QelxinÒhj. 'En aÙtÍ oân

tÍ tîn g£mwn nuktˆ ™xelqÒntej tÁj pÒlewj Éeimen ™p’ ”Argoj kaˆ

KÒrinqon, k¢ke‹qen ¢nagÒmenoi ™pleÚsamen e„j Sikel…an.”

“Habrocomes my lad,” he said, “I am not a Greek Sicilian, nor am I a
native Sicilian, but I am a Spartan from Lacedaemon from one of the
most powerful families there. When I was young [when I was counted
among the ephebes] I fell in love with a citizen girl named Thelxinoe,
and Thelxinoe loved me too. We met while a night-time festival was
being held in the city (a god guided us both) and we had enjoyment
of the things on account of which we had come together. And for some
time we met each other secretly and we swore to each other many times
that we would hold each other fast even until death; but some god was
surely our enemy. And when I was still in the ephebes, her parents
engaged Thelxinoe to some local youth called Androcles; and already
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Androcles was in love with her. So first the girl made many excuses to
put off the marriage; but at last she was able to meet me and agreed to
leave Sparta with me during the night. And so we dressed each other
as young men and I cut off Thelxinoe’s hair. On the very night of the
wedding, having left the city, we went to Argos and Corinth, and from
there we set sail to Sicily.”

5.1.4–8

Up to this point, the love-story that Aegialeus narrates has a novelistic feel to it, in
that two young, rich (presumably beautiful) people meet at a festival and fall in love
at first sight, guided by a god, but other potential suitors cause problems.144 They
pledge themselves to each other until death, which is also a novelistic trope. It is
also possible they have sex before marriage (¢phlaÚsamen ïn ›neka sun»lqomen),
and if this is so then this throws a rather non-novelistic spanner into the works.
These are for the most part novelistic details, but this is where the analogy stops.
Aegialeus continues his tale, informing Habrocomes that the couple is condemned
to death by the Spartans and therefore can never return home. They live in poverty
(`Hme‹j d� ™ntaàqa di»gomen ¢por…v m�n tîn ™pithde…wn, 5.1.8), but they are
happy (¹dÒmenoi d� kaˆ p£ntwn ¢polaÚein dokoàntej, Óti Ãmen met’ ¢ll»lwn.

5.1.8).

Having followed a not entirely novelistic but nevertheless feasible path for a while,
the story then begins to take a rather unsavoury turn. According to Aegialeus
Thelxinoe has died and he has not buried her body but has kept it so she is always
with him. He says that he still talks to her ‘as if she were alive’ (æj zèsV, 5.1.11)
and eats his meals with her, and even sleeps next to her. The tale of Thelxinoe
and Aegialeus comes across as slightly menacing, displaying what can be read as
obsessive love. The fact that Aegialeus keeps his dead wife’s mummified body in
his bedroom is a rather disturbing take on Admetus’ promise to Alcestis — that
he will keep an effigy of her in his bedroom (Euripides Alcestis 348–354). There is
however a romantic element to this rather macabre behaviour. Aegialeus says that

144See also Whitmarsh 2011, p. 2: Aegialeus’ tale is “clearly an experiment with romance mode.”
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he does not see Thelxinoe as a mummy, or even as an old woman; rather, he thinks
of her as she had once been when he fell in love with her: oÙ g¦r o†a nàn Ðr©tai soˆ

toiaÚth fa…netai ™mo…: ¢ll¦ ™nnoî, tšknon, o†a m�n Ãn ™n Lakeda…moni (5.1.11).

Aegialeus’ narrative inserts a thread into the novel that is not ‘novelistic’, by which
I mean that the protagonists of his tale do not return home forgiven to live their
married life in luxury, but live in hardship and poverty. The lovers do, however,
live happily ever after, and their love and companionship apparently transcend
death, as Aegialeus keeps Thelxinoe’s embalmed body, to all intents and purposes
treating her as if she is alive.

Aegialeus and Thelxinoe’s story is not interwoven as a strand of the main narra-
tive about Anthia and Habrocomes in the way that Hippothous’ and the slaves’
narrative is. However, it does give an alternative perspective on a love story: one
that does not necessarily follow the ‘ideal’ plot of a Greek novel. It comments on
the themes of the novel by showing that they do not all have to be present for
lovers’ lives to turn out well. Xenophon of Ephesus hints at a life beyond the novel
— an injection of ‘real life’ into novelistic celebrity adventure.

Aegialeus’ tale also functions as a pointer within the narrative to both character
and reader by showing Habrocomes that he should not give up, and by foreshad-
owing that his narrative will have a happy ending: he will find Anthia and they
will be happy together. Habrocomes acknowledges that Aegialeus’ narrative has
something to say about his own:

“pÒte ¢neur»sw k¨n nekr£n; A„giale‹ m�n g¦r toà b…ou meg£lh

paramuq…a tÕ sîma tÕ QelxinÒhj, kaˆ nàn ¢lhqîj mem£qhka Óti

œrwj ¢lhqinÕj Óron ¹lik…aj oÙk œcei:”

“Will I ever find you even as a corpse? The body of Thelxinoe is a great
consolation to the life of Aegialeus, and now I have learned truly that
true love does not have an age limit.”

5.1.12
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Habrocomes’ speech is a lament, but it is significant that he realizes that what
Aegialeus has to say is relevant to his own narrative: this immediately places
him above characters such as Lucius, Encolpius and Cleitophon on a scale of self-
awareness. He takes on board the fact that Aegialeus’ story pertains to him and the
fact that he points the significance out to the reader indicates that the narrative is
encouraging the reader to keep reading — to stay curious as to what will happen to
Habrocomes and Anthia, for their tale may also end positively. Habrocomes learns
from this experience,145 and so will the reader. Aegialeus’ tale tells us that “story-
telling can be complex, self-conscious and metafictive”146 even when the story is,
on the face of it, a very simple one.

Thisbe: an unlikely heroine

Thisbe’s story in Heliodorus’ Aethiopica is on the one hand a story about someone
with low status: she is a slave-girl. On the other hand the narrative about her
is actually very complicated, both in the way it is narrated and with regard to
the significance she holds in the novel. It is also intricately intertwined with the
narratives about Cnemon and about Charicleia and Calasiris because of the con-
nection Thisbe has with the merchant Nausicles who has brought her from Athens
to Egypt and at whose house Calasiris, Cnemon and Charicleia stay.

Thisbe moves from narrated (by Cnemon and by Charias, through Cnemon) to
narrator in death: it is her voice on the writing-tablet. Winkler points out that
because she is the source of Charias’ story, she is the “ultimate narrator.”147 She
manipulates Cnemon in the story he narrates about her and is complicit in a
plot to entrap him (1.12). She then spins quite a complicated narrative to entrap
Demaenete, and does so by deceiving several people at this point (1.15–17).148

When Thisbe turns up dead in the cave, and the reader has no idea how she
got there (but can guess that Thyamis killed her when he thought he was killing

145Whitmarsh 2011, p. 2.
146Ibid., p. 3.
147Winkler 1982 repr. 1999, p. 301 n. 20.
148This will be discussed in detail below, p. 111 ff.
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Charicleia), we learn from Cnemon (his friend Anticles told him) that Thisbe left
Athens with Nausicles (who is from Naucratis, where Cnemon goes to find Thisbe
to take her back to Athens to prove his father’s innocence) after her plot against
Demaenete was discovered (2.8–9).

In a superb piece of self-reflexivity, Cnemon suggests that he and Theagenes (and
through them the reader) may learn more if they have a look at the tablet she
is holding ('All’ e„ doke‹, t¾n dšlton ¿n prÕj to‹j stšrnoij aÙtÁj eØr»kamen

™piskopîmen: e„kÒj ti plšon ™nteàqen ¹m©j ™kmaqe‹n 2.10.1). If the reader con-
tinues to read the Aethiopica, s/he too will learn plšon. The reader learns (in
a continuation of Cnemon’s narrative to Theagenes and Charicleia) that Thisbe
has been captured by bandits, and is kept under lock and key by the captain’s
right-hand man (2.10). After this Thisbe has several narrators. The reader learns
from the primary narrator (2.12) that this right-hand man is Thermouthis (which
solves the mystery of where he had gone earlier in the text (1.30.1) when no-one
could find him — it was to find her). He had captured her from Nausicles and put
her in the cave, near the entrance, when the fighting began. The primary narrator
confirms that Thyamis did indeed kill her (2.12.3). Thermouthis then arrives in the
cave and explains to Cnemon, Theagenes and Charicleia his side of the story —
that he is in love with Thisbe, which Thisbe seems in her letter to doubt (2.14.2–3).
Later Calasiris reveals to Cnemon that Thisbe had been captured from Nausicles
by Thermouthis and the other brigands (2.24.1) — this is also new to Cnemon,
but not to the reader who has been told that Thisbe was travelling with Nausicles
by the primary narrator (2.12.2). The reader learns that Nausicles had wanted to
take Thisbe to Ethiopia to be Charicleia’s mother’s confidante (2.24.3). The final
piece in the narrative jigsaw is put in place when the reader learns that Cnemon
had not found Thisbe in Egypt, as he had hoped to, because he was captured
by Thyamis as soon as he arrived in Egypt (6.2.4). At last Thisbe’s patchwork
narrative is complete. It is she alone who has the power to fill in the gap in the
narrative that she does — no-one else can put that piece in place, and she does it
from beyond the grave.

After Calasiris has told Cnemon his story, Nausicles returns from his mission to
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regain Thisbe and announces that Thisbe (or a ‘better Thisbe’) is his.149 After
Cnemon hears that Thisbe is alive he cannot sleep and goes to investigate. He
hears a girl lamenting in her room, so he eavesdrops.150 The fact that Cnemon
only listens and does not view through the gap in between the doors is not only
unusual in terms of gathering information in Greek novels (people usually look
through gaps in doors), but also brings to mind the story of Pyramus and Thisbe
in Ovid’s Metamorphoses (4.55–166). The protagonists of this tale speak through
a chink (rima) in the wall, but they do not look at each other through it. In only
listening to ‘Thisbe’ and not viewing her, Cnemon copies the actions of the lovers.
The story about Thisbe in the Aethiopica has other resonances with the Pyramus
and Thisbe story in Ovid. The episode in the cave when Cnemon and Theagenes
find Thisbe and think that she is Charicleia seems to play on the same themes:
Theagenes would have killed himself on finding his lover dead had it not been for
Cnemon’s foresight in removing his sword. In Ovid Thisbe runs to hide in a cave to
escape from the lion, and so Pyramus believes she is dead, so the fact that Thisbe
is in a cave in the Aethiopica also resonates with the Ovidian myth.

This raises the question of whether it is possible to listen to a Thisbe without being
a Pyramus. It is possible that Heliodorus would have encountered a Pyramus and
Thisbe story; there is some evidence for a Greek source for Ovid’s tale, and mosaics
depicting Pyramus and Thisbe in Antioch and Paphos.151 The Pyramus and Thisbe
story that survives in later Greek, however, has a different ending to the one found
in Ovid: Pyramus becomes a river and Thisbe a spring (see Nonnus Dionysiaca
6.339–355; 12.84-85). It is also likely that this metamorphosis into rivers is the
ending given by the earlier Greek sources.152

Particularly for the modern reader who sees the name Thisbe in connection with a
love story there is always going to be a suggestion of the Pyramus and Thisbe story,
which serves to demonstrate that literature becomes enriched as it speaks across
ages. It is in the nature of the novels to speak to different readers: they are able

149tÕ d� parÕn Øm‹n Óti belt…ona Q…sbhn ™kths£mhn ¢pÒcrh maqe‹n: 5.1.7.
150This will be discussed in detail in chapter 2.
151See Knox 1989 for a discussion of the Greek sources and the mosaic at Paphos. See also Duke

1971 and Melville 1987, p. 396.
152I thank Catherine Connors for this observation.



55

to “offer a satisfying rich and multifaceted narrative, capable of accommodating
divergent readers with their own perspectives and tastes.”153 Depending on the
background of the reader, different readings are possible here, and it is tempting
to read the Thisbe episode as a nod to the Pyramus and Thisbe tradition, but what
(if anything) is it doing in the novel? I shall now explore an exciting possibility for
the reason behind the author’s picking of the name Thisbe to use in a novel that
forms part of a genre which contains so many sprechende Namen.

Duke says that the myth as it is found in Ovid “seems to be a Greek aetiological
myth of a familiar type”154 but that it is in the style of a Hellenistic writer. He
speculates: “Perhaps he was a poet, such as Callimachus of Alexandria, or perhaps
he was a writer of prose-romance, such as Xenophon of Antioch.”155 The story of
Semiramis and Ninus has similarities to the Pyramus and Thisbe story, and Con-
nors argues that, given the prevalence of in-set tales in the novels, it is possible
that the Pyramus and Thisbe story featured in the Ninus romance, most likely
because of its aetiological relationship to the mythology behind silk.156 It is pos-
sible that what we now know as the Ninus romance was part of the Babyloniaca
attributed to Xenophon of Antioch in the Suda,157 which means that Ovid’s Greek
source for the Pyramus and Thisbe story could have been an in-set tale within
the Ninus portion of a set of Babylonian tales.158 It is therefore possible that this
set of Babylonian tales incorporating Ninus and/or Pyramus and Thisbe is also
Heliodorus’ source and that one of his narrative threads picks up and plays with
the ideas of trade and trade routes. For example, Persinna’s tainia is made of silk
(¢pÕ shrikoà n»matoj 2.31.2), a point which suggests a Chinese origin and that

153Whitmarsh 2011, p. 20.
154Duke 1971, p. 322. Similarly Brewer suggests there may be an earlier Greek version that

is more similar to Ovid’s version: “An Alexandrian author contemporary with Nicander, whom
we cannot identify, transferred the scene of the story northeastwards to Babylon and recorded a
different ending.” (More and Brewer 1978, pp. 569–570).

155The mosaic at Paphos appears to be a conflation of the Greek and Latin traditions: Knox
1989, p. 323.

156It is possible that the ‘Median dress’ Semiramis is said to have invented is silk (Diodorus
Siculus 2.6.5–6); Connors Forthcoming.

157Stephens and Winkler 1995, p. 27. See also Perry 1967, p. 171.
158See Hill 1985, p. 236, Bömer 1976, p. 33 and Perdrizet 1932, pp. 197–207. See also Connors

Forthcoming.
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Ethiopia is a “place of cultural diversity.”159 Secondly, Nausicles, who takes Thisbe
to Egypt in the first place, is a merchant. He is going to take her on to Ethiopia
(2.24.3) like a piece of merchandise: Nausicles hoped to get a large profit for Thisbe
(meg£lwn kaˆ pollîn tîn ™p’ aÙtÍ prosdokwmšnwn crhm£twn, 2.24.3) and in-
deed he pretends that Charicleia is Thisbe because he has an eye for the profit he
will make (5.8.3). At 5.8.2 the reader learns, somewhat surprisingly, that Nausicles
had paid Mitranes a great deal of money to come to the island and find Thisbe.
Ethiopia, the place to which Thisbe was supposed to go with Nausicles, is the very
place from which Persinna’s tainia starts its journey with Charicleia, so implies
a trade route, perhaps for silk as well as slave–girls. Silk clothing is part of the
cargo of the merchant ship that Theagenes, Charicleia, and Calasiris have been
travelling and which can be seen at the beginning of the novel (shrikÁj ™sqÁtoj,
1.3.2). The phrase is repeated at 5.19.2, and at 4.16 the reader learns that the
merchant ship is carrying cargo from, among other places, Ethiopia, so this trade
route seems likely. This background of trade routes and silk would provide a reason
for the author’s picking of the name Thisbe, with its links to the silk trade, for a
girl who is essentially a commodity.

Thisbe signifies a wider narrative about trade and travel within the Aethiopica,
but I think there is also something deeper going on as regards her resemblance to
Charicleia. Thisbe too was meant to be going to Ethiopia in order to be Persinna’s
confidante. We learn at 2.24.3 that Nausicles is not at home because he has gone
to fetch Thisbe from the herdsmen. He is particularly enraged by her capture,
Calasiris says, because:

aÙt¾n kaˆ basile‹ tîn A„qiÒpwn ¢p£xein œmellen æj aÙtÕj œfaske

gametÍ tÍ ™ke…nou sumpaistr…an kaˆ sunÒmilon t¦ `Ell»nwn ™somšnhn.

he intended to take her to the king of the Ethiopians, so he said, to
be a companion for the wife of that man and someone with whom to
converse about Greek affairs.

If it was possible for Thisbe to have ended up in Ethiopia, she may well have been
159Whitmarsh 1998, p. 120 and n. 106. See below, p. 212.
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‘recognized’ as the daughter of said king and his queen (Hydaspes and Persinna).
As is repeatedly pointed out, Thisbe does actually look like Charicleia — many
people confuse them: Thyamis, Cnemon (Charicleia’s speech makes him believe she
is Thisbe), even Theagenes.160 The whole novel could have gone a wildly different
way if it had been Charicleia’s Doppelgänger who had gone to Ethiopia instead.
At the end of the novel the recognition of Charicleia is confirmed for the most
part by her resemblance to the picture of Andromeda; indeed it is the painting
rather than the recognition tokens that convince Hydaspes, because — as he says
— the tokens could have been acquired and used by anyone. It is at the point at
which the painting is brought out that Hydaspes is swayed, and only afterwards
that Sisimithres plays his trump-card of the birthmark. In fact the back-telling of
Cnemon and Thisbe’s story frames the back-telling of Theagenes and Charicleia:
the final mention of her is in book 6.8 when Nausicles betroths his daughter to
Cnemon as a sort of apology, and he drops out of the narrative too, and it is only
at this point that the narrative starts moving forwards.

On a similar note, the fact that Thisbe is still in possession of her letter when
she is found dead by Cnemon and Theagenes indicates that she must have just
finished writing it as Thermouthis came to put her in the cave (or was still writing
it, given that there is no farewell at the end, although there does not have to be
one): in it she says that she is sending the letter via an old woman, who clearly
did not get given the letter. The old woman was going to be instructed to deliver
the letter to a handsome Greek:

t»nde soi t¾n dšlton di¦ tÁj suno…kou presbÚtidoj l£qra diepe-

my£mhn, tù kalù kaˆ “Ellhni kaˆ f…lJ toà ¥rcontoj ™gceir…zein

fr£sasa

I have sent you this tablet secretly through an old woman who lives with
me, having told her to put it in the hands of the captain’s handsome
Greek friend.

2.10.3
160Nausicles pretends Charicleia is Thisbe, but says she is actually far more beautiful than

Thisbe.
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There is more than one handsome Greek in the herdsmen’s village, and presumably
Theagenes is more handsome than Cnemon. What would have happened if the old
woman had delivered the tablet to the wrong one?

Thisbe, therefore, as a character who not only resembles the heroine but who was
also on the same trajectory as the heroine, down to being hidden away in the
same cave, also stands for the disruption, or even the complete unravelling of the
narrative as it should proceed. She threatens it, but cannot alter it completely. Her
presence is felt, however, and she remains an exciting and dangerous undercurrent,
repeatedly reemerging even after her death.161

Not only this, but the Thisbe story is actually the subplot that Cnemon accuses
Calasiris of wheeling on at 2.24.4: ™peisÒdion d¾ toàto. . . ™peiskukl»saj. Calasiris
had been about to tell Cnemon the story about Nausicles and Thisbe, but Cnemon
brings him back round to the story about Theagenes and Charicleia. Thisbe is thus
literally the subplot to the novel, and she could at this point have hijacked the
whole of Calasiris’ narrative. But what would have happened if she had not been
killed by chance in the cave? A girl who is the spitting image of a girl who is
the spitting image of a painting could have been recognized as Hydaspes’ and
Persinna’s daughter instead — Persinna is adamant that Charicleia looks like
Andromeda, so by all accounts Thisbe must do too. Is this why this dangerous
subplot needs to be killed off? Thisbe has been read as an anti-Charicleia, since
she embodies everything Charicleia is not,162 and their stories are intertwined, even
down to their both being in the cave without the other knowing. The cave itself
is not a natural one, but man-made and intricate, like the Aethiopica. Morgan
demonstrates that the cave, surrounded as it is by reed-beds, can stand for the
novel itself:

The concentric maze reflects the narrative structure of the novel, with
its narratives within narratives, and at the very centre is placed Char-
iclea, illuminated. Her antitype and Doppelganger, Thisbe, is also hid-

161Cnemon points out at 6.2.1 that Thisbe’s name strikes fear into both him and Nausicles. She
is a mormoluke‹on.

162See Morgan 1989 repr. 1999, p. 281 and Morgan 2012a, p. 575 for this.
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den in the cave, in darkness. . . Chariclea is the true beauty and beau-
tiful truth hidden at the heart of the textual labyrinth for those who
know how to find their way to her.163

Both Charicleia and Thisbe are shut in the cave for safekeeping. This raises the
question: what if Charicleia had actually been killed by Thyamis? The cave, like
the novel, contains more than one narrative possibility, and Thisbe is a pivotal
character, even though her presence in the narrative is brief.

Once again a Greek novel has put forward what seems to be a perfectly innocent
embedded narrative and given it significance, kindling in the mind of the reader
alternative possibilities for the outcome of the novel. Even though Thisbe drops out
of the text in book six, because of the way the novel is structured the reader will
leave the novel after the recognition scene thinking back to Nausicles’ intentions
and wondering ‘what-if’. S/he will not merely ponder the possibility as s/he goes
through the text — the ‘what-if’ is aroused right at the end of the novel.

Longus’ inset tales: learning novel lessons

Longus’ Daphnis and Chloe contains three inset stories: the stories of the wood
dove (which alludes to the the tale of Pan and Pitys), Pan and Syrinx, and Pan and
Echo. Each of these contains “myths of transformation, gender hostility and violent
rape.”164 It is well known that these inset stories highlight important themes in
the framing narrative, particularly as regards violence and human sexuality.165

They hint at menacing undertones in the protagonists’ love story and trace the
development of their increasingly sexual relationship.166 The first inset story is the
most innocent and least violent in tone, and the final inset story (Pan and Echo) is

163Ibid., p. 575. See also Morgan 1989 repr. 1999, p. 281.
164Goldhill 1995, p. 32.
165For the inset tales echoing the novel’s themes, see Philippides 1980, especially p. 194; Hunter

1983, pp. 52–58; MacQueen 1990, particularly on the structural relation of the inset stories to
the main narrative; Zeitlin 1990; Morgan 1994, pp. 69–70; Hunter 1996a, p. 379; Bowie 2003;
Haynes 2003, pp. 63–64; Nakatani 2003, pp. 71–72; Morgan 2004, pp. 172, 195–196 and 214–215.

166Ibid., p. 215; Hunter 2008b, p. 779; Montiglio 2012, p. 147.
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the most violent, and leaves the reader wondering what will happen to Chloe when
she loses her virginity. Daphnis’ narration of this final myth comes just after he
has had sex with Lycaenion, so it reflects, through its violence, Daphnis’ superior
sexual knowledge. The inset tales in Longus also provide for Chloe in particular
a message of what sexual acculturation means for a woman, warning her about
the violence involved in the loss of virginity and showing her that according to the
protocols of relationships (as the narrator would have it), she must eventually be
submissive.167

This section will read the inset tales in a new way, arguing that these embedded
narratives dramatize the act of reading erotic pastoral stories from within a novel
which is itself an erotic pastoral story. The genre of pastoral poetry, which is repeat-
edly evoked throughout the novel,168 is also an intensely self-reflexive one which
explores, through embedded songs, the dynamics of its own creation and recep-
tion. It is a genre marked with metapoetic elements and which affords its readers
many examples of pastoral poetry in performance within the poetry itself.169 In
a similar way Longus’ embedded tales communicate to the reader a story about
novel-reading and how to become proficient at it. In order to do this, the tales cast
Chloe in the role of an intradiegetic reader who models the extradiegetic reader’s
approach to the novel (or one possible approach). Through the relationship be-
tween the three tales, Longus explores reading as a process in which the reader
progresses from immersive absorption in the story towards an aesthetic apprecia-
tion of the narrative from a more detached perspective. The inset tales form part
of the novelistic creation and direction of the reader as s/he comes to analyse his
or her own reading experience and identify him or herself as curious. I shall first
examine the role of the prologue as an embedded commentary on the novel which
initiates from the very beginning of the text a strong metanarrative thrust that
continues throughout it.

167Winkler 1990, ch. 4.
168See, for example Morgan 2004, pp. 2–7.
169See, for example, Goldhill 1991 and Payne 2007.
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The Prologue

The prologue immediately invites the reader to think of the novel as a work of
art through a vivid description of the painting on which the novel is based and
the grove in which it is situated, both of which are beautiful. The most telling
phrase is ¢ll’ ¹ graf¾ terpnotšra (Praef. 1): the picture is more beautiful than
the grove, and it will be the picture, the work of art, that the narrator is trying to
emulate in his writing of the novel.170

The prologue also establishes Daphnis and Chloe as a metanovelistic text through
its narration of the novel’s inspiration and creation. The narrator tells the reader,
from within the text, the process he went through to form his finished product:
finding an interpreter to explain the painting, and then working hard to complete
the four books of which the novel consists (¢nazhths£menoj ™xhght¾n tÁj e„kÒnoj

tšttaraj b…blouj ™xeponhs£mhn, Praef. 3). Towards the end of the prologue the
narrator specifies different types of extradiegetic reader for the novel: s/he could be
nosîn (ailing), lupoÚmenoj (grieving), ™rasqe…j (someone who has been in love)
or oÙk ™rasqe…j (someone who has not been in love).171 It is thus implied that the
novel offers something to each kind of reader and also shows how it should be read.
The prologue “establishes the interpretative horizon of its public”172 and “influences
the act of reading in the rest of the novel”173 by showing the reader (through
describing the painting) what subjects the novel will cover and by suggesting the
kind of reader who should read it. These details about the novel’s genesis, subject-
matter and anticipated reception set in place the expectation that Longus’ novel
will be a highly sophisticated and playful addition to the genre.174

More importantly the prologue establishes a link between erotics and narrative:

170Teske 1991, 25. ff.
171Praef. 3.
172Lauwers 2011, p. 60.
173Ibid., p. 60.
174Ibid., 66: “the lack of correspondence between generic expectations and the work in front of

the reader distracts him from the story itself and draws attention to Longus’ own practice of
writing. In this respect, the prologue establishes for a perceptive reader the interpretative horizon
in such a way that it evokes a high awareness of the generic expectations and the author’s playful
deviations.”
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the narrative will teach someone who has not been in love how to love.175 Reading
narrative can be figured as an erotic encounter,176 and this is a novel about love,
so the phrase in the prologue that promises to educate the person who has never
loved (tÕn oÙk ™rasqšnta propaideÚsei, Praef. 3) also promises to educate the
person who has never read a novel. Chloe herself has never loved and has never
‘read’ the inset narratives, so her journey through the text works on both levels.
Through the figure of Chloe, the narrator teaches the reader not only about love
but also about reading.

Chloe as in-text reader

The inset tales seem unfamiliar to Chloe. In the instance of the two stories that
Daphnis narrates (the Phatta and Echo stories), it is clear that he has prior knowl-
edge of the stories and teaches them to Chloe. She appears never to have heard
them before but in both cases asks about something in nature that can be ex-
plained through a myth. Her curiosity and her casting of Daphnis in the role of a
myth-maker align her with other female characters in novelistic texts, like Leucippe
in Achilles Tatius’ Leucippe and Cleitophon who asks for the story of Philomela
because (as Cleitophon says) ‘women are fond of stories.’177 Isidora, the female ad-
dressee of Antonius Diogenes’ The Wonders Beyond Thule, is similarly described
as a lover of learning.178 Chloe is thus conforming to a novelistic female ideal by
asking to be told stories.

Chloe’s naïve approach to the inset stories seems puzzling given the fact that
175Highlighting a parallel between narrative and sex is something that other novelistic texts do

as well. For example, sex indicates a transition from textual reality into and out of the fiction
world in Lucian’s Onos (cf. Ní Mheallaigh 2009, pp. 115–116) and his Vera Historia: the fantastic
adventures are framed by two episodes involving sexual encounters with monstrous women at
1.8 and 2.46 (cf. Larmour 1997).

176Barthes 1975 tr. 1990; Brooks 1984. Zeitlin 1990, p. 425: The parallel between sex and
narrative is particularly pertinent in this novel, in which erotic narrative strategies “are made to
coincide more simply and overtly with the erotic rhythms of the plot,” and “the tale reaches its
conclusion only and exactly with the sexual consummation of the wedding night.”

177filÒmuqon g£r pwj tÕ tîn gunaikîn gšnoj. (5.5.1). See below, p. 224.
178. . . Óti tV ¢delfÍ 'Isidèrv filomaqîj ™coÚsV t¦ dr£mata prosfwne‹. ‘[he says]. . . that he

addresses the novel to his sister Isidora, who is a lover of learning.’ (Antonius Diogenes apud
Photius Bibliotheca codex 166, 111a33–34).
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both she and Daphnis have been educated. At the beginning of the novel the
reader learns that they have been educated because their adoptive parents believed
that they came from a more privileged background and should therefore have an
education to suit their status:

½cqonto m�n e„ poimšnej œsointo kaˆ a„pÒloi tÚchn ™k sparg£nwn

™paggellÒmenoi kre…ttona, di’ ¿n aÙtoÝj kaˆ trofa‹j œtrefon ¡brotš-
raij kaˆ gr£mmata ™pa…deuon. . .

They were annoyed that they were going to be shepherds and goatherds,
since they had given indications of a better fortune since childhood —
for which reason they had both nurtured them with a more luxurious
upbringing and taught them to read and write. . .

1.8.1

To use the verb paideÚw rather than did£skw here in a ‘sophistic’ text does not just
imply that Daphnis and Chloe have been taught to read and write, but also implies
that they have been trained in such a way that includes them in a particular social
stratum (to which they are finally revealed as belonging179) and way of thinking.180

In the Imperial period the concept of paideia was the “knowledge of an amalgam
of cultural values and capacities which were regarded as heritage from the Greek
classical age.”181 Being pepaideumšnoj meant having been through a particular
system of education, which produced a cultured Greek elite.

Despite her education, Chloe appears to know nothing about the myths. However,
there is a plausible explanation for why this should be when the reflexive function

179See 4.21 for Daphnis’ recognition by his real parents, and 4.36 for Chloe’s recognition by
hers.

180See Whitmarsh 2005, p. 15, and Whitmarsh 2001, pp. 90–130. See further Goldhill 2001. The
verb paideÚw also puts Daphnis and Chloe on the same level as other protagonists of the novels,
for example Leucippe in Achilles Tatius’ Leucippe and Cleitophon is very accomplished: she plays
the harp and sings in book 2.1.1 (“Ama d� ˜autoÝj ™painoàntej ™pˆ tÕ dwm£tion ™bad…zomen tÁj
kÒrhj, ¢kroasÒmenoi dÁqen tîn kiqarism£twn:. . . ¹ d� prîton m�n Ïsen. . . ‘Praising each other
we went to the room of my beloved in order to hear her playing on the cithara. . . and first she
sang. . . ’). Leucippe can also read and write, as is demonstrated at 5.18.2–6 and 5.20.4–5.

181Lauwers 2011, p. 57.
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of the inset tales is taken into account. The first inset tale establishes Chloe as
the (unknowing) reader of erotic narrative.182 Chloe and Daphnis take on the roles
of intradiegetic narratee and narrator, dramatizing the relationship between the
extradiegetic narratee (the reader) and the narrator of this novel.

The first tale is introduced when a wood dove starts singing, and Chloe asks
Daphnis what its song is about:

”Eteryen aÙtoÚj pote f£tta boukolikÕn ™k tÁj Ûlhj fqegxamšnh,

kaˆ tÁj ClÒhj zhtoÚshj maqe‹n Ó ti lšgei, did£skei aÙt¾n Ð D£fnij

muqologîn t¦ qruloÚmena.

Once a wood dove charmed them by singing its bucolic song from the
wood. When Chloe had asked to learn what it was saying, Daphnis
taught her by telling the myth of the familiar story.

1.27.1

The fact that Daphnis narrates things that are familiar (t¦ qruloÚmena) suggests
that Chloe surely would have known the myth, since she has been educated in
the same way as Daphnis, but she seems to be ignorant of it. However, it is clear
that Chloe wishes to learn about the dove (tÁj ClÒhj zhtoÚshj maqe‹n). The
verb zhtšw (‘I seek’) implies an inquisitiveness: Chloe, in the position of the in-
tradiegetic narratee, is ‘seeking’ a narrative (here an explanation) in the same way
as the reader who is constructed by the novel looks for narrative and meaning by
continuing to read the novel to its conclusion, and interrogates the narrative.183

Moreover, Chloe wants to know/learn what the dove is singing: maqe‹n Ó ti lšgei,
much as the reader wants to know/learn what the narrative says and means. The
verb zhtšw is used of Chloe in the introduction to the third inset tale at 3.22.2
(zhtoàsa), and at this point she also asks (™punq£neto) Daphnis to explain the
echo she can hear. The use of the verb punq£nomai (I find out by asking) shows

182Montiglio 2012, p. 146 n. 53 notes that Chloe seems not to know what an echo is even though
Philetas has mentioned Echo at 2.7.6. I would argue that it is necessary for Chloe to take on this
ignorant role in order for the dramatization of reading to take place.

183Konstan 2009.
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that Chloe is curious to discover the answer to her question, and the use of the
imperfect indicates that she is persistent in her asking. Chloe’s curiosity as in-
tradiegetic narratee echoes and encourages the inquisitiveness of the extradiegetic
narratee, that is, the reader of the novel, who is encouraged to read the novel in
an interrogative and searching way. It also echoes the narrator’s initial curiosity
about the picture in the prologue, for which he needs an interpreter.184

Chloe does not just act as an intradiegetic narratee for the inset stories, but it is
possible to see a development in her response to them, and this echoes the process
through which the reader goes when s/he reads a novel.

The metamorphic process of reading

The narrator of Daphnis and Chloe purposefully sets out to take the reader through
an educative and metamorphic process.185 He transforms a more naïve reader
into one who comprehends the subtleties of the narrative.186 Both Chloe, as in-
tradiegetic reader, and the extradiegetic reader of the novel undergo this metamor-
phic experience, a process which can be called ‘novelisation’.187 The inset stories
bring metamorphosis to the foreground in order to highlight the similarity between
Chloe’s experience of ‘reading’ the inset stories and that of the reader reading the
text. Chloe’s reactions to the inset tales dramatize the metamorphic process of
reading, in particular her reaction to the second inset tale.

The second inset story has a slightly different setting to those of the first and third.
It takes place when Philetas, Lamon, Dryas, Daphnis, and Chloe come together
to celebrate Chloe’s rescue from the Methymnians by Pan. It is not Daphnis who
narrates this tale, but his father Lamon, so both Chloe and Daphnis are in the
place of intradiegetic narratees. There is some indication that the intradiegetic
narratees ask for the story: Ð d� L£mwn ™phgge…lato aÙto‹j tÕn perˆ tÁj sÚrig-

goj ¢fhg»sasqai màqon (‘Lamon promised to tell in full the story of the syrinx’
184Praef. 3.
185Praef. 3.
186See Eco 2002 tr. 2006, p. 234 for narrative’s transformation of its reader.
187See Whitmarsh 2003, p. 194.
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2.33.3). ™paggšllw (‘I promise’) implies that the narration is in answer to a re-
quest. Indeed, they persistently request that Philetas play his pipes: p£saj de»-

seij prosšferon. This again shows that the intradiegetic readers echo the external
reader by being inquisitive about narrative.

Daphnis and Chloe do not just passively listen to (or ‘read’) this tale, but they
demonstrate their understanding and appreciation of the narrative by acting it out
in the form of a dance, thereby totally immersing themselves in it and reacting to
it. Arguably they do not demonstrate that they have comprehended the deeper
meaning of the tale, as their interpretation of it contains none of the violence of
the myth that has just been narrated.188 Daphnis and Chloe’s toned-down acting
out of the tale injects a dangerous irony into the scene: “Like children saying a
word without knowing what it means Daphnis and Chloe play at rape without
taking it seriously.”189 However, it is clear that after she has heard and acted out
the story of Pan and Syrinx, Chloe at least has internalized the deeper meaning
of the tale. She and Daphnis swear oaths to love each other; Chloe swears by
the Nymphs and Daphnis by Pan. Chloe asks Daphnis to swear another oath
because Pan is ™rwtikÒj (‘amorous’) and ¥pistoj (‘not to be trusted’),190 thus
demonstrating that she has learnt from the inset tales that Pan is untrustworthy
and a threat towards women. The dancing out of the myth and evidence that she
has absorbed its meaning create a contrast with the aftermath of the first tale,
where the narrative moves directly on to the next episode and betrays no reaction
from Chloe to Daphnis’ tale.191 Chloe’s reaction to the second tale demonstrates
a development in and maturation of her role as intradiegetic narratee. The fact
that Daphnis and Chloe perform the story of Pan and Syrinx in a mimetic dance
is interesting in itself, given that mime is a metamorphic art: the person dancing
the story seems to transform into the character they are representing.192 In their
dancing out of the myth, Daphnis and Chloe are transformed mimetically into Pan

188Cf. Winkler 1990, pp. 119–120: “the sinister and essential elements of force, so vivid in the
mythos just related by Longus, are missing from the young lovers’ imitation.”

189Ibid., p. 120.
1902.39.2.
191Cf. Bowie 2003, p. 367.
192Lada-Richards 2007, p. 53.
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and Syrinx.193 The metamorphic process that they go through by acting mirrors
the fact that throughout the text Chloe is going through a process, just as the
extradiegetic reader does.

The three inset stories track Chloe’s development as a reader, or a consumer of
narrative.194 She progresses from having no reaction to the first story,195 to dis-
playing immersive appreciation and understanding through mimesis of the second
tale, to finally showing a more detached appreciation of the third one. The kisses
Chloe gives Daphnis as a reward for the third tale are not thematically related to
the tale he narrates, whereas her dancing out of the Syrinx myth is intertwined
with the preceding inset story. There is an incongruity between her kisses that
indicate pleasure and the violence of the Echo tale; Chloe’s kisses are a reward
for a well-told story, a response to Daphnis’ myth-making that provides a perfect
explanation for the echo. Daphnis asks to be paid in kisses if he managed to teach
her (e„ did£xeie, 3.22.4). If he teaches her, then this implies that she learns, and
it is clear that she does: she gives Daphnis oÙ dška mÒnon fil»mata ¢ll¦ p£nu

poll¦ (‘not ten, but many more kisses’) because the echo she hears marturoàsa

Óti mhd�n ™yeÚsato (‘bore witness to the fact that he did not lie’ 3.23.5). She
now knows what the echo means (that is, how it works and how it came to exist)
not just what it says, which is what she wanted to know before the first inset
tale. She is impressed with how the echo she can hear seems to bear out what she
has been told by Daphnis, which highlights the fact that enargeia is important in
story-telling. Enargeia is the very thing that Chloe is delighted to find in Daphnis’
final tale, and it is also present in Dryas’ mime of the vine harvest at 2.36.2. The
audience is suitably impressed:

oÛtwj eÙschmÒnwj çrc»sato Ð DrÚaj kaˆ ™nargîj éste ™dÒkoun

blšpein kaˆ t¦j ¢mpšlouj kaˆ t¾n lhnÕn kaˆ toÝj p…qouj kaˆ ¢lhqîj

193Daphnis and Chloe’s dancing of the Pan and Syrinx myth is a mimetic representation of
verbal narrative in dance, which Lucian (De Saltatione 35) and Plotinus (Enneads 5.9.11) see as
like the visual art of painting or sculpture (ibid., p. 85). This echoes the narrator’s representation
of a visual narrative (a painting) in a verbal one.

194Montiglio 2012 argues that the tales form for Chloe part of an educational journey that is
musical.

195Ibid., p. 148.
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DrÚanta p…nonta.

Dryas danced this so gracefully and vividly that they seemed to see the
vines and the pressing-tubs and the jars and Dryas really drinking.

Dryas’ dancing informs Chloe (and the reader) about what sort of narrative to
demand and recognize.

In the course of the novel Chloe goes through a process that changes her atti-
tude to narrative, which draws attention to the fact that the extradiegetic reader,
aligned with Chloe, also develops and goes through a process whilst reading: s/he
transforms from a reader who does not know how this pastoral novel will work to
one who understands it, just as the narrator promises. The novel affords two levels
of readerly experience: the first is an experience of a love story and the second is
an experience of a narrative about the journey (or process) of reading, that is, the
metanarrative. The first-level reader of Daphnis and Chloe is the one who reads it
for the love story, and the second-level reader is the one who notices the hidden
narrative about reading but who can still appreciate the novel as a love story as
well.196 The reader moves from the first to the second level in the same way as
Chloe moves from naïve to sophisticated narratee.

The educative and metamorphic process of this novel works on both levels. The
semantic reader of Daphnis and Chloe is told at the very beginning of the novel
what will happen in it: the painting in the prologue is the novel in microcosm.
His or her educative journey is about learning the whole story. The critical (and
therefore generically-aware) reader of the novel would situate it within the same
genre as the work of Chariton, Xenophon of Ephesus and Achilles Tatius, and
so would know the basic rules of the genre and have certain expectations. The
sophistic novels in particular play to a reader who knows what to expect of the
genre by going against his or her expectations. Reading Achilles Tatius’ novel,
Leucippe and Cleitophon, “consists in an ability to switch between mental frames,
between over-determined generic awareness and the naïve affect of the first-time
lover.”197 This observation about different frames, or levels, of reading is equally

196Eco 2002 tr. 2006, p. 223. See above, p. 27.
197Whitmarsh 2003, p. 204.
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as relevant for the reader of Longus’ novel. The reader of Daphnis and Chloe slips
between his or her awareness of the general direction in which this genre goes and
his or her excitement of reading a new story. Longus’ novel constantly confounds
the reader’s expectation of the genre by blending novelistic topoi with pastoral,
and thus plays to a generically aware reader. The slippage between the two levels
of reading is set up in the prologue as soon as the narrative places pastoral side by
side with novel:198 here is not only a new story, but a new type of novel. This is
what the narrator means when he says that he will remind those who have loved
(or read novels and know how they work) and will teach those who have not loved
(or read a/this novel and do not know how it works). Even though Chloe and the
reader of the novel have paide…a, the novel will educate them both: Chloe will learn
how to be a narratee, and the extradiegetic narratee, mirroring Chloe, will learn
how to read this particular novel. In addition to this, through analysing his or her
experience of the text, the reader will come to realize his or her own curiosity, led
by Chloe.

From reader to novelist

The narrator of the novel moves from being a ‘reader’ of the painting in the pro-
logue to being the author of his story. So too Chloe moves from the role of reader
to that of author, along with Daphnis, of her own story. The narrative demon-
strates that Chloe learns from the tales she hears and the process through which
she has gone. At 3.22.2, just before Daphnis tells her the tale of Pan and Echo,
Chloe wants to find the answering group of sailors, who she is sure are responsible
for the echo she can hear, not yet knowing how an echo works:

¹ d� ClÒh, tÒte prîton peirwmšnh tÁj kaloumšnhj ºcoàj, pot� m�n

e„j t¾n q£lassan ¢pšblepe, tîn nautîn keleuÒntwn, pot� d� e„j t¾n

Ûlhn Øpšstrefe zhtoàsa toÝj ¢ntifwnoàntaj.

But Chloe was then experiencing for the first time that phenomenon
called an echo, and she looked at first towards the sea, where the sailors

198Praef. 2.
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were calling orders, then she turned back towards the wood, searching
for those producing the answer.

¢ntifwnoàntaj invites the reader to see a resonance between the narrative about
Echo and the novel, which is an ‘echo’ of the painting: in the prologue the narrator
says that a desire seized him to ¢ntigr£yai, that is, to write something in response
to the painting. The novel is the narrator’s sophisticated appreciation of the story
in the painting. Chloe at this stage in book three can only remain at the level of
a reader, as she only searches for narrative rather than creates it. The narrator
has ‘read’ the picture, consulted another authority about it, and finally written
his own version.

At 2.27.2, Pan says that Eros intends to make a muthos out of Chloe (parqšnon,

™x Âj ”Erwj màqon poiÁsai qšlei). She is thus equated with the three myths as
a subject-matter for narration, and the story of her maturation from young girl
to wife is the ‘myth’ in the fourth book.199 She is, in effect, turned into the novel.
However, as intradiegetic narratee, she does lead the reader in an educative process
about how to mature as a reader: “Fiction is at the heart of Daphnis and Chloe’s
maturation and, by transference, the reader’s too.”200 As a fiction by Love, Chloe
educates readers in both love and in reading erotic fiction. She becomes a muthos
about how to read muthoi.

Indeed, Chloe finally joins Daphnis in becoming the ultimate in narrators, because
she and Daphnis are the ones who ‘write’ their story in picture form at the end
of the novel for the narrator to ‘read’: Daphnis and Chloe “create their own myth,
reflecting the artistic process of transforming life into narrative.”201 The protago-
nists thus become novelists before the novelist does. At the end of the novel the

199MacQueen 1990, p. 87 and Morgan 2004, pp. 16–17. See also MacQueen 1985.
200Morgan 2004, p. 17.
201Fusillo 1997, pp. 218–219. See also Hunter 1983, pp. 42–43: “although Longus does not

mention a cave in the ¥lsoj of the prooemium, it is hardly fanciful to equate the e„kÒnej with
the painting of which the whole novel is a description.” Cf. Zeitlin 1990, p. 443: “[The narrator’s]
work is even more intimately linked to the world he is representing if the painting itself, as the
text suggests, is the very one that Daphnis and Chloe, long after their marriage. . . dedicated to
the Nymphs (4.39.2).” See also Morgan 2004, pp. 146–147: “We are meant to identify the painting
[in the prologue] with the autobiographical images (also e„kÒnej) dedicated by the protagonists
at their marriage.”
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narrator invites the reader to complete the story by providing a brief outline of
Daphnis and Chloe’s future life, just as he had been provided with a brief outline
of their story so far. This brings the reader full circle from narrative novice to
creative author, mirroring Chloe’s experience within the text.

This trajectory is thematized spatially in the two gardens:202 the process of Chloe’s
‘novelisation’ is traced by the different manifestations of deities in them. The
ways in which the gods are presented in the two gardens resonate with the two
different ways in which Chloe reacts to the tale of Syrinx and the tale of Echo.
Eros is physically present in Philetas’ numinous garden. It is possible to interact
with him, which corresponds to Chloe’s immersive experience of the Syrinx story
in the mime she performs. In the second garden, deities are present as artistic
representations only. Pan is depicted sitting on a rock and piping.203 He is not
immanent in the park in the same way as Eros is in Philetas’ garden. He is depicted
in a way which does not reflect Pan as he is portrayed in the tales (that is, as
a violent deity), but as if he has been tamed, or even “domesticated”204 by the
artist who wanted him to behave in a certain way. This experience of Pan as art
corresponds to Chloe’s more detached attitude and mature response to the tale
of Pan and Echo.205 She has learnt how to demonstrate aesthetic admiration of
the beauty of artistic creations. The depiction of Pan in the park foreshadows
Daphnis’ and Chloe’s demonstration of their understanding of the lessons they
have learnt through their turning of their story into art that is acceptable206 and
pleasing to the eye.207 That is, the narrator’s gradual introduction of Pan and

202Philetas’ garden at 2.3 and the more contrived garden park at 4.1; they also trace the
development of the protagonists’ understanding of love and desire from childish games to maturity
of experience and action. See ibid., p. 224: “the park embodies the same shift towards urban
values. . . as DC’s experience and the plot itself.” Ibid., p. 249: Daphnis and Chloe move from
sexual experimentation to a serious fully-fledged relationship, which is formalized within the
framework of marriage; cf. Zeitlin 1990, p. 458.

203There is no real music (for example birdsong) in this garden, Zeitlin 1994, p. 162. See also
Montiglio 2012, p. 134.

204Newlands 1987, p. 56.
205Morgan 2004, p. 249 makes a similar point about the end of the novel: Chloe achieves

a “distant perspective” on the countryside, which demonstrates her “transition from child to
woman”.

206The better elements of Pan are accentuated.
207The narrator says that their painting is the most beautiful sight he has ever seen (qšama

e�don k£lliston ïn e�don (Praef. 1).
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the fact that he finally turns him into a beautiful image tracks the acculturation
and integration of Daphnis and Chloe,208 and mirrors Chloe’s ‘novelisation’, or
learning about narrative. There is an undercurrent in the garden park that hints
at the triumph of town and man-made over country and the simple beauty of
nature: it is extremely contrived.209 The way in which this is done suggests that to
become a sophisticated reader one has to leave behind the fairy-tales, and sacrifice
the innocence of youth, in order to appreciate aesthetic contrivance and man-made
art.

The inset tales in Daphnis and Chloe dramatize the narration and reading of
a narrative, and as such form a commentary on the novel itself in a way that
finds parallels in other examples of the genre. As well as tracing Chloe’s journey
towards sexual maturity, the tales trace both her and the reader’s development
towards readerly maturity. As part of Chloe’s social and sexual acculturation, she
is also required to become a more sophisticated reader, and ultimately to become
the author of her own narrative: she and Daphnis depict their story in art (4.39.2).
In a similar way, the novel takes its reader on a didactic journey about love and
reading, which transforms him or her ultimately into the author’s accomplice in
completing the characters’ love story. The children’s narration of their own tale,
or selected pieces of it, in the picture echoes the reader’s self-analysis: by the end
of the text, the reader is able to tell a story about how s/he arrived there. In this
sense, Chloe’s wistful recognition of her former naivety at the close of the novel
— that all those previous tentative experiences were mere ‘shepherds’ games’ —
glosses the reader’s satisfying recognition of his or her own readerly growth: his
or her realization that this sweet and pleasant tale is also a fabula de se, a story
about reading itself.210

208Turner 1960, pp. 121–122, demonstrates that the protagonists’ changing attitudes to Pan echo
their psychological development, and therefore their path to maturity, which is the acceptance
of both conflict and tranquility as constituent parts of life.

209Zeitlin 1990, p. 446; Teske 1991, p. 92ff.; Morgan 2004, p. 224.
210Ibid., p. 249: “The text ends with a self-referential sphragis”.
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Reception anxiety and narrative misfiring

Quite often, narratives embedded within the novels take the form of texts rather
than oral narrative, or a narrative strand that is different from the main story-
line, examples of which were discussed above. Literacy is an important asset for
many characters in the novels, including the main protagonists.211 In Chaereas
and Callirhoe and Leucippe and Cleitophon, letters are important ways for one
of the lovers to communicate to the other lover the fact that they are still alive.
The writing and reading of letters within a text reflects how texts themselves are
written and received. Through their existence as physical texts within a physical
text they encourage the reader to engage with the textual surface of the novels,
withdrawing slightly from the events of the narrative and analysing his or her own
encounter with the text. Letters can also seduce the reader into thinking of the
possible existence of alternative or parallel narratives because they allow us access
to the thoughts of the character who is writing the letter and to the interpretative
process of the character who is reading it.

There are three ways in which letters encourage the reader to think about his or
her experience of the text. Firstly, they highlight the potential for misreading and
incorrect interpretation; secondly, they dramatize reception anxiety: what happens
when the letter (or narrative) falls into the wrong hands?; thirdly, inasmuch as
letters are narratives not intended for the reader, but intended for private in-text
eyes, they remind the reader that the act of reading a novel is an illicit one — it
is all about prying into people’s private lives.

In the course of what follows I shall use Chaereas’ letter to Callirhoe in Chariton’s
novel to show how embedded narratives ask the reader to engage actively with the
text and to analyse how s/he reads the novel.

Chaereas and Callirhoe meet by chance and fall in love. They are married, but
Chaereas is led to believe that Callirhoe has been unfaithful and, in a jealous rage,

211“[T]he internal audiences of most of the novels. . . spend a good deal of time engaged in literate
activities: viewing inscriptions, sending and receiving letters, and interpreting the texts of oracles.
The ability to read and write appears to be a requisite trait of the heroes and heroines, along
with beauty and noble descent.” Rosenmeyer 2001, p. 136.
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kicks her in the stomach. She is believed to be dead and is buried, but revives
in the tomb only to be captured and sold by pirates who break in. It transpires
that she is pregnant by Chaereas and in order to save her child from a life of
slavery she marries Dionysius who has become her master and pretends the child
is his. Meanwhile Chaereas has realized she is still alive and searches for her, and
during his journey he arrives at the house of a man called Mithridates. Chaereas is
persuaded by Mithridates to write a letter to Callirhoe which shows that he is still
alive. Mithridates also sends a letter to Callirhoe, promising to reunite the couple.
In order to avoid any suspicion, he tells the slaves who are delivering the letters
that they are actually for Dionysius, and only tells one person that they are for
Callirhoe.

Chaereas’ letter begins thus:

KallirÒV Cairšaj: zî, kaˆ zî di¦ Miqrid£thn, tÕn ™mÕn eÙergšthn,

™lp…zw d� kaˆ <tÕn> sÒn: ™pr£qhn g¦r e„j Kar…an ØpÕ barb£rwn,

o†tinej ™nšprhsan tri»rh t¾n kal»n, t¾n strathgik»n, t¾n toà soà

patrÒj: ™xšpemye d� ™p’ aÙtÁj ¹ pÒlij presbe…an Øp�r soà. toÝj m�n

oân ¥llouj pol…taj oÙk o�d’ Ó ti gegÒnasin, ™m� d� kaˆ PolÚcarmon

tÕn f…lon ½dh mšllontaj foneÚesqai sšswken œleoj despÒtou.

To Callirhoe from Chaereas. I am alive, and I am alive because of
Mithridates, my benefactor and, I hope, yours as well. For I was sold
in Caria by barbarians who set fire to the fine trireme, the flagship of
your father. For on it our city sent a search-party for you. I do not know
what happened to the other citizens, but the mercy of my master has
saved my friend Polycharmus and me as we were about to be executed.

4.4.7

The reader already knows what Chaereas tells Callirhoe, as the narrative follows
both protagonists, but she does not know this information and neither does Diony-
sius, who reads the letter by mistake. This highlights the liminal position of the
reader between knowledge and ignorance, and the tension between what characters
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are aware of and what the external reader knows, an element of narrative to which
I shall return.

Through an unfortunate series of events, it is not Callirhoe who reads Chaereas’
letter, but Dionysius, and he interprets it incorrectly: when Dionysius reads the let-
ter from Chaereas alongside the letter from Mithridates, he believes that Chaereas’
letter is a plot on the part of Mithridates to seduce Callirhoe for himself:

DionÚsioj d� kaq’ ˜autÕn genÒmenoj poll£kij ¢neg…nwske t¦j ™pis-

tol£j. katel£mbane d� aÙtÕn p£qh poik…la, qumÒj, ¢qum…a, fÒboj,

¢pist…a. zÁn m�n oân Cairšan oÙk ™p…steue (toàto g¦r oÙd� Ólwj

½qele), skÁyin d� moicik¾n Øpel£mbane Miqrid£tou diafqe‹rai qšlon-

toj KallirÒhn ™lp…di Cairšou.

When Dionysius was by himself he read the letters many times. And
varied emotions seized him: anger, depression, fear, disbelief. He did not
believe that Chaereas was alive (for he absolutely did not want this to
be so), but he suspected an adulterous plan on the part of Mithridates
who was wishing to seduce Callirhoe with hope for Chaereas.

4.5.10

Dionysius projects his own desires on to Chaereas’ letter, and in doing so he inter-
prets it how he wants to: he would rather believe that Mithridates were plotting
against him than that Chaereas were still alive.212 This demonstrates how some-
one can misread a text — even a novel — and interpret it according to their own
desires. The reader can interpret what s/he thinks s/he has read and not what
s/he has actually read.

Dionysius’ reaction to Chaereas’ letter makes the reader ask whether s/he is read-
ing the novel correctly or forcing his or her own interpretation upon it; in doing
so s/he is made to engage with his or her own reaction to the text.

212This is similar to Thyamis’ forcing of his own interpretation on to the dream he has in order
to make it fit his own desires: see above, p. 36.
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The letter is the catalyst for the second half of the novel.213 Dionysius tells Phar-
naces the governor, who alerts the King of Persia, who summons everyone to a
trial to sort out the situation. Taking a step back from the text, this situation
caused by a letter that goes astray opens up a narrative can of worms: there are
so many ‘what-ifs’. If Chaereas’ letter had been interpreted correctly, even by the
wrong addressee, the narrative may have taken a different course. In highlighting
the misreading of Chaereas’ letter, the narrative hints at the possibility of parallel
narratives and an alternative plot for the second half of the novel.214 It encourages
the reader to think about what might have happened.215

Chaereas’ letter falls into the wrong hands: those of Dionysius, to whom the letter
is not addressed. Callirhoe, the correct addressee, never actually reads the letter.216

Dionysius as we have seen interprets it incorrectly, and this misinterpretation sets
in motion the events of the second half of the novel. If Callirhoe herself had read the
letter intended for her eyes, the novel might have turned out differently: “precisely
because the letter is read by almost all the novel’s main characters except its
intended addressee, it functions as the central engine of the second half of the
novel, the impetus for all the action that follows.”217 The letter therefore not only
demonstrates what happens when someone misreads, but also what happens when
the person reading is not the correct addressee.

Ironically, as Rosenmeyer points out, the true meaning of Mithridates’ letter (that
of a plot to seduce Callirhoe) gets projected on to Chaereas’ letter.218 Dionysius
believes it is Mithridates who has written Chaereas’ letter — the wrong addressee
has identified the wrong letter-writer and so has interpreted incorrectly. However,
as incorrect addressee Dionysius interprets the meaning behind Mithridates’ letter
correctly; Callirhoe (the correct addressee) might have been duped, since Mithri-

213Rosenmeyer 2001, p. 139. Cf. Létoublon 2003, p. 280.
214Rosenmeyer 2001, p. 143 points out that one narrative possibility is actually recognized by

Dionysius himself — he could have ignored the letter and kept Callirhoe as his wife (6.2.5–6).
215See Konstan 2009 for the active reader engaging with the text.
216Rosenmeyer 2001, p. 139: “she will “read” the letter only once it is brought forward as evidence

in a climactic courtroom scene.” Cf. Létoublon 2003, p. 283 who also points out that there are
six different readers of Chaereas’ letter.

217Rosenmeyer 2001, p. 139.
218Ibid., p. 141.
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dates’ letter promised to reunite the lovers.

This highlighting of correct and incorrect addressees of letters activates in the
reader an anxiety about whether s/he is the correct addressee of the novel —
what kind of reader am I? Am I misinterpreting? This kind of self-doubt on the
part of the reader does not just exist in this novel. The same stirring up of reader
anxiety can be found within other texts too. For example, Lucian’s writing style
constantly makes the reader question his or her complicity in and understanding
of the narrative.219 His mocking style often makes the reader wonder whether s/he
has understood it all and whether s/he is the right kind of reader. It makes the
reader ask him or herself “are you sure you are reading properly, right now?”220

The reader of a novel knows that s/he is expected to interpret, to follow narrative
pointers in the text such as prolepsis or analepsis. Bartsch argues that, with their
embedded narrative elements, Heliodorus and Achilles Tatius go out of their way
to undermine the reader’s confidence in his or her ability to interpret, and in
doing so they assert the novel’s will and authority over the reader.221 However,
the fact that the narratives make the reader constantly question himself results in
the novels themselves creating a drama about how to read the novel. The novels
create a sense of crisis and uncertainty in the reader,222 which makes him or her
take note of the process of reading. It also has the effect of making a less aware
reader more aware of the reading process and of how narratives work: there is

219Goldhill 2002, p. 93.
220Ibid., p. 93.
221Bartsch 1989, p. 176: “Achilles Tatius and Heliodorus make of the novel a form that plays

with and undermines the conventional relation of image and viewer, text and narratee; in its most
sophisticated appearance, the ancient novel. . . is the only form of artistic creation that asserts
its own volition over that of the reader.”

222Ibid., p. 174. In Achilles Tatius “the readers continue to supply their own interpretations,
which are inevitably shown by the author to be incorrect and inadequate, or else to accept
the faulty interpretations offered by the characters. . . in which case they are again shown to be
wrong. As a result, these descriptions, by drawing into uncertainty an assumed process, compel
the readers to question their ability to read.” See also ibid., p. 176: “readers [of Achilles Tatius]
are shown their inadequacy as interpreters, and ultimately as readers, by means of their repeated
inability to fill in the gaps as the author has arranged that they should be filled.”
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something beyond the story and its immediate intertexts.223 The aporetic state
into which the novel thrusts the reader reaffirms the novel’s plurality, and one of
the strands of the multiplicitous mesh of the narrative is a story about reading.

Within the fiction Chaereas’ letter is a private letter to his wife. He obviously
does not intend it to be read by Dionysius, and it is not his fault that Dionysius
chooses not to believe it. Viewing the private letter going astray, and seeing the
upheaval this simple action causes, puts the reader in a position both of illicit
pleasure (seeing into someone else’s life, and seeing it going wrong) and of pathos
(sympathizing with Chaereas and Callirhoe). The fact that Chaereas’ letter is a
private communication between him and his wife to which the reader of the novel
is privy highlights the fact that the act of reading a novel is always a slightly illicit
one: the reader is allowed access to events that are, essentially, private ones. The
fact that Chaereas’ letter tells the reader something that s/he already knows but
turns it into private information highlights the liminality of the reader: that is,
his or her ability to see more than the public eye can. By their private nature,
both novel and letter invite and shape a reader who is polypragmōn: curious about
what will happen, nosy about letters and private conversations, eager to read every
single word to discover what it means.

Cleitophon’s book

There is one embedded narrative in a Greek novel to which the reader is never
permitted access. Cleitophon surreptitiously watches Leucippe whilst pretending
to read a book at 1.6.6. It is significant that he spies on her every time he passes
the doors, which are obviously open. His visual access to her is permitted by these
doors:224

223Cf. Eco 2002 tr. 2006, p. 235 on intertextual irony: “it can gradually transform the naive
reader into a reader who begins to sense the perfume of so many other texts that have preceded
the one he is reading.” The Greek novels transform the reader from one who simply reads, to
one who becomes aware of his or her process of reading, prompting him or her through elements
in the text that make him or her stop to think about what kind of reader s/he is.

224The narrative function of doors will be discussed in chapter 2.
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¢nast¦j oân ™b£dizon ™xep…thdej e‡sw tÁj o„k…aj kat¦ prÒswpon

tÁj kÒrhj, bibl…on ¤ma kratîn, kaˆ ™gkekufëj ¢neg…nwskon: tÕn

d� ÑfqalmÒn, e„ kat¦ t¦j qÚraj geno…mhn, Øpe…litton k£twqen, ka…

tinaj ™mperipat»saj diaÚlouj, kaˆ ™poceteus£menoj ™k tÁj qšaj

œrwta, safîj ¢pÇein œcwn t¾n yuc¾n kakîj.

Having got up I decided to walk up and down somewhere in the house
in my beloved’s presence. I took a book, and bent over it, and pretended
to read; but every time that I came opposite the door, I peeped over
the book at her, and when I had made several circuits and drawn fresh
love from the sight of her I went away with my heart ill at ease.

We cannot know what book it is that Cleitophon is reading, but, as has been
remarked, it would be extremely exciting and a point of great self-reflexivity if it
were a novel.225 He takes no notice of either what he is reading or how he is reading
it,226 and perhaps this is why he is not good at being in a novel: “if he had paid
more attention to the book and less to ogling Leucippe, he might well have been
better equipped to deal with fortune’s tricks”227 and with his narrative itself.

Against this backdrop of uncertainty I make my suggestion: that Cleitophon is in
fact reading (or misreading) a novel.

In the Ninus romance, Ninus says that he would have been a shameless sort of
person if he had not discussed his betrothal to Semiramis with her family (in this
case her mother), but had gone about fulfilling his desire in another way:

™-

gë d� ¢naid¾j ¨n ½mhn l£qrai

peirîn kaˆ kleptomšnhn

225Morales 2004, p. 79 n. 135. Whitmarsh says the point is the reader does not know precisely
because Cleitophon does not care, and so the reader is left frustrated: Whitmarsh 2011, p. 90,
cf. Whitmarsh 2003, p. 199.

226See ibid. on Cleitophon not understanding what genre he is in: “Clitophon, experiencing life
from the perspective on an inept, does not realize the most fundamental law of the genre” (197),
“Clitophon’s error is generic misidentification.” (198).

227Ibid., p. 199.
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¢pÒlausin ¡rp£zwn kaˆ nu-
ktˆ kaˆ mšqhi kaˆ qer£pon-
ti kaˆ tiqhnîi koinoÚmenoj

tÕ p£qoj.

but I truly would have been shameless if in secret
I had tried her virtue and stolen
my enjoyment undercover,
sharing my passion with the night, the wine-cup,
the trusted servant or nurse.

A.III.38-A.IV.5228

The things that he condemns here are very suggestive of the narrative in Leucippe
and Cleitophon: night-time, a wine-cup and a trusted servant, Satyrus, all aid
Cleitophon in his various attempts to seduce Leucippe. Perhaps he had read the
Ninus romance, or he is reading it while he is eyeing up Leucippe at 1.6.6. As we
have seen, he is not really concentrating on his reading matter, which is why his
approach to wooing Leucippe matches what Ninus calls ‘shameless’.

The fragment of Iamblichus’ Babyloniaca at Suda 1.9.14 is identifiable with 76b10
in Photius’ summary:

'I£mblicoj: ™peˆ d� toàto calepÕn Ãn kaˆ sp£niÒn ti tÁj te o„kouroà

fulattoÚshj kaˆ ¥braj tinÕj ¥llhj sumparoÚshj, ¢nape…qei t¾n

kÒrhn laqoàsan toÝj gone‹j ¢podr©nai

Iamblichos: Since this was a difficult and infrequent thing, while the
housekeeper was keeping watch and another favourite maid-slave was
present, he persuaded the maiden secretly to run away from her par-
ents.229

This appears to come from the section of the novel that recounts the adventures of
Trophime and her lover, a slave. Again, this short fragment seems to have shades

228Text and translation: Stephens and Winkler 1995.
229Text and translation: ibid.
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of Achilles Tatius in it: the themes are similar — people keeping watch, complicity
of slaves, a girl running away from her parents. Is it possible that Achilles Tatius
is alluding to this, or to this tradition? Is the Babyloniaca also contained within
the book that Cleitophon is reading?

If, as is possible,230 the Ninus narrative is included in a compendium of Babylo-
niaca, then it is exciting to think about the possibility that it is this very set of
Babylonian tales that Cleitophon is reading. It is because he is not concentrating,
but using the book as a prop over which he can ogle Leucippe, that he does not
identify the correct patterns of courtship and co-opts Leucippe into his narrative
by pursuing her in a manner which can be found in the novels but is not the one
usually followed by the protagonists. If he had read the novel correctly he would
have been better equipped to deal with his own novel.

The fact is that the reader cannot ever know what the book is, and it is in itself an
interesting point that s/he wants to know — s/he is curious about the book. This
curiosity can lead to an extreme case of guesswork, as just demonstrated, meaning
that the reader becomes aware that s/he is curious, so in a way this book, although
mentioned briefly, stands for the whole novel.

Conclusion

The novels use narratives embedded within them and characters’ (intradiegetic
readers’) reactions to those narratives to direct, or mis-direct, the reader, just as
happens with dreams in Heliodorus and Xenophon of Ephesus. Novels also use
embedded narratives to talk self-consciously about the process and experience of
reading. Longus’ Daphnis and Chloe has encoded within its text a dramatization
of the process of reading. Embedded storylines can also add more depth and the-
matic variety to the curious reader’s narrative experience. Stories about seemingly
minor characters, such as Thisbe, are actually providing the curious reader with
alternative narrative experiences, and making him or her think about and search

230See above, p. 55.



82

for the rich plurality that is available in the novelistic texts. Embedded narratives
within texts provoke the reader into asking what kind of reader he or she is, mak-
ing him or her analyse his or her experience with the text and giving him or her a
choice between reading for the story or reading for the whole experience. Finally,
the case of Cleitophon’s book demonstrates beautifully the fact that the curious
reader enters into a collaborative relationship with the narrator of the text.

In providing the reader with many strands to follow, embedded narratives that
self-consciously comment on the surrounding narrative invite and nurture a curious
reader. This is a reader who will search in the text for these kinds of narrative,
implementing active reading.
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Chapter 2

Curious reading and interior space

Introduction

In the course of this chapter231 I shall argue that the way interior space is employed
in the Greek novel maps the narrative experience of the reader, and creates a
reader who is polupragmîn, one who is encouraged to penetrate the text with
his or her curiosity. I shall argue that enclosed spaces are portrayed in the Greek
novel in such a way as to encourage and create this type of active, polupragmîn

reader. The dynamic between exterior and interior forms a model of reading that
is inquisitive and explorative in several ways. Interior spaces can be spied into
by characters, and hence by the reader. Enclosed spaces are also used to control
the release of knowledge through the opening and closing of doors within the
narrative. It is also possible for enclosed spaces to be entered by characters, and
this crossing of boundaries into interior spaces by characters within a novel that
is in turn being read forms a self-reflexive commentary on the penetrable nature
of the novel. The privileged view into interior spaces constructed by the novels,
particularly a view into sexual spaces, plays on the reader’s sōphrosunē and thus
allows for self-analysis.

Reading narratives of love and desire injects a shade of the improper into curiosity.
231Some ideas in this chapter developed out of Masters level essays.
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It is not just curiosity, but curiosity about other people’s love-lives. Desire drives
the narrative of a novel, as it becomes both the reason for the narrative, and the
feeling the reader has towards it:

We can, then, conceive of reading of plot as a form of desire that carries
us forward, onward, through the text. Narratives both tell of desire —
typically present some story of desire — and arouse and make use of
desire as dynamic of signification.232

Chariton says that it is a characteristic of love to be curious, and that people
who are in love233 become nosy about things: fÚsei per…ergÒj ™stin Ð ”Erwj

k¢ke‹noj di’ ˜autÕn polupragmon»sei perˆ tîn gegonÒtwn (3.9.4). The Greek
novels encourage the reader to pry into people’s private lives, and their love-lives,
theorizing the curious reader in part as someone who has a desire for narratives
about desire.234

The lie of the land

Space has, according to Lowe, three main functions in narrative: “to limit, to
structure and to reify the reader’s modelling of the story.”235 It is thus an effective
narrative tool for communication with, and guidance of, the reader. Studies of
space in the Greek novel have tended to focus on geographical space, which is of
course essential to the plot of the novel. Removing the protagonists from their
home and transporting them to a different place is an important motif in the
novels,236 and the journey that they take is often the basis for the structure of the

232Brooks 1984, p. 37.
233In this case Dionysius.
234Whitmarsh shows that Eros is a powerful force within the novels on both a plot level and a

metanarrative level. He is both the reason for the protagonists’ desire and, through the promise
of the protagonists’ sexual consummation and the fulfilment of the narrative, also the reason for
the reader’s desire for closure (Whitmarsh 2011, pp. 35–37). See also Zeitlin 1990, pp. 424–425.

235Lowe 2000, p. 41.
236Cooper 1996, p. 34: “displacement and the curiosity it begets are the narrative end of ro-

mance’s emphasis on travel”; see also Morales 2005, p. 4.
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narrative,237 as Lowe demonstrates:

All the stories, even Longus’, are spatially patterned on a circle of exile
and return between thematically opposed geographical zones: Greece
and barbary, city and country, Europe and/or Asia and/or Africa. In
all cases alienation from the home territory dissociates the hero and
heroine from their citizen roots, cutting them off from family and com-
munity and finally imperilling their status as free persons rather than
chattels. This traversal of categories regularly involves movement be-
tween regions of contrasting political order.238

Geographical space is thus used in the Greek novel to comment upon politics and
power structures. Travel is important in the Roman novel too: Lucius, in Apuleius
(as in the Greek Onos), makes a journey in ass-form, and the Satyricon includes
many changes of location. However, these novels focus on a Greco-Roman sphere,
whereas the ‘ideal’ Greek novels focus more upon interactions with cultures further
afield:

the great majority of the extant ancient novels show a strong orien-
talising impulse, meaning that they include travels far from home and
seek out encounters with the foreign, exotic and the marvellous.239

The case of Daphnis and Chloe is rather different, since all the action takes place on
the island of Lesbos, and the only travelling of the sort similar to that found in the
other four ‘ideal’ novels takes place when Chloe is captured by the Methymnians
and is taken aboard their ship (2.20–29). They only sail ten stades, however, before

237See Morgan 2007b and Romm 2008, pp. 112 ff. See also Bakhtin 1975 tr. 1981, p. 105: “In
essence, all the character’s actions in Greek romance are reduced to enforced movement through
space (escape, persecution, quests); that is, to a change in spatial location.” (Bakhtin’s emphasis)
Montiglio argues that the nostos is not such an important part of the travelling: “the return is
a mere coda to round off the journey and the story.” (Montiglio 2005, p. 233). For Whitmarsh,
on the other hand, the return is “[t]he defining feature” of narrative romance (Whitmarsh 2011,
p. 14).

238Lowe 2000, p. 228.
239Romm 2008, p. 112.
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Chloe is rescued by Pan. In book one, Daphnis is also captured by pirates. He is
still able to swim to the shore, so this cannot be said to count as a voyage, and
is what Morgan calls another of Longus’ “narrative dead ends”.240 The ‘travel’ in
Daphnis and Chloe is of a different sort:

Travel in space has become internalized to become psychological and
emotional development, and the protagonists’ real adventures are the
stages through which they pass on their journey to maturity.241

Romm points out that in Daphnis and Chloe it is time, rather than space, that is
important, as the novel remains true to its rural setting and follows the seasons of
the year.242 The other ‘ideal’ novels do not have such a pronounced sense of the
passage of time as a driving force behind their plots. Indeed Bakhtin argues that
the passage of time is immaterial while the protagonists are in adventure-time:
“We have here an extemporal hiatus between two biological moments”.243 Konstan,
on the other hand, says that time is actually very important because it serves to
test the fidelity of the protagonists.244

Konstan takes a different angle on narrative space, demonstrating how the novelists
create separate ‘action spaces’ within the texts: “Space. . . is not just a matter of
distance travelled, but also of the creation of separate spheres of action for the hero
and heroine.”245 According to Konstan, action spaces are essentially like spotlights
following a particular character or group of characters: the ‘agent’. As long as

240Morgan 1994, p. 66: “It is difficult to resist the feeling that these atrophied incidents are
intended as dead-pan caricatures of conventional romantic adventures. Although they are inte-
grated into Daphnis and Chloe in the sense that they give rise to events which form part of
Longus’ real agenda, in themselves these ‘adventures’ are narrative dead ends, whose function in
the development of the plot does not justify the lengths with which they are treated.”; See also
Lowe 2000, pp. 233–234.

241Morgan 1994, p. 66.
242Romm 2008, p. 110.
243Bakhtin 1975 tr. 1981, p. 90 (my emphasis).
244Konstan 1994, pp. 46–47. See also Konstan 2002, 1: “Time does matter in the ancient Greek

novels: if erôs is to serve as the basis, it must be put to the test, proved able to endure, and in
the process transformed into a stable emotion that transcends the allure of physical beauty that
was its origin.” See further Branham 2002, pp. 165–172 and Kim 2008.

245Konstan 2002, p. 1.
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the spotlight stays on the same agent, the action space is the same (‘continuous
action space’), even if the agent goes on a journey. If there is a temporal leap, the
action space changes (‘discontinuous action space’), and if the action continues
in a different place as well as time, this discontinuity of action space is more
pronounced.246 Konstan’s argument is that the novels’ use of multiple action spaces
emphasizes the distance between the protagonists and their autonomy from the
point at which they leave their initial (shared) action space until the point at
which they arrive at their marriage or reunion and final (shared) action space.247

Switching from the heroes’ action space to the heroines’ and back again throughout
the novel highlights the symmetry that the novels set up.248 Not all of the novels
stand up to this analysis, as Konstan himself notes, but those that do the most are
Chariton’s Callirhoe and Xenophon of Ephesus’ Ephesiaca, the reason being that
they are most similar to historiography, which also makes use of action spaces.249

Space is also used in the Greek novel to create and comment on identity.250 Connors
argues that in the novels, “representations of places construct identities.”251 This
moves away from the Bakhtinian theory that space is the background against
which identity is confirmed: that is, identity, particularly private identity, does
not change. Bakhtin argues that the identity of the place that the protagonists
are in does not matter: one needs sea for a pirate attack, but it does not matter
which one as geographical spaces are interchangeable:252 “The nature of a given
place does not figure as a component in the event; the place figures in solely as
a naked, abstract expanse of space.”253 However, it is clear that the novels use
their descriptions of spaces or places to make statements about ‘other’ cultural
identities:

246Ibid., p. 2.
247Ibid., p. 9.
248Ibid., p. 9.
249Ibid., p. 10.
250See Whitmarsh 1998, Whitmarsh 1999 and Perkins 1999.
251Connors 2002, p. 13 (Connors’ italics). There has been a theoretical move towards thinking

of place rather than space as “a realm that is constructed, narrated, situated in time.” Ibid.,
p. 13.

252Bakhtin 1975 tr. 1981, p. 100.
253Ibid., p. 100.
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[the novels] stage a host of characters who embody “oriental” types,
from lecherous tyrants to equally sinister femmes fatales. They at-
tribute human sacrifices to non-Greeks and are full of stereotypes about
barbarian excesses.254

In addition to commenting on ‘other’ cultural identities, the novels also construct
Greek identity against this ‘other’ identity: “Most of the ancient novels take place
in locations where Greeks (however defined) necessarily encounter non-Greeks and
thus explicitly contrast ethnicities and cultural behaviours.”255 The Aethiopica in
particular has been read as a novel that constructs a cumulative identity for the
protagonists as they travel through different places.256

It has been argued that geographical space in the Greek novel challenges identity
too: “Being Greek is seemingly tested when characters leave their native shores,
are deprived of their accustomed status through misfortune, and have to negotiate
dangerous circumstances and unfamiliar behaviours.”257 Being in a geographical
space that is ‘other’ can also cause the protagonists to lose sight of or even to
deny their identity: “The numerous episodes of faked identity and misrecognition
emphasize the wanderers’ experience of estrangement from that which is originally
theirs: fatherland, family, rank, even name.”258

Most recently, Space in ancient Greek literature259 provides an overview of how
space is used in literature as a setting for the plot,260 as an illuminator of the
themes of the narrative, and as a way to represent ideas symbolically (for example
using a locus amoenus) or inform the reader about a character either when a
character is found in a certain space or when the space is focalized through that

254Montiglio 2005, p. 226.
255Stephens 2008, p. 57.
256Whitmarsh 1999, p. 20 interprets “the acculturation of Charicleia and Theagenes. . . as an

acquisition of cultural identity, and. . . the Aethiopica itself as an exploration of this theme.”
257Stephens 2008, p. 62.
258Montiglio 2005, p. 226.
259de Jong 2012b.
260Laird 1993, pp. 152–153 demonstrates that a ‘story-world’ is the “mimesis of space, time,

values, characters, events, etc. generated by the narrative of a text”. On fiction worlds (in The-
ocritus) see Payne 2007 and Klooster 2012, pp. 101–103.
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character (this is called the “psychologizing” function261). The chapters in the book
that cover the Greek novels262 draw attention to the dichotomy between public and
private as well as to geographical space, but their focus is not solely upon the effect
such themes have upon the reader.

Whitmarsh has argued that Hippias’ house in Achilles Tatius’ Leucippe and Cleito-
phon stands for Hippias’ patriarchal power,263 and yet at the same time is the back-
drop for Cleitophon and Leucippe’s challenging of that power and their appropri-
ating of his ordered space to re-define it as their sexual space.264 This movement
of analysis towards private and domestic space paves the way for more research on
this level.

A new focus

In the course of this chapter I intend to move the emphasis from thinking about
geographical space as a plot-motor or as a way of highlighting themes such as
symmetry or identity, to thinking about space on the more intimate level of interior
and private spaces. I shall explore how the Greek novel directly involves the reader
by writing private or enclosed spaces and inviting him or her into them. The
Greek novel invites the reader (in any time) to cross boundaries that s/he would
not normally be able to cross in the world s/he inhabits, those between public
space and other people’s private spaces. As Hunter demonstrates, “There is always
something voyeuristic about novel-reading. . . both the novelist and his readers,
concerned to discover ‘what is going on’ are curiosi and/or polupragmÒnej.”265

That is, any experience of novel reading is tantamount to spying on someone else’s
private life and experiences.266 Morales expands on this, and argues that it is not
just the novel that puts an emphasis on what can be seen: “Greek literature has

261de Jong 2012a, p. 16.
262De Temmerman 2012a, De Temmerman 2012b, De Temmerman 2012c, Morgan 2012a and

Morgan 2012b.
263Whitmarsh 2010a, p. 328: “The house represents and indeed. . . enacts parental control.”
264Ibid.
265Hunter 2009, p. 51.
266See Bakhtin below, p. 90.
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always been ocularcentric.”267 In Vision and Narrative she argues that meaning
in Leucippe and Cleitophon is constructed through the way the gaze is used. I
take this one stage further and argue that a theory of how to read the novels is
constructed through the act of viewing into spaces within them. I shall show how
the Greek novel constructs its reader as polupragmîn through the ways his or
her experience of enclosed spaces is represented. Before I move on to analyse the
Greek novels, I shall first compare the use of enclosed spaces both in the Roman
novel and in some other narrative texts.

“Snooping about”

Literature written in the pre-Hellenistic era was both public in form and con-
cerned with public themes in terms of its content, but Hellenistic literature became
thematically more and more about private lives and intimate details.268 Bakhtin
argues that the ancient novel evolved as part of the process of resolving the di-
chotomy between the public nature of the forms of literature and the private nature
of literary themes and content in the Hellenistic era:

[T]he quintessentially private life that entered the novel at this time
was, by its very nature and as opposed to public life, closed. In essence
one could only spy and eavesdrop on it. The literature of private life is
essentially a literature of snooping about, of overhearing “how others
live”.269

According to Bakhtin the Greek novel tried to resolve this problem by fitting
private life (which necessarily does not have an observer) into public forms, for
example trials, in adventure-time.270 The Roman novel, on the other hand, resolved

267Morales 2004, p. 9.
268Bakhtin 1975 tr. 1981, p. 123.
269Ibid., p. 123. Brooks 1993 demonstrates that the modern novel revolves around invasion of

privacy, but Bakhtin shows that the ancient novel is also based on this premise.
270Bakhtin 1975 tr. 1981, p. 123.
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the problem by constructing protagonists who were able to observe and report on
private lives because of their lowly status.271

The following section will demonstrate that the reader of the novels is constructed
as one who spies, and that therefore spying as a trope for reading encourages that
reader’s curiosity, and encourages him or her to recognize him or herself in the
character who is doing the spying (or internal ‘reading’).

Through the keyhole

The Roman novel puts emphasis on enclosed or intimate spaces, and the ways in
which they can be seen into by characters. For example, in Apuleius’ Metamor-
phoses, Photis makes it possible for Lucius to spy on his host’s wife through a hole
in her door:272

ad illud superius cubiculum suspenso et insono vestigio me perducit
ipsa, perque rimam [h]ostiorum quampiam iubet arbitrari, quae sic
gesta sunt. iam primum omnibus laciniis se devestit Pamphile et arcula
quadam reclusa pyxides plusculas inde depromit, de quis unius operculo
remoto atque indidem egesta unguedine diuque palmulis suis adfricta
ab imis unguibus sese totam adusque summos capillos perlinit. . .

she led me to that upstairs room quietly and on tiptoe and told me to
be a witness, through a crack in the door, to what was going on. First
of all Pamphile took off all her clothes and then having opened a casket
she brought out several jars from it. She removed the cover from one
of these and took some ointment out of it, rubbed this for some time
between her palms and then smeared it all over her body from the tips
of her toenails to the top of her head. . .

3.21
271Ibid., p. 122.
272More generally, Apuleius’ novel puts emphasis on viewing and being viewed. See Slater 1998

and Slater 2003.
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One of Lucius’ main character traits in the Metamorphoses, indeed his problem,273

is his curiositas.274 He is always very eager to find things out and to report them
to the reader. As Lucius is an ego-narrator, this very firmly constructs the reader
as curiosus, since everything s/he sees is focalized through Lucius. At this point
in the text, Lucius views his host’s wife through a crack in a door (per rimam).
It is clear from this voyeuristic viewing through a door that is closed that Lucius
should not be doing this. Nevertheless he does, and he takes the reader with him
as he does so.

Pamphile first takes off her clothes (omnibus laciniis se devestit) and then massages
all of her body with the ointment she has taken from a jar (ab imis unguibus sese
totam adusque summos capillos perlinit). This is all done before leaving to go and
visit her lover,275 which activates erotic overtones in the passage. Lucius’ and the
reader’s eyes follow Pamphile’s hands as she massages her whole naked body with
the ointment, so their gazes become erotic. The vocabulary adds to the erotic
nuances of this passage: the noun rima (crack, cleft) can be used to mean the
opening of the vagina.276 The act of illicit viewing in the text mirrors the act of
reading: the gaze of the reader upon something erotic highlights the similarity
between reading narrative and erotic viewing. Lucius is viewing a private scene,
just as the reader has a ‘private’ view on the characters in the narrative.

Laird has noted that the action of viewing through a hole in the door, as in the
passage above, gives the narrator an opening into someone else’s feelings:

The narrator’s precaution in presenting this whole incident as some-
thing which he observed through a hole in a door should alert us to the

273Cf. Freudenberg 2007, p. 238.
274He denies that he is curious, whilst implying he is at the same time: “impertite sermonis non

quidem curiosum, sed qui velim scire vel cuncta vel certe plurima;” (Apuleius Metamorphoses
1.2).

275Fotis. . .me accurrit indicatque dominam suam, quod nihil etiam tunc in suos amores ceteris
artibus promoveret, nocte proxima in avem sese plumaturam atque ad suum cupitum sic devolat-
uram; (‘Photis. . . ran up to me and declared that her mistress, because she had not advanced her
love affair with her other skills, would make herself into a feathery bird and fly off to her object
of desire in this way that very night’ Apuleius Metamorphoses 3.21). Freudenberg 2007, p. 252
also notes this.

276Adams 1982, p. 95.
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idea that he is throughout presenting someone else’s story. In Petro-
nius and Apuleius (and numerous successors including John Cleland
and the Marquis de Sade) observation through cracks and keyholes is
not so much a frequent incident in stories as a narrative technique that
allows a story-teller information from which he can provide insight into
feelings and motivations of other characters.277

That is, presenting something that has been observed both strengthens the truth-
value of what it is that is being presented and provides the narrator with a way of
authenticating his reporting of other characters’ points of view. Laird’s premise is
that observers cannot be omniscient, and yet such scenes are often presented from
an omniscient narrator’s point of view: Pamphile’s feathers are soft, her nose is
hard, and so on. To Laird, this sounds as if Pamphile is focalizing, as she is the
only one who can truly know that her feathers are soft and her nose is hard.278

However, this seems to me to be slightly odd argumentation. It is, rather, not that
this is Pamphile’s focalization but that it is Lucius’ focalization. He is imagining
how she would feel to the touch, thus heightening the erotic implications of the
passage, and tempting the reader to fantasize too. Indeed, readers do get vicarious
imaginative experience through their reading,279 which is focalized through the
narrator, so this is exactly what Lucius as narrator is promoting here.280

There are two other instances in the Metamorphoses that demonstrate viewing
into private spaces. In one passage, Lucius, presumed mad, has been locked in his
masters’ bedroom, into which he fled after having his life threatened by a cook. In
the morning, the men who have been placed on guard outside the room wonder if
he is still mad:

277Laird 1993, pp. 166–7.
278Ibid., p. 165.
279Culler 1997, p. 112.
280Laird reads the passage 3.21–2 as programmatic for reading the novel, but not in terms

of spatial experience: “Pamphile and/or Lucius are metamorphosed and/or intoxicated. The
metamorphosis and/or intoxication work on the reader too, who begins to realise, like Lucius,
that the more he attempts to investigate closely what is going on the more confused and stupefied
he becomes.” (Laird 1993, p. 169) This resonates with my argument that the reader of the Greek
novels is encouraged towards self-analysis.
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illos qui meae tutelae pervigiles excubias agitaverant ausculto de meis
sic altercare fortunis: “Adhucine miserum istum asinum iugi furore
iactari credimus?” “Immo vero iam virus increscente saevitia pror-
sus exstinctum.” Sic opinionis variae terminum ad explorationem con-
fuerunt, ac de rima quadam prospiciunt sanum me atque sobrium otiose
consistere.

I listened to those who had been guarding my safety all night outside
my door discussing my condition thus: “Do we think that that wretched
ass is still throwing himself about in a perpetual fit?” “No, by now
the poison will have put itself out completely through its increasing
ferocity.” Thus they turned to investigation to put an end to the varying
opinions, and through a crack they watched me standing quietly, sane
and sensible.

9.3

This provides the reader with a double focalization: Lucius can hear through the
door, in his usual curious way, and the men outside can see him. The reader takes
on both perspectives.281 This situation reminds the reader also of the fact that
Lucius the narrator is a human consciousness and intelligence inside the body of
an animal.282 The passage therefore highlights the bivalent point of view of Lucius
throughout most of the novel, commenting on his status both as actor and auctor
and also as ass and human.

The second passage takes place when Lucius has been eating his owners’ food and
they are unaware of this, but are curious as to why he looks so healthy when the
hay they leave for him does not seem to be eaten:

et hora consueta velut balneas petituri, clausis ex more foribus, per
281See also the discussion of the wedding night in Longus, below, p. 139.
282The most striking obstacle for Lucius, in both the Latin and Greek Ass narratives, is the

fact that he cannot speak when he is an ass. See Whitmarsh 2010b, p. 138: “The Ass narrative
is thus a vehicle for exploring the duality of first-person narrative: the voluble narrator is full of
language, whereas the ass is consigned to silence”.
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quandam modicam cavernam rimantur me passim expositis epulis in-
haerentem.

And at the usual time, having closed the door as was their custom just
as if they were going to the baths, they watched me through a small
crack tucking into the meal that was laid out.

10.15–16

In both of these instances it is other people who view Lucius, instead of Lucius
watching the actions of others, which has different implications for the theorization
of space and reading. I shall expand on these below.283

It is not just viewing that constructs the reader of the Roman novel as curious.
The effect of discovering information is also achieved by having Lucius overhear
things, which the reader also ‘overhears’ by virtue of focalizing through Lucius. As
Laird shows (see above p. 92), the text uses scenes of viewing into private spaces
as a verification of facts: whatever is reported carries more truth value, since it
is seen by the main protagonist. Overhearing what other people say is also part
of this verification. At 9.30 Lucius suggests the reader may like to know how he
knows everything that he narrates, even what people do in secret:

Sed fortisan lector scrupulosus reprehendens narratum meum sic ar-
gumentaberis: “unde autem tu, astutule asine, intra terminos pistrini
contentus, quid secreto, ut adfirmas, mulieres gesserint, scire potuisti?”
accipe igitur, quem ad modum homo curiosus iumenti faciem sustinens
cuncta quae in perniciem pistoris mei gesta sunt, cognovi.

But perhaps, attentive reader, hearing my narrative, you will ask this:
“But how are you, clever little ass, able to know what the women were
doing in secret (as you make clear) while you were shut up inside the
walls of the mill?” Therefore listen to the way I, a curious man with the
appearance of an ass, discovered everything that they did to destroy
my baker.

283p. 103.
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The answer here eventually turns out to be that he overheard the baker’s daughter
explaining to the household a dream she had had which had foretold the future
to her. The phrase scrupulosus lector implies that Lucius knows that he is dealing
with an attentive reader — one who will delve into the text and question every-
thing. Indeed, at the beginning of the text he invited him or her to be so: Lector
intende.284 In the passage above he imagines that the reader will engage with the
text vocally, demanding answers (argumentaberis), just as Konstan imagines the
readers of Apollonius King of Tyre shouting out both questions about the text
and the answers to them.285 The Metamorphoses thus in one paragraph theorizes
its reader. The word curiosus, which Lucius uses to describe himself, reflects on to
the reader, implicating him or her in Lucius’ journey of discovery. However, having
emphasized the fact that the reader is likely to be suspicious of how he knows what
he is narrating, Lucius does not actually explain very well how he came to know
about what the women were doing secreto, which is intriguing. He does not say
exactly what the baker’s daughter said, or give any details, but vaguely implies
that she has spoken without making much effort to report her story in detail:

quae nullo quidem domus infortunium nuntiante cuncta cognorat, sed
ei per quietem obtulit sese flebilis patris sui facies adhuc nodo revincta
cervice, eique totum novercae scelus aperuit de adulterio, de maleficio
et quem ad modum larvatus ad inferos demeasset.

Although no-one had informed her of the family’s misfortune, she knew
everything. The image of her weeping father had appeared to her while
she was asleep, a noose still tied around his neck, and had revealed
every crime of her stepmother. He told her about the adultery and
sorcery, and how he had been bewitched and had gone down to the
Underworld.

9.31

This incongruity between Lucius’ assertion that he can explain how he knows
everything, and his vagueness in actually explaining it alerts the reader to the

284Apuleius Metamorphoses 1.1.
285Konstan 2009, p. 11.
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chinks in Lucius’ armour. Drawing attention to this by anticipating the questions
the reader may ask serves to amplify the tension between what a narrator can
know and what a narrator can merely suggest, drawing the reader into narrative-
constructing fantasy.

There are several points in the text that form aural complements to Lucius’ visual
snooping, and thus also construct the reader as curious, and it is worth looking
at these briefly. To begin with, there is an emphasis upon sound in the Prologue.
The narrator says that he will caress the reader’s ears with his narrative, rather
than his or her eyes: auresque tuas . . . permulceam (1.1). He also asks the reader
to forgive the fact that he is an inexperienced speaker of Latin (rudis locutor, 1.1)
before going on to talk of his act of writing. At 1.2, very near the beginning of the
text, Lucius explains how he (in human form at the moment) tried to hear what
other people on the road were saying: ac dum ausculto quid sermonis agitarent . . . .
He is thus constructed as nosy even before he is turned into an ass, setting up how
this novel will be narrated: as a journey of discovery about other people’s affairs.
When he is turning into an ass at 3.24, Lucius points out that his ears become big:
et aures immodicis horripilant auctibus. Drawing attention to this is significant,
since although he can no longer speak, his faculties of hearing and of understanding
remain: sensum tamen retinebam humanum (3.26). Having big ears implies that
his natural curiosity will be amplified. He can still comprehend what is happening
to him while he is an ass, and often this warns him of impending danger. For
example, he gleans information through listening to the robbers’ conversation as
they go along the road:

nam et secum eos animadverteram conloquentes, quod in proximo nobis
esset habenda mansio et totius viae finis quieta eorumque esset sedes
illa et habitatio.

For I turned my attention to them saying to each other that we would
soon be making a stop and having a rest at the end of our whole
journey, and that their headquarters and dwelling were there.

4.5
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He had been considering collapsing on the road, but decided not to after he wit-
nessed the robbers throwing their other ass off a cliff for doing the same thing. It
is because he witnessed this, and also because he heard that the robbers’ lair is
not far, that Lucius decides to behave. There are two points at which the robbers
discuss actually killing Lucius, at 6.26 and 6.31–32. The first time he escapes death
by deciding to run away, which he would not have been able to do had he not over-
heard the robbers’ conversation; the second time he is rescued by Charite’s fiancé.
7.22–23 sees Lucius overhearing a plot either to kill or castrate him, but at this
point he is rescued by chance, a somewhat short-lived victory, as he is subsequently
maltreated by his owners.286 Therefore Lucius is not able to act upon what he has
heard every time he hears a warning about his future. A good portion of the novel
consists of stories that Lucius has heard from others and includes in his narrative.
There are many such episodes, but the most significant portion of text is the Cupid
and Psyche tale, which takes up the best part of two books (4.27–6.24). At the
end of the narration by the old woman Lucius says that he wishes he had a pen
to write it down. This creates irony on one level, since he does (eventually) have a
pen and does write it all down,287 but by drawing attention to the fact that such
a good story is overheard he highlights the link between snooping and narrative
experience.

In an ego-narrative, the very fact of ego-narration means that the narrator cannot
be omniscient. Distanced viewing through holes in doors and overhearing what
others say help to build up his authority as a narrator, by providing the reader
with ‘proof’: he was there and can vouch for the characters in his narration. In
addition to this, the presentation of narrative that is spied upon or overheard
emphasizes the partial or limited perspective of the narrator. It also strengthens
the construction of the reader as curiosus : the reader too is viewing a scene through
a crack in the door or overhearing a story told to the narrator by someone else.
Yet at the same time, focalizing through the partial perspective of someone who is
viewing through ‘keyholes’ or overhearing draws attention to the very ambiguous

286His driver is attacked by a bear and Lucius runs away. He is caught by someone, but they
are accused of stealing him and he is returned to his owners who beat him mercilessly.

287West 2003, p. 66 n. 22 notes that there is a paradox in his not being able to use a pen whilst
in the form of an ass.
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position that the reader is in, both witnessing the action of the text and being led
by what is left out of the text to construct his or her own fantasy.

It is worthwhile at this juncture looking at a passage containing voyeuristic viewing
into a private space in Petronius’ Satyricon, since this is the text most often gener-
ically situated with Apuleius as a Roman novel. The text is littered with sexual
episodes, many of which are watched by other people, often through holes in closed
doors. The following passage takes place during an orgy. Giton and Pannychis are
shut in a room together, in order to have sex:

Itaque cum inclusi iacerent, consedimus ante limen thalami, et in primis
Quartilla per rimam improbe diductam adplicuerat oculum curiosum,
lusumque puerilem libidinosa speculabatur diligentia. Me quoque ad
idem spectaculum lenta manu traxit, et quia considerantium <co>haes-
erant vultus, quicquid a spectaculo vacabat, commovebat obiter labra
et me tanquam furtivis subinde osculis verberabat.

Therefore, when they had been locked in and were lying there, we sat in
front of the door of the bedroom, and Quartilla wickedly cut a chink in
the door, applied her curious eye to it, and with wanton attentiveness
watched their childish game. She pulled me to the same entertainment
with an insistent hand, and since our cheeks were so close together,
whenever she could spare a moment from the spectacle, she turned her
lips close to mine and bruised me with sly kisses.

Petronius Satyricon 26

The fact that Encolpius watches activity that is specifically sexual and the fact
that he does this per rimam construct his gaze as erotic. His viewing also stimu-
lates sexual activity. As has already been discussed,288 the word rima has sexual
connotations, and so adds to the already erotic atmosphere. The vocabulary used
emphasizes the dubious setting of this extract: the words improbe (‘with a lack

288See p. 92.
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of moral principle’, ‘shamelessly’) and libidinosa (‘wanton’) in particular reflect
this.289

Unlike the rima in the passage from Apuleius above, this chink is not a pre-existing
one. Quartilla makes it improbe. Continuing the idea of the experience of the text
as an erotic one, this wicked cutting of a hole in order to see through it into a
private space stands for the reader’s forceful entrance into the text, and the desire
to see everything.

In a parallel passage to the one in Apuleius quoted above,290 in [Pseudo-]Lucian’s
Onos Lucius watches his host’s wife transforming into a bird:

K¢peid¾ ˜spšra Ãn, ¥gei me laboàsa prÕj t¾n qÚran toà dwmat…ou,

œnqa ™ke‹noi ™k£qeudon, kaˆ keleÚei me pros£gein ÑpÍ tini tÁj qÚraj

leptÍ kaˆ skope‹n t¦ ginÒmena œndon. Ðrî oân t¾n m�n guna‹ka ¢po-

duomšnhn. . . e�ta kibètion ¡drÕn ¢no…xasa, p£nu poll¦j œcon pux…-

daj ™n aØtù, œnqen ¢naire‹tai kaˆ profšrei m…an: ¹ d� e�cen ™mbe-

blhmšnon Ó ti m�n oÙk o�da, tÁj d� Ôyewj aÙtÁj ›neka œlaion aÙtÕ

™dÒkoun e�nai. ™k toÚtou laboàsa cr…etai Ólh, ¢pÕ tîn ÑnÚcwn ¢rx-

amšnh tîn k£tw, kaˆ ¥fnw pter¦ ™kfÚetai aÙtÍ, kaˆ ¹ ·ˆn kerat…nh

kaˆ grup¾ ™gšneto. . .

And when it was evening, she took me and led me to the door of the
bedroom in which they were sleeping, and told me to put my eye to
a narrow crack in the door to view what was going on inside. I saw
the lady taking off her clothes. . . then having opened a large box which
had a great number of caskets in it, she then picked up and took out
one of them. What it had in it, I do not know, though on account of its

289On the sexual scenes in the Satyricon, see Sullivan 1968, pp. 232–253. He argues that the
sexual scenes can be used to create a psychoanalytical profile of the author’s sexual preferences,
or indeed Nero’s; Zeitlin 1971 repr. 1999, pp. 23–24, n. 59 sees the sexual episodes as inversions
of normal pornographic material because they contain a high level of sadism but a low level
of satisfaction: “What should be a typical pornographic experience turns instead into failure,
humiliation, and rejection. Most often, sex in the Satyricon is either a source of frustration or
an assault upon an unwilling victim.”; Gill argues that the sexual scenes are in keeping with the
spectacle-centred nature of the rest of the novel (Gill 1973).

290See p. 91.
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appearance I thought it was olive oil. She took some of this out and,
starting with her toenails, she annointed herself all over, and suddenly
she grew feathers, and her nose became horny and aquiline. . .

[Pseudo-]Lucian Onos 12

Just as in the passage from Apuleius, Lucius views the woman from a hidden
position, which emphasizes the fact that he should not really be doing it. Ñp» has
the same connotations as rima, and so gives this passage an erotic charge. Lucius
watches Hipparchus’ wife strip and then anoint herself with oil Ólh (all over) in
preparation to go and see a lover,291 which again adds to the erotic backdrop.
The reader’s eyes follow her as she anoints herself. There is a fantasy here that is
brought abruptly to a halt with kaˆ ¥fnw pter¦ ™kfÚetai aÙtÍ.

There are two more points in the Onos at which this sort of voyeuristic viewing
through a crack in a closed door takes place. The first is at 47:

oƒ d� gennaiÒtatoi mšgan me kaˆ p…ona Ðrîntej kaˆ t¦ kriq…dia m¾

dapanèmena, ¢ll’ ™n taÙtù mštrJ Ônta, e„j ØpÒnoian œrcontai tîn

tolmhm£twn tîn ™mîn, kaˆ proelqÒntej æj e„j tÕ balane‹on ¢piÒn-

tej, œpeita t¦j qÚraj sugkle…santej, prosbalÒntej ÑpÍ tini t¦ Ôm-

mata tÁj qÚraj ™skopoànto t¥ndon. k¢gë tÒte mhd�n toà dÒlou e„dëj

ºr…stwn proselqèn.

When these noble fellows saw that I was big and fat, and that the
barley was not being used up, but stayed at the same level, they came
to be suspicious of my daring deeds, and, leaving as if they were going
to the baths, when they had closed the door they put their eyes to a
crack in the door and looked inside. And then I, ignorant of their trick,
approached my meal.

This passage not only shows this novel’s interest in looking into private spaces
again, but it also demonstrates the fact that private spaces can function as spaces

291As noted in my discussion of the passage from Apuleius on p. 92.
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of revelation: Lucius, albeit unknowingly, reveals to the characters (who were pre-
viously unaware of this fact, although the audience knew) that he has been eating
all of their food. Food is for consumption, and in narrative can stand for the reader
‘eating’ the text and for the reader being overwhelmed by the ‘food’ of the text.292

Once again the viewers look through an Ñp» in a closed door, and even though what
they are viewing is not erotic, given the way in which this word is used elsewhere
in the text, it can be argued that this is eroticized viewing. The text therefore
constructs the reader as someone who is viewing in an erotic way, whether s/he
wants to or is aware of it or not.293

At the final point at which a private space is spied into in the Onos, Lucius is
again the object of the gaze both of a character and the reader. At 51, Lucius has
sex with a woman, whilst he is still in asinine form.294 This affair continues until
Lucius’ keeper persuades his owner to watch them through a gap in the door:

kaˆ ™moà m¾ e„dÒtoj ¥gei aÙtÕn ˜spšraj ½dh œnqa ™kaqeÚdomen, kaˆ

di£ tinoj ÑpÁj tÁj qÚraj de…knus… me œndon tÍ me…raki suneunazÒ-

menon.

And unknown to me, when it was evening, he brought him to the place
where we slept, and through a crack in the door showed me inside in
bed with the lass.

52295

In this passage and the passage above, just as in the passages from Apuleius,296

Lucius (who is in his ‘private’ space) does not know that he is being viewed, which
demonstrates that the representation of characters in private spaces maps out the

292Rimell 2002.
293This also happens in the passage involving food from the Latin version, quoted above on p.

94: the Latin says the viewers rimantur, which recalls rima.
294See p. 251 for further discussion of this passage within the context of female subjectivity.
295This passage is not included in the Apuleian version of the story.
296Discussed on pages 93 and 95.
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state of being read, in that the characters in narrative are usually unaware that
they are being read.

These two passages do not really conform to Laird’s analysis that viewing through
a gap in a door allows the narrator a chance to verify what it is he is telling the
reader.297 Since it is Lucius who narrates the fact the he is inside the room, he
knows what he was doing and how he felt. It is in fact a reversal of what has
happened before. Lucius is telling the story of the people on the other side of the
door while they are watching him. This demonstrates that space is used in the
novel as a way of controlling the release of knowledge. In these passages the reader
has the double satisfaction of already knowing what Lucius is up to, and then
seeing the same information being released to characters within the narrative.

Whatever is inside an enclosed space ought to be concealed from those outside it,
yet the novels make use of enclosed spaces to show the reader what s/he should
not or would not ordinarily be able to see and this creates a paradox, a particularly
interesting one in the case of an ego-narrator. In the novels, then, there is a tension
between concealment and exposure which runs through the entire narrative, and is
not limited to the treatment of spaces. The passages just discussed also show well
the split character of the ego-narrator. The narrated-I is inside the room, whilst
the narrating-I takes a step back and with hindsight describes the situation from
both sides of the door, which deepens the paradox.

Spying on the heroine

As has been seen, viewing through a gap in a door (rima / Ñp») is a common
occurrence in the Latin novels, and in [Pseudo-]Lucian’s Onos. This spying situa-
tion can also be found in the Greek novels. In Heliodorus’ Aethiopica, Achaemenes
(Cybele’s son) views Charicleia through an Ñp»:

diakÚyaj di¦ tîn Ñpîn kaq’ §j dien»nekto tîn kle…qrwn ¹ ¤lusij

e�dš te t¦ ginÒmena

297Discussed above, p. 92.
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stooping to peep through the holes through which the chain of the bolts
was fastened, he saw what was going on.

7.15.2

Achaemenes is struck with desire because of Charicleia’s beauty, and tries to imag-
ine what she would look like if she were not lamenting:

T¾n m�n d¾ Car…kleian pant£pasin ¢gnoîn Ómwj toà k£llouj Øpere-

qaÚmaze kaˆ t…j ¨n Ñfqe…h kaˆ po…a m¾ qrhnoàsa ™nenÒei kaˆ tÕ

qaàma lanq£non e„j ™rwtikÕn p£qoj aÙtÕn katšfere:

He had never seen Charicleia before, but he was very impressed with
her beauty, and thought about what she would look like if she were not
lamenting; and, unnoticed, admiration carried him towards love.

7.15.3

Charicleia would obviously look even more beautiful if she were not weeping and
tearing her hair. As we have seen, viewing through an Ñp» sexualizes Achaemenes’
viewing, and that of the reader focalizing through him. The reader is invited to
fantasize as Achaemenes does: his trying to picture Charicleia’s beauty leads the
reader to try to imagine what Charicleia looks like. Achaemenes is linked still
further with the reader of the novel as when Cybele gets back and catches him
spying through the door, she asks: T… polupragmone‹j, ð tšknon; (What are you
being so inquisitive about, my child? 7.16.1). As I have argued so far, the reader
that the novels cultivate is one who is inquisitive: one who peers into enclosed
spaces and pictures or imagines the events that take place. At this point the
reader, focalizing through Achaemenes, is caught spying as well: the text turns
the reader’s image back on to him or her, asking him or her why s/he is being
inquisitive, and making him or her reflect upon the fact that s/he is curious.

As Hunter notes,298 there is a ‘spying’ scene in Apollonius King of Tyre. Tarsia,
Apollonius’ daughter, has been sold to a brothel-keeper, and she manages to pre-
serve her virginity by telling her life story to the men who come to be her clients.

298Hunter 2008a, p. 270.
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Once they have heard and have been moved by her story, her first two clients
watch her telling her story to other clients. They do this through a peep-hole, in
much the same way as Lucius in the Metamorphoses and Onos, and Encolpius in
the Satyricon do:

Illis expectantibus per occultum aspectum omnes, quicumque <in>ibant,
dantes singulos aureos plorantes abscedebant.

With them watching through a peep-hole, whoever went in, having
given a single gold coin, came out weeping.

Apollonius King of Tyre Resc. A, 35

Hunter argues that the men who come to hear her, Athenagora and his companion,
are in-text readers, and that their actions mirror the reader’s experience of reading
the text:

That these clients are one kind of potential reader of Apollonius is an
idea that is written into the text. Athenagora and his friend, Tarsia’s
first two clients, subsequently conceal themselves to watch Tarsia ‘per-
form’ with others; such spying would normally have sexual activity as
its object. . . , but here the two men, like we ourselves, are spying on an
adventure narrative.299

Athenagora and his friend are actively watching Tarsia perform her narrative, just
as the reader watches the narrative play out when he reads. They have chosen
to watch (and hear) her repeating a story they have already heard, which could
mean that they get something new out of it every time, thus mirroring the reader’s
experience of novels even more closely. They are also watching other in-text ‘read-
ers’ ‘reading’ Tarsia’s text, which has the potential to construct them as critics
(analysing someone else’s ‘reading’) or as double-spies (they are spying on Tarsia
and her ‘reader’).

299Ibid., p. 270.
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Listening at doors: Thisbe or Charicleia?

When Calasiris and Cnemon are staying at Nausicles’ home Cnemon hears a
woman lamenting, and thinks she is Thisbe (even though Thisbe is definitely
dead300). He is in fact listening to Charicleia, whom Nausicles has taken back
from Mitranes by pretending she is Thisbe. As discussed above,301 Cnemon cru-
cially only puts his ear to the gap in the door, and not his eye, as is usual in these
situations:302

™p… te tÕ dwm£tion ØpÕ toà qr»nou ceiragwgoÚmenoj érmhse kaˆ ta‹j

qÚraij kaq’ Ö sunšpipton ¢ll»laij tÕ oâj paraqšmenoj ™phkro©to

Guided by her lamentation, he made haste to her room, where he placed
his ear to a crack between the doors and listened.

Heliodorus Aethiopica 5.2.6

This approach is unusual for Cnemon, since earlier in the novel he delights in
the fact that Calasiris’ description is so vivid that he is able both to see and
hear the festival that Calasiris described in his narration. He has clearly not read
his Herodotus, in which he would have found that ears are less trustworthy to
men than their eyes: ðta g¦r tugc£nei ¢nqrèpoisi ™Ònta ¢pistÒtera Ñfqalmîn

(Histories 1.8). If he had followed this advice then his knowledge would have been
greater and more accurate, although it would perhaps have caused the narrative
to short-circuit.

What he hears confirms for Cnemon that it is indeed Thisbe who is in the room.
The girl talks about being a slave, about being kept in the robbers’ cave, and about
having a lover. Crucially, for Cnemon, she also says that her lover wept for her as
if she were dead even though she was still alive (™ke‹ me kaˆ zîsan ™qr»nhse kaˆ

teqneîsan, æj õeto, ™d£krusen, æj ¢nVrhmšnhn ™pšnqhsen: 5.2.9). All of these
300Though heroines in novels do have a tendency to come back to life again, and Thisbe does

look and (apparently) sound like Charicleia, and her story was for a while on the same trajectory.
301See p. 54.
302See [Pseudo-]Lucian’s Onos, Apuleius’ Metamorphoses, Petronius’ Satyricon.
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details are true of both Charicleia and Thisbe, so it is therefore possible to be
convinced, as Cnemon is, that the girl is Thisbe. To add to the confusion, she
then proceeds to call herself Thisbe: qe£saiÒ pote Q…sbhn t¾n s»n: toàto g£r me

kalšseij kaˆ m¾ boulÒmenoj (2.5.10). However, clues are left for a reader who
reads in more depth than Cnemon does. For example, he does not stop to consider
what the girl means by toàto g£r me kalšseij kaˆ m¾ boulÒmenoj (‘you will call
me [Thisbe] even though you do not wish to’), which makes little sense in relation
to Thisbe herself. The narrator says that Cnemon was not sure to begin with, but
by the end of the speech he is convinced that the girl is Thisbe. If he had listened
more carefully to the entire speech, then perhaps he would not have jumped to
the conclusion that this girl must be Thisbe when the more logical conclusion is
that she is Charicleia, whom he knows to be alive.

Cnemon gets the wrong impression because he does not ‘read’ the situation as
carefully or in as great a depth as a reader of a novel (particularly this one)
should. Since Charicleia does look like Thisbe, though, it might not have made
any difference if he had applied his eye to the gap in the door. It is implied that
the similarity between even their voices is very striking, since even Cnemon himself
does not believe it is Thisbe to begin with, but is clearly convinced it is when he
listens to her speaking. Just before this episode of eavesdropping he is less quick
to believe the girl is Thisbe:

“OÙ m¾ manî” prÕj aÙtÕn Ð Kn»mwn “Q…sbhn Óti per…estin ¢khkoèj;”

‘Surely I am mad” Cnemon said to him “if I have heard that Thisbe is
still alive?”

5.2.2

His first reaction is that he must surely be mad if he has heard that Thisbe is
alive,303 since he knows that she is not, because he saw her body:

303Similarly, in Phlegon of Tralles’ Mirabilia Charito accuses the nurse of being mad when she
reports that she has seen Philinnion even though the girl is dead (1.3).
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“™ke…nhn d� ¢nVrhmšnhn toÚtoij ™gë to‹j Ñfqalmo‹j ™gnèrisa kaˆ

par¦ to‹j boukÒloij cersˆ tautaisˆ ta‹j ™ma‹j katšqaya.”

“I recognized her lifeless body with these eyes, and I buried her on the
herdsmen’s island with these hands of mine.”

5.2.3

The fact that Thisbe is dead, and that Cnemon definitely bore witness to this fact
is strengthened by toÚtoij ™gë to‹j Ñfqalmo‹j and cersˆ tautaisˆ ta‹j ™ma‹j.
This is not just something he just heard about, but he actually took part in her
discovery and burial: he was a first-hand witness and can verify the facts. And yet
his curiosity is stirred by this mystery, to the point that he cannot sleep, so he
goes to investigate:

“™gë d� oÙk œstin Ópwj ¨n bióhn e„ m¾ q©tton Øpexelqën trÒpon

Óntina d¾ polupragmon»saimi t…j pote pl£nh tÕn Nausiklša kate…l-

hfen À Ópwj par¦ mÒnoij A„gupt…oij oƒ teqneîtej ¢nabioàsin.”

“I shall not in any way be able to live if I do not slip out quickly and
find out in some way whatever this delusion might be that has taken
hold of Nausicles, or how the dead come back to life only among the
Egyptians.”

5.2.4

There is an irony here, in that Cnemon’s object here is to polupragmone‹n — to
discover what is going on —, yet when he is listening at the door, he does not take
full advantage of his position to ascertain the truth. Cnemon believes Nausicles
has been taken in by a pl£nh, which deepens the irony since he then falls victim to
the very same pl£nh, whereas Nausicles knows exactly what he is doing, and that
Charicleia is not Thisbe. There is a further level of irony since Cnemon already
knows that Thisbe and Charicleia can be mistaken for one another, as this is
exactly what happened in the cave when he and Theagenes found Thisbe’s body;
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in fact it was Cnemon who said the body was Charicleia’s in the first place, and
he who then re-identified it as Thisbe. He should therefore know that it is easy
to make this confusion between them. The word pl£nh is worthy of note in this
context, since it means both ‘a travelling’ and ‘a going astray’, in the sense of an
error. The Aethiopica’s plot is based heavily on travel, and it also leads its readers
astray, suggesting different possible narratives.

The fact that Cnemon does not read this episode correctly is indicative of the fact
that he will not make it to the end of the narrative: his ability as a reader falls
short of that of the extradiegetic reader.

Opening narrative doors

So far, the focus has been upon cracks in doors. Now, doors will be opened: this
section will concentrate on how the opening and closing of doors can play a sig-
nificant role in leading characters and the reader through the text in a process
of discovery. In the section following this one, ‘Reading interiors’ (p. 125 ff.), the
focus will be upon forceful entrance into enclosed spaces.

When Theagenes and Charicleia beg Cnemon to tell them his story he responds
with t… taàta kine‹j k¢namocleÚeij; toàto d¾ tÕ tîn tragJdîn. (“Why do you
stir up and force open these things, to quote from the tragedians?” 1.8.7).

Firstly, by mentioning Tragedy and quoting a line from Euripides’ Medea,304 the
Athens in which Cnemon locates this private tragedy is Classical Athens,305 a
perfect setting for the wicked stepmother who is found in this tale.306 The novel
alludes not just to a myth, but specifically to (Athenian) performance. Theatrical

304E. Med. 1317.
305The novel is set some time in the late sixth to early fifth century BC, but there are some

anachronisms (Morgan 1989, p. 350).
306The theme of the wicked (and/or amorous) stepmother was a popular one in Greek myth.

Although there is no evidence for the ‘amorous stepmother’ in Classical Athens itself, stepmothers
were a common phenomenon and often appear as the scapegoats in legal cases, particularly
inheritance disputes: Watson 1995, pp. 20–91 and 211. See also Trenkner 1958, pp. 64–66.
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vocabulary is used often in this novel,307 and serves as a reminder that, whilst
Tragedy must stay outside the doors of the house, novels are able to venture (and
encourage their readers to venture) wherever they please. Athens is also the perfect
location for a trial. In Chariton’s Chaereas and Callirhoe Theron is reluctant to
sell Callirhoe in Athens, as his crew suggests he should:

mÒnoi g¦r Øme‹j oÙk ¢koÚete t¾n polupragmosÚnhn tîn 'Aqhna…wn;

dÁmÒj ™sti l£loj kaˆ filÒdikoj. . .

Are you the only people who have not heard about the nosiness of
the Athenians? They are a people who gossip and they are fond of
justice. . .

1.11.6

Since the Athenians are filÒdikoj there is no surprise that a trial forms part of
Cnemon’s story.308

Secondly, the allusion to the Medea functions on a deeper level. When Medea says
the line that Cnemon imitates here (l. 1317) it includes the word pulh (gate /door):
t… t£sde kine‹j k¢namocleÚeij pÚlaj. The allusion in the Aethiopica, although
it does not mention doors, still suggests that ‘reading’ Cnemon’s narrative is like
opening a door on to a situation, and Morgan’s translation of the phrase picks up
on this: “Why do you batter and prize open these doors. . . ?”309 Mochloi (crowbars)
are used to break into Callirhoe’s tomb (Chariton Chaereas and Callirhoe 1.9.3).
The pirates batter down the doors of the tomb, enabling the reader to get at both
Callirhoe and Callirhoe. The verb used here in Heliodorus suggests that Cnemon’s
narrative, and by extension the novel itself, is something that can be prised or
forced open. The phrase therefore reflects upon the curious reader of the text
of the Aethiopica as a whole: s/he too is invited to force open the doors of the

307See Walden’s survey of stage terms (Walden 1894) and, most recently on this topic, Morgan
2012a, pp. 574–575.

308There is also no surprise that Cnemon the Athenian is so curious about Calasiris’ story, since
the Athenians are renowned for their curiosity. See above, p. 15.

309Morgan 1989, p. 359.
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narrative, just as Theagenes and Charicleia are accused of doing to Cnemon’s
narrative. The reader of this text and of Cnemon’s story certainly will get to see
what goes on behind closed doors, something which the audience of Tragedy does
not get to see. The novel goes further inside the door than Tragedy — all the
domestic affairs take place off-stage in Tragedy, whereas the reader is able to see
into the drama in Cnemon’s story even though it is a domestic one.

Spatial dynamics: how to create a narrative

The fact that Cnemon’s phrase at the beginning of his narration suggests he has
doors in mind becomes more striking when the rest of his story is taken into
account, since doors play a particularly important role at the crux of his narrative.

Cnemon tells the story of why he was exiled from Athens. His step-mother De-
maenete had been plotting revenge against him, because he refused to accept her
advances, and as part of this plot she has got the slave-girl Thisbe to persuade
Cnemon that she (Demaenete) is having an affair. Cnemon is understandably cross
on behalf of his father and asks Thisbe to prove it to him. Thisbe comes to him
in the night and says that the adulterer is in the house: tÕn moicÕn œndon e�nai

katem»nue (1.12.1).

The doors to Demaenete’s bedroom are closed and Cnemon bursts in:

'Epeˆ d� ™pšsthn, lÚcnou tš tinoj œndoqen aÙg¾ diexšpipte kaˆ t¦j

qÚraj ™pikeimšnaj æj ÑrgÁj e�con ™rrageˆj ¢no…gw, kaˆ e„sdramën

“poà pote Ð ¢lit»rioj” ™bÒwn “Ð lamprÕj tÁj p£nta swfrosÚnhj

™rèmenoj;” kaˆ ¤ma lšgwn ™pÇein æj ¥mfw diaceirisÒmenoj.

When I got there, the glow of a lamp inside filtered out, and the doors
were closed, but since I was angry I burst them open and ran into the
room, shouting, “Where is he, this sinner, this shining beloved of that
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lady, chaste in every way?” And with these words I stepped forward to
slay them both.

1.12.2

Cnemon does not know the truth about the situation when he is outside the room.
The truth is that there is no adulterer, and his father Aristippus is in bed with
Demaenete. The only way Cnemon learns this truth is by opening the door and
running into the room. Thisbe has disappeared, but after Cnemon has been exiled
she seemingly regrets what she has done.310 Therefore she promises to demonstrate
to Aristippus that Demaenete has been meeting with an adulterer in a stranger’s
house:

“™pide…xw g£r soi t»meron ¤ma tù moicù t¾n Dhmainšthn ™n o„k…v

kaˆ taàta ¢llotr…v ™ktÕj toà ¥steoj katakeklimšnhn.”

“Today I shall show you Demaenete in bed together with her lover in
a house — and not even in her house — outside the town.”

1.16.4

That is, Thisbe is promising to provide Aristippus with knowledge, and it is very
specific knowledge that is tied to a specific domestic interior space. The way in
which she orchestrates the scene that follows is particularly interesting in terms of
how she uses space to create a fiction:

aÙt¾ d� prolaboàsa parek£lei t¾n 'ArsinÒhn e„j ›teron metastÁ-

nai dwm£tion kaˆ scol¾n aÙtÍ parasce‹n: ™ruqri©n g¦r œfh tÕ

meir£kion ¥rti tîn 'Afrod…thj muoÚmenon. TÁj d� peisqe…shj ™pan-

elqoàsa paralamb£nei t¾n Dhmainšthn kaˆ e„sagagoàsa katak-

l…nei te kaˆ tÕn lÚcnon ¢faire‹ toà m¾ gnwrisqÁnai aÙt¾n par¦

310She is actually covering her own back because she fears both that she will be found out for
being complicit in Demaenete’s plot, and that Demaenete is beginning to plot against her.
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soà dÁqen toà ™n A„g…nV di£gontoj. Kaˆ siwpîsan plhroàn t¾n ™pi-

qum…an pareggu»sasa “™gë d� ™pˆ tÕn nean…an ¥peimi” fhsˆ “kaˆ ¼xw

soi fšrousa. p…nei d� ™ntaàqa ™n geitÒnwn.” Kaˆ Øpexelqoàsa tÕn

'Ar…stippon œnqa proe…rhto katalamb£nei, kaˆ desme‹n ™pist£nta

tÕn moicÕn ½peigen: Ð d� e†peto kaˆ ™pist¦j e„stršcei te e„j tÕ

dwm£tion kaˆ t¾n kl…nhn prÕj mikr¦n tÁj selhna…aj aÙg¾n calepîj

¢neurën “œcw se” e�pen “ð qeo‹j ™cqr£.”

She went on ahead to ask Arsinoe to depart into another room to pro-
vide her with quiet: for the young man was embarrassed, she said, since
he was even now being initiated into the mysteries of Aphrodite. When
Arsinoe had been persuaded, Thisbe returned and fetched Demaenete,
and having led her inside she laid her down on the bed and removed
the lamp so that she would not be recognized by you, although really
you were in Aegina. And when she had promised to fulfil her desire in
silence, Thisbe said: “I am going to the young man, and I shall bring
him to you. He is currently drinking in a neighbour’s house.” She went
out secretly and found Aristippus in the agreed place and urged him to
catch the adulterer in the act and detain him; so he followed her and
ran suddenly into the room and finding the bed with difficulty in the
faint light of the moon, he said “I have you, curse you!”

1.17.2–3

Every single actor in this passage has to start in a different physical space in
order to make the fiction work, and each one has been set up with a different
story. Arsinoe is banished to another room so she cannot see what is going on,
and believes that Thisbe is entertaining a shy young man. Demaenete is installed
in Thisbe’s bedroom, believing she is going to sleep with Cnemon who is now
Arsinoe’s lover (and Cnemon, who is fictionally currently drinking at the house of
a neighbour, is to believe (fictionally) that he is sleeping with Arsinoe, except in
reality he knows nothing of this, is at this stage in Aegina, and is not Arsinoe’s
lover). Finally, Aristippus is in the garden where the monument of the Epicureans
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stands, and believes he is going to catch Demaenete with her ‘lover’. By moving
each person at the right time Thisbe can make each of them believe in the story
she has spun them.

Just like Cnemon, Aristippus learns the ‘truth’ when he enters the bedroom
(e„stršcei te e„j tÕ dwm£tion). However, this ‘truth’ is in fact fiction: there is
no lover. All the same, he does at this point learn the overall truth, that De-
maenete is untrustworthy and a schemer, even if the method by which he learns
it is a set up in the dark. Thisbe takes advantage of the interior nature of the
space that she, Aristippus, and Demaenete are in one final time to make sure the
outcome of the drama is the one she wants:

t£j te qÚraj æj Óti ple‹ston ™yÒfhse kaˆ “í tÁj ¢top…aj, diadš-

draken ¹m©j Ð moicÒj” ¢nebÒhse

She slammed the doors as loudly as possible and shouted: “What a
disaster! The adulterer has got away!”

1.17.4

Aristippus only has Thisbe’s word for this: the closed doors, as well as creating a
dramatic scene, prevent him leaving the room in order to chase the (imaginary)
lover.

Thisbe manipulates the narrative through her use of space as a tool to withhold
and put forward information as she stage-manages this whole episode to ensure
that her audience ‘reads’ it in the right way. Novelists manage spaces to lead the
reader through the text in the same way. What is interesting about this episode
is that the reader (and the in-text ‘readers’ Theagenes and Charicleia) already
knows what is going on: s/he is kept in the know every step of the way. It is the
characters in the fiction who are led through the story and duped by means of
Thisbe’s spatial choreography. This makes it ironic, and even surprising, that such
an expert manipulator of space falls foul of a space-plot laid against her. She dies
simply because she is in the wrong place at the wrong time, indeed in a space in
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which it is very difficult to maintain control: a labyrinth (2.4–5).

Similar themes and similar use of space to create a narrative can be found in one
of the Athenian law cases: Lysias 1 (On the murder of Eratosthenes). Although
this speech postdates the time when the novel is set, just as the Medea does, it
is nevertheless fruitful to compare the way in which interior space and doors are
employed to guide the reader of the text.

Interior space and particularly the opening and closing of doors on to an interior
space play an important role in the discovery of an act of adultery that has actu-
ally taken place. Euphiletus explains how he came to know of his wife’s adultery.
Apparently her quarters were downstairs in his house, so that she could attend to
the baby in the middle of the night. One night when her lover comes to the house,
she locks her husband in his quarters:

¢pioàsa prost…qhsi t¾n qÚran, prospoioumšnh pa…zein, kaˆ t¾n kle‹n

™fšlketai.

As she left she closed the door, pretending she was joking, and drew
the bolt across.

13

Euphiletus actually hears his wife’s lover arriving and leaving, but thinks nothing
of it, as he does not know about him, so at the time cannot put what he hears
together with what he knows; and his wife covers up what was actually happening
with a story about the baby’s lamp:

™peid¾ d� Ãn prÕj ¹mšran, Âken ™ke…nh kaˆ t¾n qÚran ¢nšwixen.

™romšnou dš mou t… aƒ qÚrai nÚktwr yofo‹en, œfaske tÕn lÚcnon

¢posbesqÁnai tÕn par¦ tîi paid…wi, e�ta ™k tîn geitÒnwn ™n£yas-

qai.

When it was dawn my wife came back and opened the door. When I
asked why the doors had made a noise in the night, she said that the
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lamp near the baby had gone out, and so she had got a light from the
neighbours.

14

The narrative that is implicit here is one constructed around doors. Euphiletus is
locked in his room: he has no knowledge of what is happening in his house be-
cause he has been effectively removed from it. The noise that the doors make is
significant, as it signals the arrival of the adulterer into the house (a transgression
of a boundary, which also stands for the adultery about to take place) and (pre-
sumably) his leaving again. It is this noise of the doors, and the fact that he was
locked in, that Euphiletus remembers when someone suggests to him that his wife
has a lover:

kaˆ mestÕj Ãn Øpoy…aj, ™nqumoÚmenoj m�n æj ¢pekl»isqhn ™n tîi

dwmat…wi, ¢namimnhiskÒmenoj d� Óti ™n ™ke…nhi tÁi nuktˆ ™yÒfei ¹

mštauloj qÚra kaˆ ¹ aÜleioj, Ö oÙdšpote ™gšneto, œdoxš tš moi ¹

gun¾ ™yimuqiîsqai.

I was full of suspicion as I reflected on how I was locked in my room,
remembering that on that night the inner and outer doors made a noise
(which had never happened) and I had thought my wife was wearing
makeup.

17

The creaking of the inner and outer doors (the audience is given more detail this
time), and that fact that he was locked in for the night are the first things on his
list of evidence. The fact that his wife is wearing makeup seems to come second
to these, as if it is not quite as relevant; indeed he only thinks that she was, or
she seemed to him to be wearing makeup, but he is certain about the noisy doors.
Euphiletus enlists the help of a slave-girl in finding out what his wife has been up
to:
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™peid¾ d� p£nta e‡rhto aÙtÁi, e�pon ™gè, “Ópwj to…nun taàta mhdeˆj

¢nqrèpwn peÚsetai: e„ d� m», oÙdšn soi kÚrion œstai tîn prÕj œm’
æmologhmšnwn. ¢xiî dš se ™p’ aÙtofèrwi taàt£ moi ™pide‹xai: ™gë

g¦r oÙd�n dšomai lÒgwn, ¢ll¦ tÕ œrgon fanerÕn genšsqai, e‡per

oÛtwj œcei”.

When she had told me everything, I said, “Now let no-one else find out
about these things; otherwise, your agreement with me will be worth
nothing. I expect you to show me them in the act. For I do not need
words, but clear proof whether that is how it is.”

21

This passage resonates with Thisbe’s two offers in Heliodorus’ Aethiopica, that she
will show Cnemon his step-mother’s adulterer and that she will show Aristippus
his wife and her lover, after explaining to him the ‘full story’. Both texts involve
a slave-girl leading her master to a situation where he will enter a room and
discover an act of adultery against him. Except, of course, in the Aethiopica there
is no adulterer. It is useful here to compare Palaestra leading Lucius to spy on
Hipparchus’ wife through the crack in the door. As Lucius himself says, slaves
know everything: doàloi g¦r ™p…stantai kaˆ kal¦ kaˆ a„scr£ (Onos 5). It is
also interesting that the adulterer in Lysias 1 seduces the wife by propositioning
the slave-girl first, which finds a comparison in Chariton’s Chaereas and Callirhoe
(1.4). Similar complicity of slaves can also be found in the Phoenicica (A.2 Recto
7–15) and the Babyloniaca (Suda 1.9.24).

The slave girl becomes very important in Euphiletus’ ensuing narrative, as she is
the one who has left the door open in order to allow Euphiletus and his mob to
enter the house:

kaˆ d©idaj labÒntej ™k toà ™ggÚtata kaphle…ou e„sercÒmeqa, ¢newig-

mšnhj tÁj qÚraj kaˆ ØpÕ tÁj ¢nqrèpou pareskeuasmšnhj. êsantej

d� t¾n qÚran toà dwmat…ou oƒ m�n prîtoi e„siÒntej œti e‡domen aÙtÕn
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katake…menon par¦ tÁi gunaik…, oƒ d’ Ûsteron ™n tÁi kl…nhi gumnÕn

˜sthkÒta.

We took torches from the nearest inn, and entered, since the door had
been opened in preparation by the girl. Having pushed open the door
of the bedroom, those of us who entered first saw him still lying next
to my wife; and those who came in later saw him standing naked on
the bed.

24

Just as Cnemon and Aristippus do in the Aethiopica, Euphiletus pushes open
the door and rushes into the room. Each time, the verb of movement into (e„s-)
somewhere highlights the penetration into the room in question: e„sdramën (Aeth.
1.12.2) e„stršcei (Aeth 1.17.3) e„sercÒmeqa and e„siÒntej (Lysias 1.24).

Euphiletus has no idea what has been going on, although he is encouraged to
suspect, and learns the truth only when he enters his wife’s room and finds the
adulterer. The many times doors are mentioned draws attention to the relationship
between space and knowledge in this text. The ‘readers’ of this text311 are led
into Euphiletus’ house, into the most private part of it — the women’s quarters.
Reading the text is like a journey of discovery, with the doors facilitating this
discovery.

When the adulterer visits and Euphiletus is locked in his bedroom, the reader
is essentially locked in with him — all s/he knows is what Euphiletus is doing
and what he can hear. The reader therefore focalizes through Euphiletus, and
is in his situation, which means that s/he is complicit in his entering into his
wife’s bedroom with a mob and discovering the adulterer. Making sure that the
jury focalizes through Euphiletus means that they can only see the story from his
perspective and are on his side. It is pertinent that Euphiletus wants visual proof
and does not want to rely simply on rumour (¢xiî dš se ™p’ aÙtofèrwi taàt£

moi ™pide‹xai: ™gë g¦r oÙd�n dšomai lÒgwn, ¢ll¦ tÕ œrgon fanerÕn genšsqai,
311These include the jury at the trial.
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Lysias 1.21). Offering visual proof lends truth to his account (he actually saw it,
therefore it actually happened)312 and confirms events for the jury, which means
they will be more likely to take his side.

There is something else at stake here too: that an adulterer enters a citizen’s house
and (more importantly) wife’s room means he is getting to the very heart of an
Athenian household: the room where the conception of legal Athenian citizens
happens. Euphiletus says that his wife had had a son, so he has begun to trust her
(™peid¾ dš moi paid…on g…gnetai, ™p…steuon, 6), which turns out to be his undoing.
In Chariton’s novel Callirhoe is not allowed to go with Chaereas to visit his father,
since according to customs as a new bride she is not allowed out of the house until
she has borne Chaereas a son.313 This custom is founded on the concern about the
violation of a citizen’s wife, and by extension his household. The same concerns
permeate Cnemon’s story in the Aethiopica: if there is an adulterer, then how
can Aristippus know if any potential children are his or not? The truth about the
bedroom is the central anxiety of patriarchal society.

Discovery and verification

In Phlegon of Tralles’ Mirabilia, different spaces stand for different levels of knowl-
edge, and various levels of validation and verification of that knowledge, in a similar
way to the spaces discussed above. A girl comes back from the dead to spend the
night with the young male guest at her parents’ house. The nurse views the couple
through a door. Because the beginning of the text is lost it is unclear whether
there is a gap in the door, or between the doors, as in other ‘spying’ passages, or
if she is just looking through a slightly open door:

<. . . > e„j tÕn xenîna prosporeÚetai ta‹j qÚraij, kaˆ kaiomšnou toà

lÚcnou kaqhmšnhn <e>�den t¾n ¥nqrwpon par¦ tù Mac£tV.

312See above, p. 92.
313Reardon 1989, p. 25 n. 11.
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She went to the doors of the guest-room, and since the lamp was burn-
ing she saw the girl sitting by Machates.

1.1

The fact that the first person to witness this is a nurse is reminiscent of other
situations in which slaves have knowledge that the family does not, for example
Palaestra, Photis, Thisbe, and the slave-girl in Lysias 1. Philinnion’s mother comes
to look later on, and cannot believe it, even though she is now able to see what
the nurse reported for herself:

¢nakÚyasa d’ oân ¹ m»thr t¦ m�n ƒm£tia kaˆ tÕn tÚpon tÁj Ôyewj

™nÒmizen ™piginèskein, t¾n d� ¢l»qeian ™xet£sai kat’ oÙdšna trÒpon

dunamšnh, t¾n ¹suc…an õeto de‹n œcein:

Therefore her mother peered in and thought she recognized her clothes
and the appearance of her face, but since she was in no way able to
discern the truth she decided it was necessary to remain silent.

1.5

The next day Philinnion’s parents make Machates promise to tell them next time
she visits, and he does. The girl cannot return again after she has been seen by
them, as she herself says:

“ð mÁter kaˆ p£ter, æj ¢d…kwj ™fqon»satš moi met¦ toà xšnou

™pˆ tre‹j ¹mšraj genšsqai ™n tÍ patróv o„k…v lupoàsan oÙdšn.

toigaroàn Øme‹j m�n penq»sete ™x ¢rcÁj di¦ t¾n polupragmosÚnhn,

™gë d� ¥peimi p£lin e„j tÕn diatetagmšnon tÒpon: oÙ g¦r ¥neu qe…aj

boul»sewj Ãlqon e„j taàta.”

“O mother and father, how unjustly you grudged my being with the
guest for three days in my father’s house, not doing anyone any harm.
For this reason you will grieve all over again because of your curiosity,
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and I will go back to the place arranged for me; for it was not without
divine will that I came here.”

1.11

More importantly, she cannot come back because of their polypragmosunē, by which
she evidently means their prying into the private affairs of their guest. The reader,
by taking part in this polypragmosunē, focalizing through Philinnion’s parents, is
complicit in her eventual demise.

The news about Philinnion quickly spreads, and people gather in the Assembly.
Along with the others, the narrator wants to learn the truth, so he goes to her
tomb:

¢noicqe…shj d� Øf’ ¹mîn tÁj kam£raj, e„j ¿n p£ntej oƒ o„ke‹oi met-

all£ssontej ™t…qento, ™pˆ m�n tîn ¥llwn klinîn ™f£nh t¦ sèmata

ke…mena, tîn d� pala…teron teteleuthkÒtwn t¦ Ñst©, ™pˆ mÒnhj d� Âj

¹ Fil…nnion ™tšqh kaˆ sunšbh tafÁnai eÛromen ™pike…menon tÕn dak-

tÚlion tÕn sidhroàn, Öj Ãn toà xšnou, kaˆ tÕ crusÒkluston pot»rion,

Óper œlabe par¦ toà Mac£tou tÍ prètV tîn ¹merîn.

When we had opened the chamber into which all the deceased family
members had been placed, bodies were seen lying on the other biers,
and the bones of those who had died longer ago, but on the one on
which Philinnion had been placed to be buried we found lying there
only the iron ring, which belonged to the guest, and the gilded wine-
cup, which she had taken from Machates on the first day.

1.15

Absolute verification of the truth seems, in this text, to take place in interior
spaces: first the bedroom, then the tomb, then the bedroom again. It is only by
going to the scene of the crime, as it were, that what has taken place can be fully
verified. After they have seen the facts, the people who return to the Assembly



122

seem confused: no-one is able to form a coherent picture of events even though
everyone saw that the tomb was empty and that the dead girl was in the guest
room at her parents’ house. When they were in these two places, events seemed
much clearer.

This is all reported in a letter, a fact which is only learnt at the very end when
the letter is signed, since the beginning of the text is lost. The opening of the
doors to the tomb to ‘read’ the situation inside mirrors the act of the recipient
of the letter who has to open the tablet on which it is inscribed. The fact that
the ‘ghost-story’ appears in a letter has implications on the level of play between
truth and fiction — it is made more believable because it has been written down
not simply reported orally.314 Indeed the writer says that if the letter’s recipient
wishes to write to the King about these events, he can send him one of the people
who examined the case in detail (†na kaˆ tîn swm£twn tin¦ tîn ƒstoroÚntwn t¦

kat¦ mšroj ™xaposte…lw soi. 1.18). Presumably this person would be one of those
who went to the tomb with the narrator, one of those who opened the door of
the tomb and ‘read’ what he saw there. In writing his experience down to send to
someone, framing it using space, and providing additional witnesses, the writer of
this letter asserts the truth-value of what he says.

Doors and interior space used to verify truth play an important role in the virginity
test that is found in book eight of Leucippe and Cleitophon. A priest explains that
at the back of the temple of Artemis there is a grove, and in the grove there is a
cave in which hangs a set of panpipes. These panpipes are a little way inside the
doors of the cave: ¢n£keitai d� sÚrigx Ñl…gon œndon tîn toà sphla…ou qurîn

(8.6.1).

The way the test works is this:

Ótan oân a„t…an œcV tij oÙk e�nai parqšnoj, propšmpei m�n aÙt¾n Ð

dÁmoj mšcri tîn toà sphla…ou qurîn, dik£zei d� ¹ sÚrigx t¾n d…khn.

¹ m�n g¦r pa‹j e„sšrcetai kekosmhmšnh stolÍ tÍ nenomismšnV, ¥lloj

314The truth-value of the epistolary form is discussed by John Morgan in a forthcoming article
(Morgan Forthcoming).
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d� ™pikle…ei t¦j toà sphla…ou qÚraj. k¨n m�n Ï parqšnoj, ligurÒn ti

mšloj ¢koÚetai kaˆ œnqeon, ½toi toà tÒpou pneàma œcontoj mousikÕn

e„j t¾n sÚrigga tetamieumšnon, À t£ca kaˆ Ð P¦n aÙtÕj aÙle‹. met¦

d� mikrÕn aÙtÒmatai m�n aƒ qÚrai ¢neócqhsan toà sphla…ou, ™k-

fa…netai d� ¹ parqšnoj ™stefanwmšnh t¾n kefal¾n p…tuoj kÒmaij.

Whenever someone is accused of not being a virgin, the people escort
her up to the doors of the cave, and the panpipes give judgement. The
girl enters adorned in the customary attire, and someone else shuts the
doors of the cave. If she is a virgin, a sweet and inspired melody is
heard – either the place has musical breath that controls the syrinx or
perhaps it is even Pan himself playing. After a while the doors of the
cave are opened of their own accord, and the virgin appears with her
head garlanded with sprigs of pine.

8.6.12–13

The doors of the cave are mentioned three times in short succession, which indi-
cates that they are important to the ritual. What happens inside the cave is not
seen by anyone, and if the girl is found not to be a virgin she disappears without a
trace. When Leucippe is sent into the cave Cleitophon worries that she is behind
closed doors with no means of escape: s� d� kaˆ e‡sw qurîn ¢pekle…samen æj ™n

poliork…v, †na, k¨n dièkV, m¾ dÚnV fuge‹n (8.13.3). When she comes out of the
cave after this test, the doors are once again mentioned: kaˆ eÙqÝj ¢neJgmšnaj

e‡domen t¦j qÚraj (8.14.1). The doors act as a way of engaging the reader’s cu-
riosity: there is something happening behind those closed doors, but what is it,
and (how) can the reader find out?

Leucippe is shut inside an interior space to find out what has been happening
inside her. The doors here remind the reader of the dream Cleitophon reports at
4.1.6–7 in which he cannot enter the temple of Aphrodite because the doors are
shut: kleisqÁnai t¦j qÚraj. Both sets of doors stand for Leucippe,315 and this
ties in with novel’s obsession with getting inside her, but crucially what actually

315Although see Morales 2004, pp. 221–222 who argues that the dream refers to Melite.
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happens during the virginity test is not witnessed by anyone, which highlights the
inscrutability of the novelistic heroines. This once again leads to reader fantasy or
collaboration with the text, which in turn brings the reader to realize that s/he is
being inquisitive.

‘The doors made a noise’

In On the murder of Eratosthenes one of the things that makes Euphiletus sus-
picious is that he remembers that on the night the adulterer came to the house
the doors made a noise as the adulterer arrived and left: ™yÒfei ¹ mštauloj qÚra

kaˆ ¹ aÜleioj (17). The noise that the doors make signifies that there is someone
present, and this theme can also be found in the novels.

When Theagenes and Charicleia are under house-arrest in Arsace’s palace and are
lamenting the death of Calasiris and their plight, the noise made by the doors
signals Cybele’s entrance into the room in which they are being kept:

`H d� Kubšlh prÕj toÝj nšouj e„sdramoàsa ‡cnh tîn qr»nwn katel£m-

bane: prÕj g¦r tÕn yÒfon tîn qurîn ¢noigomšnwn katšstellon m�n

˜autoÝj kaˆ prÕj tÕ sÚnhqej scÁma kaˆ blšmma diapl£ttein œspeu-
don: oÙ m¾n œlaqÒn ge t¾n presbàtin, tîn dakrÚwn œti to‹j Ômmasin

™piplanwmšnwn.

As Cybele rushed in towards the young couple, she found the marks of
their sorrow; for although at the sound of the doors as they opened they
began to arrange themselves and hurried to feign a usual appearance
and countenance, they did not escape the notice of the old woman,
since their eyes were still full of tears.

7.17.1

The noise of the doors opening alerts Theagenes and Charicleia to the fact that
Cybele is entering the room; conversely, they are unable to hide the truth (that
they have been crying) from Cybele, because she is now in the room with them.
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In Achilles Tatius’ Leucippe and Cleitophon the noise of doors announces the arrival
of Leucippe’s mother when Cleitophon has entered Leucippe’s bedroom:

™gë m�n d¾ tÕn yÒfon ¢koÚsaj ¢noigomšnwn tîn qurîn, eÙqÝj ¢nep»d-
hsa: ¹ d� ™pˆ t¾n kl…nhn parÁn.

I heard the noise of the doors opening and immediately leapt up, but
she was already at the bed.

2.23.6

Once again, the warning created by the noise the doors make does not do much
to help the couple beyond signalling the presence of someone else in the room.
Although Cleitophon does escape and Pantheia does not know who it was who
was in bed with her daughter, he still feels compelled to flee Tyre, and Leucippe
receives a fierce reprimand from her mother.

The doors in these passages function as vehicles of access to knowledge, or facil-
itators of knowledge: the people inside the interior space are alerted to the fact
that someone is entering the space by the sound — the yÒfoj — of the door,
and the person who comes through the door discovers what is going on inside the
interior space. The reader already knows what is going on inside and outside, and
this demonstrates the double focalization that is common in the novels: the reader
knows more than the characters because s/he occupies a liminal position.316

Reading interiors

There are various points in the Greek novels at which characters enter spaces which
they should not. This transgression of interiors by characters traces the action of
the reader of a novel: s/he too is entering a space in which s/he does not belong, a
world which s/he does not inhabit. I shall begin by discussing tombs and women’s
quarters. The reason I shall concentrate on these is that they are by their very
natures spaces that imply a transgression when certain people enter them.

316See Whitmarsh 2011, p. 190. and below, p. 135 ff.
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Tombs

Here I shall discuss the tombs into which Anthia (in Xenophon of Ephesus’ Eph-
esiaca) and Callirhoe (in Chariton’s Chaereas and Callirhoe) are placed whilst
actually still alive. Callirhoe is kicked in the stomach by Chaereas, falls uncon-
scious, and is presumed to be dead. Separated from Habrocomes and faced with
marriage to someone else, Anthia takes what she thinks is poison, but which turns
out to be a sleeping potion. Having been buried alive, both women are subsequently
captured by pirates who break into their tombs looking for treasure.317

'En d� toÚtJ nuktÕj ™pigenomšnhj lVsta… tinej maqÒntej Óti kÒrh

tšqaptai plous…wj, kaˆ polÝj m�n aÙtÍ kÒsmoj sugkat£keitai gu-

naike‹oj, polÝj d� ¥rguroj kaˆ crusÒj, Ãlqon ™pˆ tÕn t£fon kaˆ

¢narr»xantej toà t£fou t¦j qÚraj, e„selqÒntej tÒn te kÒsmon ¢nVr-
oànto kaˆ t¾n 'Anq…an zîsan Ðrîsi:

Meanwhile when night had fallen certain pirates, who had learned that
a girl had been buried richly and that she there lay buried with her
plentiful women’s finery and a lot of silver and gold, went to the tomb
and broke open the doors of the tomb, and having gone in both took
away the jewellery and saw Anthia alive.

Xenophon of Ephesus Ephesiaca 3.8.3

The violence in this passage is evident: ¢narr»gnumi (‘I break through’) implies
that force was used to open the doors of the tomb. The doors here guide the reader
into the text, just as doors in paintings “function as veritable guidelines for the
penetration of the observer’s gaze into [them].”318 The pirates are breaking their
way into the tomb to find the treasure inside, echoing the reader breaking his or
her way into the text, reading through the layers of narrative to find the ‘treasure’

317In Phlegon of Tralles Mirabilia Machates’ counter-narrative is that Philinnion is simply a
girl wearing clothes that have been stolen from Philinnion’s tomb (1.10: õeto d� nekrorÚktaj
tin¦j diwrucšnai tÕn t£fon kaˆ peprakšnai t¦ ƒm£tia kaˆ t¦ crus…a tù patrˆ tÁj ¢nqrèpou.).

318Gandelman 1991, p. 47.
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inside a novel. These pirates are transgressive characters: they are not supposed
to be anywhere near Anthia’s tomb, let alone inside it. They are representative of
the reader’s position of ambiguity between being invited to read the narrative and
penetrating his or her way into it with his or her curiosity.

The break-in to Callirhoe’s tomb is described in more brutal detail:

'Epeˆ d� mocloˆ proshnšcqhsan kaˆ sfodrotšra plhg¾ prÕj t¾n ¢n£r-

rhxin toà t£fou. . .

When the crowbars were brought forth and the blows became stronger
in the process of breaking open the tomb. . .

Chariton Chaereas and Callirhoe 1.9.3

¢n£rrhxin comes from the same root as ¢narr»xantej in the passage from
Xenophon of Ephesus. The robbers are forcing their way into the tomb, invading an
enclosed space. Not only this, but prÒj implies that their pounding becomes more
vicious the nearer they get to their goal; a reader both reads forcefully and strives
for the end of a novel, which is his or her goal. The pirates who invade Callirhoe’s
tomb are called tumbwrÚcoi. tumbwrucšw (‘I break open graves’) is forceful, and
indicates violation. These men do not just steal the contents of tombs, but they
physically break into them, wanting to gain possession of the treasure. The reader
in a sense wants to gain possession of the text: to understand it to its fullest extent
and his or her greatest capability.

Both sets of robbers are representations of the reader in a sense, penetrating their
way into a space and finding something that is against their expectations. In
Chariton the first pirate to enter the tomb is terrified by what he sees (k¢ke‹noj

fobhqeˆj ™xep»dhse, 1.9.4) and thinks Callirhoe is a ghost: ™fqšgxato “feÚgwmen

™nteàqen: da…mwn g£r tij ful£ttei t¦ œndon kaˆ e„selqe‹n ¹m‹n oÙk ™pitršpei.”
(1.9.4). Theron, their leader, then investigates and realizes the truth about the
situation (™nÒhse t¾n ¢l»qeian 1.9.6) because he is clever: deinÒj. He has ‘re-
read’ the situation and come to the correct conclusion. The reader of the novels is
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encouraged to pry and to penetrate, and sometimes what s/he finds is not what
s/he expects to find. The reader also has to read attentively to come to the right
conclusions about elements of the narrative. Here, the first pirate’s discovery of
Callirhoe and Theron’s re-reading of the situation mirrors the reader’s experience
of thinking that Callirhoe was dead and then discovering that she is still alive.319

Women’s quarters

Another private space in the novels that has the potential for more transgression
than some is women’s quarters. Of the passages quoted so far, many fall into this
category, demonstrating a narrative interest in spaces that are not normally seen
into. As well as depicting characters viewing into women’s quarters, novels also
show characters physically entering women’s quarters.

In book two of Achilles Tatius’ Leucippe and Cleitophon, Cleitophon makes a night-
time visit to Leucippe’s bedroom:

¼komen ™pˆ t¦j qÚraj tÁj ™rwmšnhj:. . . ™gë d� e„sÇein, Øpodecomšnhj

me tÁj Kleioàj ¢yofht…, tršmwn trÒmon diploàn, car©j ¤ma kaˆ

fÒbou.

We arrived at the doors of my beloved; . . . and I went in, with Cleio
letting me in without a sound, quivering with a twofold trembling,
simultaneously from joy and fear.

2.23.3

Since it is in the women’s quarters, Leucippe’s bedroom is clearly a space which
Cleitophon should not be entering, and as soon as he gets into it he is chased out
by her mother who has had an ominous dream.

319The description of her funeral is long, and the narrative does imply that she is dead (¢po-
qanoÚshj, 1.5.2), but the careful reader will have picked up on the fact that she only gives the
appearance of being dead: ™pškeito nekr©j e„kÒna p©si paršcousa, 1.5.1.
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Before Cleitophon enters Leucippe’s room, Satyrus has just called him an 'OdusseÚj

(2.23.2) because his ‘Cyclops’ (Conops, who sits up late preventing Cleitophon vis-
iting Leucippe, 2.20.1) has been put to sleep by a drug.320 Odysseus is also someone
who goes into somewhere he shouldn’t — the Cyclops’ cave:

Karpal…mwj d’ e„j ¥ntron ¢fikÒmeq’, oÙdš min œndon

eÛromen, ¢ll’ ™nÒmeue nomÕn k£ta p…ona mÁla.

™lqÒntej d’ e„j ¥ntron ™qheÚmesqa ›kasta:

Swiftly we came to the cave, and we did not find him inside, but he
was pasturing his fat flocks in the fields. Having entered the cave, we
gazed at each thing.

Homer Odyssey 9.216–218

Like Cleitophon, Odysseus is caught in a space that he should not be in. He is
punished for entering this space, but both he and Cleitophon are successful in
escaping from their respective situations. Cleitophon’s experience of being caught
somewhere he should not be forms a warning to the reader: do not get carried
away. Much as in Apuleius, where Lucius’ curiositas is used to warn the reader to
be vigilant, here Cleitophon’s over-eager entrance into Leucippe’s bedroom serves
to make the reader take notice of the dangers of rushing headlong into the novel,
whilst concurrently encouraging an active approach. Cleitophon describes himself
as experiencing joy and fear at the same time. These emotions form a metaliterary
commentary on the reader’s encounter with the text. Cleitophon’s joy in antici-
pation of entering Leucippe’s bedroom stands for the reader’s joy in anticipation
of a new story, and his fear perhaps stands for the reader’s fear of submitting
completely to his or her desire for the text and being taken over by, and getting
lost in, the story.

The intrusion of characters into female space is by no means only found in the
‘Sophistic’ novels. In Chariton’s Chaereas and Callirhoe Callirhoe is sent to be

3202.23.2.
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looked after at court by the queen Stateira whilst there is a break of five days in
the trial to decide who her husband is. During this time the king, who has fallen
in love with Callirhoe, visits the women’s quarters more than is usual:

Øpèpteue d� kaˆ basilšwj t¦j pukn¦j e„sÒdouj kaˆ t¦j ¢ka…rouj

filofrosÚnaj. prÒteron m�n g¦r span…wj e„j t¾n gunaikwn‹tin e„sÇei:

¢f’ oá d� KallirÒhn e�cen œndon, sunecîj ™fo…ta.

She was becoming suspicious of the frequent visits of the king and
his untimely friendliness. For before he seldom came into the women’s
quarters, but from the time when he had Callirhoe there he began to
make frequent visits.

6.1.6-7321

This not only shows that the king is physically visiting the women’s quarters,
which is odd in itself, since Stateira says he did not used to do so as much before
Callirhoe arrived, but also stands for the desire he has for Callirhoe. This mirrors
the reader’s experience of reading as being led though the spaces of the text, and
his or her desire for Callirhoe, which is courted throughout the text.322

A parallel to these episodes of entering women’s quarters can be found in Apollo-
nius King of Tyre. At the very beginning king Antiochus falls in love with his own
daughter, and although he tries to overcome his desire, one day it gets the better of
him. He inrumpit cubiculum filiae suae (‘rushed into his daughter’s bedroom’) and
stimulante furore libidinis diu repugnant<i> filiae suae nodum virginitatis eripuit
(‘driven on by the force of his lust he tore apart the knot of his daughter’s virgin-
ity although she resisted for a long time’ Resc. A, 1). The verb inrumpo (‘I rush
in’) resonates with ¢narr»gnumi in the passages from Xenophon and Chariton
discussed above,323 as it can also have the more violent meaning ‘I break in’. It
prefigures Antiochus’ rape of his daughter, which is described using equally forceful
vocabulary: eripio means ‘I rob’, ‘I tear away’, and ‘I take by force’.

321See also 5.9.7.
322For example the bath scene at 2.2.
323See p. 126 ff.
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All of these instances of entering spaces that contain women, particularly instances
where force is used, can be read metaphorically as the penetration of women’s
bodies.324 The passages describing the two tombs and Leucippe’s bedroom all use
the word qÚra (door), which can be read as symbolizing the vagina,325 particularly
given the violence involved in the breaking open of the (chaste women’s) tombs,
and the sexual intentions of Cleitophon. There is no mistaking the parallel that
can be found between bedroom and body in Apollonius King of Tyre. With this
in mind, I shall now move on to discuss women’s bodies as an interior space in the
ancient novel.

(Female) bodies

In the Greek novel, bodies are often “metaphors and mirrors for the very experience
of reading.”326 The vulnerability of bodies within the text stands for the penetra-
bility of the text itself. The reader wants to know both the text and the bodies
it represents. The novels invite their readers “to investigate these bodies by repre-
senting their torments as the object of a fascinated gaze: the gaze of the narrator
and his implicit and explicit audience”,327 and the body in the text “marks the
conjunction of public and private, exterior and interior”.328 In a sense, by reading
with polypragmosunē, the reader is pulling back the layers of the text, stripping
the narrative, perhaps even flaying the narrative body, peeling back the skin of
the text.329 The story of Marsyas in Ovid’s Metamorphoses provides an example
of how the peeling back of skin lays bare the narrative body:

clamanti cutis est summos derepta per artus,
nec quidquam nisi vulnus erat; cruor undique manat

324See Whitmarsh 2010a, pp. 334–339.
325See Henderson 1975, pp. 137–138, 168 and 171.
326König 2008, p. 127. See also ibid., p. 138: “Associations between body and text are deeply

ingrained both in the structure of the Greek and Roman novels and in the detailed texture of
the reading experiences they offer.”

327Ballengee 2005, p. 131.
328Ibid., p. 131.
329Gandelman 1991, pp. 139–140.
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detectique patent nervi trepidaeque sine ulla
pelle micant venae; salientia viscera possis
et perlucentes numerare in pectore fibras.

As he screamed, his skin was torn away from the surface of his limbs,
and he was nothing except a wound; blood streamed everywhere; un-
covered sinews lay exposed, and trembling veins quivered without any
skin. You could count the throbbing organs and shining lungs in his
breast.

Ovid Metamorphoses 6.387–391

In these lines, the narrator “invites the reader to look closely at the inner organs
now laid bare.”330 This represents not just the inner organs laid bare, but also the
text laid open to the reader: the narrative at its most vulnerable and yet most
horrifying. It almost dares the reader to look, especially as the narrator directly
addresses the reader/listener (possis. . . numerare).331

The female protagonists of the novels are always young and beautiful and because
of this they attract the gaze of male characters. The texts often invite the reader
to be curious and look closely at the heroines, following the gaze of the male char-
acters in the text. The titles of the Greek novels (which all have recorded in the
manuscript tradition the formula t¦ per… or t¦ kat£ and the main protagonists’
names332) imply a curiosity about the characters. In particular, there is a certain
sense of voyeuristic transgression in reading a narrative that is about a woman, be-
cause a woman’s story should remain hidden,333 yet the female protagonists’ names
appear brazenly in the titles of the novels, willing the reader to be curious about
and uncover their narratives and private lives. Narrative text and body are linked
in the modern novel as well as in the ancient novel: “narrative desire. . . becomes
oriented toward knowledge and possession of the body.”334 The object of this desire

330Segal 2001, p. 86.
331Cf. Segal 1998, p. 34.
332Whitmarsh 2005, p. 600.
333Ibid., p. 606.
334Brooks 1993, p. 8.
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is often women within the text — the reader wants knowledge and possession of
the attractive female protagonist.

Despite the interest in the female body, fuelled by narrative desire, actual female
bodies remain the most elusive of spaces in the Greek novel. The reader of the
Greek novel is never let into this most private of ‘spaces’. Ballengee says that
adventure-time in Achilles Tatius’ Leucippe and Cleitophon is about getting inside
spaces, particularly the body:

Adventure-time emerges as a chronotope of experimentation or play
that centers around penetrating the body into its hidden, inner areas
— the mysterious region wounded by eros.335

The text has an obsession with trying to get inside Leucippe, through her fake dis-
embowelment, fake beheading, and the association of her with her room and the
rose she sings about.336 She is compared to Marsyas during her fake disembowel-
ment (3.15.4). More specifically, as Morales says, she is compared to the image of
Marsyas that the sculptors portray.337 Despite the fact that in the myth Marsyas
is flayed, as the passage from Ovid narrates, it is not possible to flay a statue — to
peel back its top layer. One can, on the other hand, peel back the layers of narra-
tive. Comparing Leucippe to a statue of Marsyas protects her from being violated,
just as the stage-managed disembowelment in which this image is set protects Leu-
cippe from being sacrificed. The opening and shutting of doors to the cave in the
description of Leucippe’s virginity test at 8.6338 and the clandestine nature of the
test itself also draw attention to the fact that ultimately the reader of the novel
cannot get inside Leucippe.339 As one narrative interior that the reader cannot
breach, it is particularly fitting that this cave is the location for testing virginity,
especially given the fact the reader does know what happens during the test for
chastity inflicted upon Melite, who is not a virgin. This, coupled with the fact that

335Ballengee 2005, p. 155.
336Whitmarsh 2010a, 336: “A series of images associates Leucippe with sweet interiors.”
337Morales 2004, p. 170.
338See above, p. 123
339“Leukippe’s ‘virginity test’ is markedly abstract and non-physical.” Morales 1995, p. 47.
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Cleitophon does narrate his sexual encounter with Melite, albeit euphemistically,
has the effect of making Melite’s body more ‘knowable’ than Leucippe’s. Leucippe
apparently never tells Cleitophon what happened during the virginity test as he
does not seem to know and therefore cannot narrate it.340

The descriptions of wedding nights in Xenophon and Longus (discussed below341)
and in Chariton are euphemistic, just as Cleitophon’s description of sex with Melite
is. When Anthia is trying to attract Habrocomes she displays as much of her body
as is permissible (mšrh toà sèmatoj ™gÚmnwsen ¨n t¦ dunat£, †na `AbrokÒmhj

‡dV: 1.3.2). However, there is no detailed description at this point as there has
previously been.342 Even Daphnis’ tuition by Lycaenion, which does include a few
technical details,343 descends into vagueness: aÙt¾ g¦r ¹ fÚsij loipÕn ™pa…deue

tÕ praktšon. (‘Nature herself taught him the rest that he should do’, D&C 3.18.4).
The reader never gets that close to any of the female protagonists: they are all
devastatingly beautiful yet at the same time immaculately chaste.344 There is never
any detailed description of sex apart from in Cleitophon’s speech in defence of
female lovers, in which he seems to display some knowledge of sex, including female
orgasm.345 The reader is invited by Cleitophon’s speech, and by other tantalizing
sections in the Greek novels, to fantasize the rest, to complete the picture from
his or her own knowledge. A similar example of this phenomenon can be found in
Ovid Amores 1.5. Here the poet describes Corinna’s naked body parts rather than
the girl herself346 and leaves the reader to imagine what takes place: cetera quis
nescit? (1.3.25). Hardie asks the question ‘how far can you go’ as a curious reader?
He concludes that the poet excludes the reader from the text both by refusing to

340See Chapter 4 for women’s resistance to being written.
341See p. 137 ff.
342At 1.2.6 there is a detailed description of what she looks like and what she is wearing.
343maqoàsa ™nerge‹n dun£menon kaˆ sfrigînta, ¢pÕ m�n tÁj ™pˆ pleur¦n katakl…sewj

¢n…sthsin, aØt¾n d� Øpostoršsasa ™ntšcnwj ™j t¾n tšwj zhtoumšnhn ÐdÕn Ãge: ‘finding that
he was ready for action and erect, she raised him from lying on his side, and having spread
herself beneath him she skilfully led him towards the long-sought path’ 3.18.4.

344Apart from Callirhoe, who marries Dionysius to save her unborn child by Chaereas, and no
mention is made of their wedding night. See Konstan 1994, pp. 44–55 for chastity vs. fidelity.

345However, he says his experience is with prostitutes: ™gë m�n prwtÒpeiroj ín e„j guna‹kaj,
Óson ÐmilÁsai ta‹j e„j 'Afrod…thn pwloumšnaij: (‘I am a novice when it comes to women, in as
much as I have consorted with those selling the joys of Aphrodite.’ 2.37.5).

346Hardie 2002, p. 45.
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describe the sex that is implied and by starting the next poem as an exclusus
amator.347 Similarly, the texts of the novels draw the reader in, suggesting that
s/he should penetrate the text/body, but at the same time denying him or her
that pleasure, ultimately making the reader create his or her own narrative, and
seemingly taking no responsibility for what the reader may imagine. The reader
that the novels promote is thus one who is curious above and beyond the textual
surface, and passages like Cleitophon’s speech, the wedding nights, and Anthia’s
self-display highlight this by showing the reader to him or herself so s/he can
analyse his or her reading and ask him or herself how far s/he can go. That is, by
catching the reader in the act of extending the narrative, the novels lead him or
her to self-analysis.

Standing on both sides of the door

In many scenes in the Greek novels the reader’s privileged, liminal, position is
equivalent to standing on both sides of the door at once. In between spying through
doors and being in this privileged position is the scenario of being behind a door:
in the room but hidden.

Hiding behind doors

The theme of watching from a concealed place can be found in Herodotus’ Histo-
ries, which is an important example to compare, since the Greek novel (particularly
the earlier ‘pre-Sophistic’ texts) has many parallels with historiography.348 Can-
daules is trying to persuade his bodyguard Gyges to see his wife naked, to prove
she is the most beautiful woman alive, and he comes up with a plan for how this
can be achieved:

347Ibid., pp. 40–45.
348Hägg 1983, p. 114.
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™gë g£r se ™j tÕ o‡khma ™n tù koimèmeqa Ôpisqe tÁj ¢noigomšnhj

qÚrhj st»sw: met¦ d’ ™m� ™selqÒnta aÙt…ka paršstai kaˆ ¹ gun¾ ¹

™m¾ ™j ko‹ton. ke‹tai d� ¢gcoà tÁj ™sÒdou qrÒnoj: ™pˆ toàton tîn

ƒmat…wn kat¦ �n ›kaston ™kdÚnousa q»sei kaˆ kat’ ¹suc…hn poll¾n

paršxei toi qe»sasqai.

I will bring you to the chamber where we lie and place you behind the
open door; and after I have entered, my wife will also come to bed.
There is a chair standing near the entrance: on this she will put each
item of her clothing as she is undressing, and you will be able to look
at her quite at your leisure.

Herodotus Histories 1.9.2

The difference between the passages discussed above and this one is that here there
is no hole in the door, but rather the door is open (¢noigomšnhj) and Gyges is on
the inside of the door and hiding behind it. The idea of invading someone’s privacy
whilst they are ignorant of it is still present though: Gyges stands for the reader,
who is also on the inside of this door, and can also see Candaules’ wife getting
undressed. Gyges makes a mistake, however, because when he carries out this plan,
Candaules’ wife sees him leaving her room. The characters in a novel obviously do
not ever ‘see’ the reader (although the narrator can address him or her), so here
Gyges does not completely mirror the reader. Here Candaules’ wife is aware that
she is being ‘read’, within the fiction, which in a way spoils the voyeurism for the
reader. It puts Candaules’ wife in charge: the text invites a curious reader then
shows the reader to him or herself.349

In the examples above,350 the reader is focalizing through a character who is watch-
ing from a concealed place, but in the example from Herodotus, Gyges is concealed
in the same room as the person he is watching. The reader is constructed by this us-
age and representation of private space as someone who is ‘spying’ on the (private)
events in the narrative. The door is important in this passage from Herodotus, as

349Cf. p. 103 for characters being unaware that they are read.
350See p. 91 ff.
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a means for the choreography of Gyges’ voyeuristic experience, just as doors have
also been important in providing holes through which to spy in previous examples.

A less filtered version of the ‘spying’ on narrative events just discussed can be
found in the ways the narrators of the Greek novels construct access to knowledge
through their use of enclosed spaces.

In Chariton’s novel, Whitmarsh argues:

[t]he romance narrator gives us greater insight than that offered to the
curious public: we see the actors behind closed doors, the person behind
the veil, even the intimate thoughts in the hearts of the characters.351

This privileged insight can also be found in other examples of the genre. Instead of
focalizing through a character who is spying or who is in the same enclosed space
as the person or events being watched, the reader focalizes through the narrator
who shares his privileged perspective. The following section will demonstrate how
the novels allow or invite the reader to see through walls and closed doors rather
than viewing through gaps in doors or gaining knowledge by opening doors.

Novelistic wedding nights

The reader is able to see what goes on ‘behind closed doors’ in the scene on the
wedding night in Xenophon of Ephesus’ Ephesiaca.

`Up’ aÙtÍ tÍ skhnÍ katšklinan t¾n 'Anq…an, ¢gagÒntej prÕj tÕn

`AbrokÒmhn, ™pškleis£n te t¦j qÚraj.

To‹j d� ˜katšroij p£qoj sunšbh taÙtÒn, kaˆ oÜte proseipe‹n œti ¢l-

l»louj ºdÚnanto oÜte ¢ntiblšyai to‹j Ñfqalmo‹j, œkeinto d� Øf’
¹donÁj pareimšnoi, a„doÚmenoi, foboÚmenoi, pneustiîntej. . .

Beneath this canopy they lead Anthia to Habrocomes, laid her down,
and closed the doors.

351Whitmarsh 2011, p. 190.
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The same emotions came to both of them and they were not able to
say anything to each other or to look each other in the eye but they
lay resigned to pleasure, modest, fearing, panting. . .

1.8.3–1.9.1

The reader, focalizing directly through the narrator, is inside the room but the
characters within the novel are on the other side of the door which is shut: ™pšk-

leis£n te t¦j qÚraj. The reader is able to go much further than the crowd and
look at Anthia and Habrocomes, who are overcome with shyness about the situ-
ation: oÜte proseipe‹n œti ¢ll»louj ºdÚnanto oÜte ¢ntiblšyai to‹j Ñfqalmo‹j.
The narrative raises conflicting reactions in the reader at this point, who can either
feel coy along with the protagonists, or revel in his or her superior knowledge.352

This passage confronts the reader with the transgressive nature of reading a novel
by suggesting to the reader what is happening whilst simultaneously not quite
telling him or her. By excluding the crowd from the bedchamber, the narrator
draws attention to the privileged position that the reader is in, so he or she is
encouraged to question how appropriate it is for him or her to be thinking about
this scene. The reader must make a choice about whether to add his or her own
knowledge, collaborating with the narrator in order to experience to the narrative
to its full, or to allow a veil to be drawn over the text. Either way allows the reader
to self-analyse as curious, since the text makes the reader engage with his or her
own experience.

At the end of Longus’ Daphnis and Chloe there is also an episode describing the
wedding night:

tÒte d� nuktÕj genomšnhj p£ntej aÙtoÝj paršpempon e„j tÕn q£la-

mon, oƒ m�n sur…ttontej, oƒ d� aÙloàntej, oƒ d� d´daj meg£laj ¢n…scon-

tej, kaˆ ™peˆ plhs…on Ãsan tîn qurîn, Ïdon sklhr´ kaˆ ¢phne‹ tÍ

fwnÍ kaq£per tria…naij gÁn ¢narrhgnÚntej, oÙc Ømšnaion °dontej.

352A similar superiority is invoked in the reader when Daphnis and Chloe fail in their attempt
to have sex at 3.14. See Konstan 1994, p. 80.
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D£fnij d� kaˆ ClÒh gumnoˆ sugkatakliqšntej perišballon ¢ll»louj

kaˆ katef…loun, ¢grupn»santej tÁj nuktÕj Óson oÙd� glaàkej, kaˆ

œdrasš ti D£fnij ïn aÙtÕn ™pa…deuse Luka…nion, kaˆ tÒte ClÒh prî-

ton œmaqen Óti t¦ ™pˆ tÁj Ûlhj ginÒmena Ãn poimšnwn pa…gnia.

Then when it was night everyone escorted them to the bridal chamber,
some playing pipes, some playing the flute, others holding aloft huge
torches. And when they were near the door, they began to sing with
harsh and rough voices as if they were breaking up the ground with
three-pronged forks not singing the marriage hymn. And Daphnis and
Chloe lay together naked and hugged each other and kissed, and were
more sleepless that night than owls. And Daphnis did some of the
things that Lycaenion had taught him, and then Chloe first learned
that what had happened on the edge of the wood had been shepherds’
games.

4.40

Although the text becomes euphemistic at this point, the reader, with his or her
superior knowledge, can fill in the details and construct the scene for him or herself.
The focalization here is double: the narrator shows what is going on on both sides
of the door at once, describing both the couple and the crowd. There is a paradox
here, in that the narrator tells the reader more than the characters on the outside
of the door know, except that the characters in the marriage procession of course
do know what is going on on the other side of the door. The narrator is using space
to highlight different levels of knowledge. Morgan says “the text leaves the reader
outside the bedroom but reminded by the violent singing of the ambivalence of
even marital sex.”353 However, I would argue that rather than leaving the reader
outside the door, the text takes the reader inside the room, or at least enables him
or her to see through the door. The narrator and reader invade the private space
of the newly-wed couple.

353Morgan 2004, p. 249. Goldhill 1995, p. 44 more persuasively argues “Longus leaves us not
merely with a grating wedding song, but with a carefully constructed moment of voyeurism, as
he takes us to the bedroom door and invites — but bars — our gaze within.”
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This is something that a reader can do that a character cannot: occupy the lim-
inal space between public and private, between textual exteriors and interiors.354

Allowing the reader to occupy this liminal space is the novelistic way of theorizing
what Genette calls “zero focalization”;355 that is, focalizing through the point of
view of the omniscient narrator.

In this passage there is a game being played with the revelation of facts and
their simultaneous concealment. This is highlighted by the use of the euphemism
¢grupn»santej tÁj nuktÕj Óson oÙd� glaàkej. The use of a euphemism instead
of a detailed description not only makes the reader construct the scene for him or
herself, but also draws attention to the fact that s/he is viewing something that
ought not to be viewed. The narrator does not give the reader the full picture here,
although the reader is invited into the bedroom, but encourages the reader both
to create narrative and to self-analyse.

These passages show that the reader of a novel is constructed as nosy, and that the
use of space exemplifies this model of reading. Xenophon’s narrator goes further
than Longus’ narrator, and says: Taàta e�pe, kaˆ perifÚntej ¢nepaÚonto kaˆ t¦

prîta tîn 'Afrod…thj [™rètwn] ¢p»lauon: (‘She said these things, and clinging
to each other they relaxed and enjoyed the first fruits of Aphrodite’ 1.9.9). This
is again euphemistic, but gives something away: it allows for and suggests the
creation of a reader fantasy, or the reader’s completion of the narrative with his
or her own experience, which means that the reader will notice his or her curiosity
(through self-analysis).

Access to knowledge

Above I argued that the noise of doors opening and closing often represents access
to knowledge.356 The same is true of doors themselves. The reader is in a privileged

354Cf. Whitmarsh 2011, p. 190: “As readers, we are placed in an uncertain, liminal position, as
both the ‘reading public’ and the private audience who hear much more of the story’s truth than
any internal narratee does.”

355Genette 1972 tr. 1980, p. 189.
356See p. 124 ff.
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position as again s/he can see what is happening on both sides of a shut door.

Doors in paintings act as “gaze-directing devices” for the viewer; they can “permit
the gaze of a specific character to connect with its object”357 and “stand for the im-
possibility of seeing what is represented”.358 The importance of doors in the Greek
novel is that the reader has the ability to see through doors that the characters
cannot. For the reader the impossibility of seeing what is represented becomes a
possibility because of his or her unique relationship with the narrator and text.
It is fruitful here to compare some of the Hellenistic literature mentioned in the
introduction to this thesis. The dramatic and narrative purpose of doors in Hero-
das’ Mimes can help us to think about how doors are used programmatically in
novels too. In particular Mimes One and Six invite the reader or audience to see
into a private house and to hear a conversation between two women, thus casting
him or her in the role of eavesdropper and voyeur.

Eavesdropping in Herodas

Herodas’ Mime Six depicts a conversation between two women in one of their
houses, which brings the reader into the private domestic sphere. Metro has come
to Coritto’s house in order to find out where Coritto acquired her dildo, which is
one of a pair. Zanker asserts that the setting is the living-room of Coritto’s house,
which has some rooms off it into which the slaves are sent.359 Metro clearly does
not want the slaves to hear the reason for her visit:

¢ll’ oÜneken prÒj s’ Ãlqon — ™kpodën Ãmin:

fqe…resqe, nèbustr’, ðta moànon kaˆ gl£ssai

t¦ d’ ¥ll’ ˜ort» — l…ssoma… se, m¾ yeÚsV360

But I have come to you because — be off with you out of our way,

357Gandelman 1991, p. 36.
358Ibid., p. 41.
359Zanker 2009, p. 167.
360The texts for the Mimes are taken from Zanker 2009.
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blockheads, all ears and tongues but on holiday when it comes to ev-
erything else — I beg you, do not lie. . .

15–17361

Through this instruction she implies that the slaves are nosy and gossips (ðta

moànon kaˆ gl£ssai). She obviously does not want this conversation to be talked
about or repeated by them. However, she has not considered that the slaves may
listen at the door of the room into which they have been sent. There is a fascination
with slaves knowing what they should not about their masters, and having ready
access to this knowledge.362 When Lucius wants to know about the secrets of magic,
in which his host’s wife engages, it is a slave he goes to in both the Onos and the
Metamorphoses. Indeed we have seen that much of his narrative, particularly in
Apuleius, is made up of things he has happened to overhear or see because of his
servile status.363 Coritto is also concerned about the women’s privacy, since she
says aÙtaˆ g£r e„men (‘for we are alone’) at line 70 after suggesting that men are
inferior to this sex-toy.364 They may be alone within the fiction of the mime, but
the reader has a privileged view into this scene, so by highlighting the fact that
the women are by themselves, Coritto draws attention to the fact that they are
being read or viewed by the external reader or audience.

Metro, who asks a great many questions about by what means and from whom
Coritto acquired the dildo, is “insatiably curious.”365 Her questions are a template
for the reader’s questions: s/he is shanghaied by the text into being interested in
this object as well. These questions are, as Zanker argues, carefully structured to
obtain the information Metro needs.366 This has the effect of guiding the reader
through the text in the quest to find out about the private lives of these women.

361There are variations on whether it is Metro or Coritto who says these lines, but this does
not alter my argument here.

362Sabnis 2011, p. 1. See also Hall 1995, p. 54.
363Hall notes that Lucius is reduced to the status of a slave so he can tell stories from a double

perspective (ibid., p. 49). It is interesting that although in the [Pseudo-]Lucianic Onos Lucius
makes the point that slaves know everything, he does not say this in the Apuleian version of the
story, the one in which many inset tales occur.

364Cf. Hutchinson 1988, pp. 252; Zanker 2009, p. 181.
365Cunningham 1971, p. 161.
366Zanker 2009, pp. 182–183.
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Coritto is displeased to discover that someone named Nossis, who is the daughter
of Erinna, has got her hands on this dildo, which Coritto herself lent only to
Euboule. The juxtaposition of these two female poets is a point of debate among
scholars. Cunningham says it is a “malicious reference” to Erinna’s relationship
with Baucis.367 Zanker also argues that the effect here is negative: “Herodas is
making misogynistic fun of the women poets through Mêtrô, probably also partly
along the divide between realistic and erotic poetry.”368 He says “this animosity
is partly because Herodas viewed their personal emotions. . . as antithetical to his
own preferences in subject–matter, and therefore turns out to be a further instance
of his engagement with poetry.”369 The mention of Nossis and Erinna can also be
read in another way. Herodas is making this point: you (the reader) think you
know what women talk about when they get together, and this is what you think
they talk about, so I am going to write about what you think I should. However,
the mention of Nossis and Erinna in the middle of all this throws the reader off
balance and raises the level of the text: it is a self-conscious annotation by the
poet — you did not expect to find this here; women actually talk about more
wide-ranging matters.

Metro must have had a similar conversation with Nossis about the dildo to find out
where she got it and so on. The women are creating a story about it as it passes
from one to the next. And what of the other one? It must surely have a similar
story surrounding it, and at the end of this poem Metro is going off to discover its
story but starting at the other end of the trail — with the person who made and
sold it. An object passed from woman to woman is reminiscent of oral storytelling
passed from generation to generation. The dildo can thus in this poem be read as
symbolic of the power of speech.

In line 98 Coritto instructs her slave to close the door (t¾n qÚrhn kle‹son) and
count the hens to check they are safe, apparently because chicken-stealing is rife (oÙ

g¦r ¢ll¦ porqeàsi / ærniqoklšptai, k½n tršfV tij ™n kÒlpJ.). Zanker suggests
that this domestic ending has a double meaning:

367Cunningham 1971, p. 164. Cf. Headlam 1922, p. 290.
368Zanker 2009, p. 171.
369Ibid., p. 186. Conversely it is also possible that Herodas is acknowledging a debt to (a) lost

work(s) by the(se) female poet(s).
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Korittô appears not only to be referring to her humble circumstances,
but also still to be thinking of sexual satisfaction and to be punning
on the idea that penises should be carefully guarded and nourished
since people steal them just as much as Eubolê and Nossis have stolen
Korittô’s leather dildo.370

Given that it is possible to read the ending as being just as lewd in subject matter
as the rest of the poem, it is also possible to read the order to close the door as
Coritto’s way of trying to ensure that no more of her sexual secrets escape through
it as well as her sexual objects. The poem, along with its subject matter, is now
closed to the reader, just as Coritto’s door is.

Similarly, in Mime One a door is the focus of the beginning of the poem. There is
a knock at the door, and this sets the text in motion:

(MHTRICH) Qršiss’, ¢r£ssei t¾n qÚrhn tij: oÙk ÔyV

m» tij par’ ¹mšwn ™x ¢groik…hj ½kei;

(QREISSA) t…j t¾n qÚrhn;

<GULLIS> ™gðde.

<QR.> t…j sÚ; deima…neij

«sson proselqe‹n;

<GU.> Àn „doÚ, p£reim’ «sson.

<QR.> t…j d’ e„j sÚ;

<GU.> Gull…j, º Filain…doj m»thr.

¥ggeilon œndon Mhtr…cV pareàs£n me.

Metriche Threissa, someone is knocking at the door; will you not see
if it is one of our people who has come from the country?

Threissa Who is at the door?
Gyllis It is I.
Threissa Who are you? Are you afraid to come nearer?
Gyllis See there, I have come nearer.

370Zanker 2009, pp. 180-181.
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Threissa Who are you?
Gyllis I am Gyllis, the mother of Philainis. Announce to Metriche

inside that I am here.

1.1–6

Once Gyllis is safely through the door and inside the house the main section of
the text can begin, but only after the slave has been banished (stršyon ti, doÚlh,
1.8), just as happens in Mime Six. A similar checking on the women’s privacy
takes place:

<GU.> . . . ¢ll¦ m»tij ›sthke

sÚnegguj Ãmin;

<MH.> oÙd� e�j.

<GU.> ¥kouson d»

¥ soi cre�zous’ ðd’ œbhn ¢pagge‹lai:

Gyllis Is there anyone standing near us?
Metriche No-one
Gyllis Then listen to the things I came wanting to tell you.

1.47–49

The reason that Gyllis checks that they are alone is because the nature of the
conversation is once again illicit: Gyllis has come to Metriche, whose husband
is absent, with a proposition from a young man. The fact that Gyllis is trying
to persuade Metriche to be seduced by the young man in question means that
the door in this text, the door to her house, hovers around symbolizing access to
Metriche’s body.371

These two doors in Herodas’ Mimes, one placed at the end of a text and the other
at the beginning, are programmatic in that they stand for the reader or audience
being invited in (in Mime One) and shut out again (in Mime Six). This resonates
with the way in which, as I shall now discuss, doors in novels can represent access
to knowledge.

371See above on doors into women’s quarters (p. 131 ff.).
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A privileged view: the novelistic reader and knowledge

In Achilles Tatius, Conops keeps his door open so he knows what is going on.
Conops is described in the text as polupr£gmwn (2.20.1),372 so it is significant
that he leaves his door open: if his door were closed it would be impossible for him
to perform his role as an inquisitive observer of events.373 This is the problem that
Satyrus needs to get around as he plans Cleitophon’s meeting with Leucippe. The
answer is to drug Conops — a silent and non-visual way of dulling his perception.

Closed doors, on the other hand, represent security and privacy for the charac-
ters.374 A door that is vitally important to the narrative in Heliodorus’ Aethiopica
is the door to Thermouthis’ hut. Thisbe is shut inside Thermouthis’ hut as he is
trying to keep her a secret from those on the outside, and she cannot see what is
going on outside it, as she says in her letter:

k¢m� katakle…saj œcei mhd� Óson prokÚyai tîn qurîn ™pitršpwn,

æj m�n aÙtÒj fhsi, di¦ fil…an t¾n perˆ ™m� taÚthn ™piqeˆj t¾n

timwr…an, æj d� œcw sumb£llein, ¢faireqÁna… me prÒj tinoj dedièj.

Having locked me up he keeps me, not even allowing me so much as to
put my head outside the door, saying that he has placed this punish-
ment upon me because of his love for me, but as I reckon he is afraid
that I might be taken away by someone.

2.10.2

It is obvious that the door is kept closed. However, Thisbe does manage to find
out that Cnemon is also in the Herdsmen’s village:

'All’ ™gè se qeîn tinoj ™ndÒntoj kaˆ e�don, ð dšspota, pariÒnta kaˆ

™gnèrisa. . .
372See the discussion of Conops as a model for the reader at Morales 2004, pp. 84–87 and p. 13

ff. of the introduction to this thesis.
373Although see p. 14 of the introduction to this thesis: his is a particularly lazy way of gleaning

information.
374Although not privacy from the reader.
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But by the grace of some god I saw you going past, master, and I
recognized you. . .

2.10.3

This means that she is, ironically, right under Cnemon’s nose but he does not know
it. The door stands in the way of his access to knowledge, and almost stands in
the way of Thisbe’s access to knowledge too. The door is important on a plot level
too, since if Thisbe and Cnemon had come together earlier in the narrative, the
novel may have taken a different turn, and perhaps Thisbe would never have been
secreted in the same cave as Charicleia, once again activating the possibility of the
latter’s death.

Charicleia locks her door so she can be alone to grieve when Calasiris, Cnemon
and Nausicles do not return with Theagenes after going to find him.

¹ Car…kleia d� cwrisqe‹sa mÒnh tîn ¥llwn ™pˆ tÕ sÚnhqej œrcetai

dwm£tion kaˆ t¦j qÚraj e„j tÕ ¢sfal�j ™pikleisamšnh prÕj oÙdenÒj

te Ñcle‹sqai. . .

Charikleia alone withdrew from the others and went to her usual room
and locked the doors securely so that no-one would disturb her.

6.8.3

Charicleia takes great pains to make sure that the door is locked so none of the
characters finds or interrupts her. The reader is on the inside of the door so can see
her, and can hear her lamenting. The reader is also given a description of how she
messes up her hair, tears her dress, and weeps, and so knows what her appearance
is likely to be: the following morning Calasiris comes to find her and is taken aback
at how she looks, but guesses the cause.

Similarly, the tent in the Calligone fragment acts as a private space in which a
woman vents her emotions. Calligone goes to her tent to weep and rend her clothes,
just like Charicleia. Eubiotus sends everyone away, affording her some privacy:
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™lqoàsa

d¾ ™pˆ skhn¾n kaˆ ·….y. a. -
sa ˜aut¾n ™pi tÁj stib£do.j.
¢nwlÒluxen mšga kaˆ diw-
lÚgion, kaˆ d£krua šxšr. [r]eon

¢qrÒa: katerr»xatÒ te tÕn c. i.-
tîna. ™pemele‹to d� Ð EÙ-
b…otoj mhdšna pare‹nai

™n tÍ skhnÍ

Having come
into the tent and
hurled herself onto the mattress,
she gave a loud piercing cry;
her tears flowed
abundantly; she ripped her clothing.
Eubiotos saw to it that
no one stayed
in the tent

PSI 981.3–10375

Stephens and Winkler ponder what Eubiotus is doing when he moves the other
characters out of the tent:

Is he guarding her true identity, which in her turmoil she might reveal
to those who should not know it? Is he protecting the secret of her love
for Eraseinos? Or is he merely giving her the privacy to express her
feelings freely?376

Calligone here behaves as other novelistic heroines do in private, which suggests
that the latter of these speculations is most likely.

375Text and translation: Stephens and Winkler 1995.
376Ibid., p. 268.
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Finally, Callirhoe shuts herself in her room to have a conversation with herself
(along with her picture of Chaereas and her unborn baby) about the pregnancy
and whether to marry Dionysius:

'Anelqoàsa d� e„j tÕ Øperùon ¹ KallirÒh kaˆ sugkle…sasa t¦j

qÚraj. . .

Callirhoe went upstairs to her room and closed the doors. . .

Chariton Chaereas and Callirhoe 2.11.1

The point of her closing the doors is to provide herself with some privacy from the
outside world while she makes a difficult decision.

These examples all have slightly different things to say about space and knowledge
— in the first the open door stands for access to knowledge. In the second a
closed door stands for lack of knowledge, or, put another way, an obstruction to
knowledge, and in the last two a closed door gives the heroines reassurance that
within the fiction they are alone, so others have no knowledge of what they are
doing. This has the effect of suggesting that closed interior space represents the
inner psychic world of the characters within the space: privacy is where emotions
come to the fore.377 However, as always, the external reader can see through these
closed doors, indeed is invited by the text to see through them, and this serves to
feed his or her curiosity.

Sexual space and the reader(’s sōphrosunē)

Here I will explore how the novels ask the reader to think about and analyse his or
her experience of reading a particular type of narrative and subject matter, that
is, how does the curious reader react to reading erotic narrative?

377De Temmerman 2012b, p. 494: “Secret or private information, and its communication. . . are
often staged in secluded or remote settings, whose isolation often highlights the vulnerability of
one of the characters involved.” See also ibid., p. 497.
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Longus draws attention to the problem of reading erotic narrative by asking for
self-control in writing the stories of others (`Hm‹n d� Ð qeÕj par£scoi swfronoàsi

t¦ tîn ¥llwn gr£fein. Praef. 4). Morgan argues that the plural ¹m‹n includes
the reader in the narrator’s prayer, as whenever the narrator refers to himself
elsewhere, it is in the singular.378 By involving the reader the narrator leads him
or her on, ironizing the ‘good’ reader but also catching out the transgressive reader
even though the narrative constructs one, because there is no getting away from
the fact that there will be erotic elements in this text which is a love story:

The prayer is a duplicitous indemnity clause, which alerts the reader
to the fact that there is prurient material to come, and challenges him
to find it by disingenuously suggesting that smut is in the eye of the
beholder.379

The novel invites the reader to read in both ways, and leads a self-aware reader
to realize this fact. Before the story even begins the narrative establishes that
the reader has a duplicity: he feigns self-control but is actually reading for illicit
pleasure. This is what Cleitophon does when he pretends to be reading a book but
is in fact ogling Leucippe:

™b£dizon ™xep…thdej e‡sw tÁj o„k…aj kat¦ prÒswpon tÁj kÒrhj, bibl…on

¤ma kratîn, kaˆ ™gkekufëj ¢neg…nwskon: tÕn d� ÑfqalmÒn, e„ kat¦

t¦j qÚraj geno…mhn, Øpe…litton k£twqen. . .

I decided to walk up and down somewhere in the house in my beloved’s
presence. I took a book, and bent over it, and pretended to read; but
every time that I came opposite the door, I peeped over the book at
her. . .

Achilles Tatius Leucippe & Cleitophon 1.6.6

378Morgan 2004, p. 150.
379Ibid., p. 148. Cf. Goldhill 1995, 44: “The narrator’s opening prayer in Daphnis and Chloe for

sophrosune. . . establishes not so much an ideal as a ludic complicity with the reader.”
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Here Cleitophon’s actions with his book are similar to the reader’s reading of a
novel: he pretends to be reading, whilst really curiously viewing (or rather ogling)
the beautiful female protagonist. He does this kat¦ t¦j qÚraj, which aligns read-
ing with getting a look through a doorway early on in this novel. His lack of
self-control is evident. This pretending-to-do-something-else whilst actually being
a curious reader is also what the men who spy on Lucius while he is eating are
doing.380 Encounters with texts are always going to be furtive, even more so texts
that are love-stories.

Perhaps Longus’ narrator has already fallen into the trap of being a transgressive
reader who does not exercise self-control: “the narrating voice is not that of the
controlling authorial intelligence, but rather of a failed reader driven by desire.”381

He lays this out in front of the current reader, challenging him or her to think
about, ask him or herself, and discover what kind of reader s/he is. In the course
of what follows I will discuss two examples of how interior space is constructed
in such a way as to play on the reader’s propriety,382 to tempt him or her and
in doing so to make him or her self-analyse and realize that s/he is curious. The
first example is from [Pseudo-]Lucian’s Amores and the second is from Longus’
Daphnis and Chloe.

Suggestive text

In [Pseudo-]Lucian’s Amores Lycinus gives a description of the statue of Aphrodite
in the temple at Cnidus from two different perspectives: viewed from the front she
looks like a woman; viewed from the back she looks like a ‘Ganymede’.383 There
is a door in the temple specifically so that the statue can be viewed from behind,
which is opened for Lycinus and his companions by the woman who keeps the

380See above p. 101 ff.
381Morgan 2004, pp. 17–18, my emphasis.
382Goldhill 1995, p. 14 asks how far a sōphrōn reading of Daphnis and Chloe is possible: “How

stained, how dirtied, is the reader by an inability to read innocence innocently? Longus’ es-
tablishment and then manipulation of the possibilities of extreme naivety manipulates also the
reader’s self-positioning.”

383Osborne 1994, p. 84 calls her a “sculpture in the round”. Cf. Zanker 2004, pp. 42–44.
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keys (¢noige…shj tÁj qÚraj, 14). Just as in the viewing passages in the Onos, the
Metamorphoses and the Aethiopica, the characters spy on the statue, constructing
the reader who, as we have seen in this type of situation, focalizes through them.
The characters in the text, and the reader too, do not realize that this statue can be
interpreted in two different ways until the woman opens this door: the opening of
the door stands for the reader being ‘let in’ to this scene and its viewpoint.384 This
story about the statue of Aphrodite also sends a deeper message about reading.
Lycinus is not just describing the statue and the temple in which it is situated to
the reader, but also to his in-text reader, Theomnestus, who reacts to this scene:
Theomnestus says:

æj Øp’ ¥kraj ¹donÁj tîn legomšnwn ™n Kn…dJ diatr…bein òÒmhn

Ñl…gou tÕ bracÝ toàto dwm£tion aÙtÕn ¹goÚmenoj e�nai tÕn neën

™ke‹non.

For through my intense enjoyment of your narrative I thought I was in
Cnidus, almost imagining this small chamber to be that temple.

53

The in-text reader Theomnestus engages with the ‘text’ placed before him, imag-
ining that the room he is in is actually the temple of Aphrodite, and so the space
in which Aphrodite is revealed to Lycinus and his companions is superimposed
upon the space in which Lycinus reveals what he saw to Theomnestus. Lycinus’
‘text’ is so vivid and enjoyable that his ‘reader’ is transported to the place he is
talking about, just as the reader of novelistic texts is transported into them by
the presentation of spaces within them. There is a further level of reading in this
episode, however, which encourages the reader of the text to ask him or herself
what kind of reader he or she is by appealing to his or her curiosity, just as the
novels do.

384Osborne 1994, pp. 84–85 demonstrates that the statue has to be viewed from both sides
simultaneously, that is, by a group of people, for the narrative to work: a viewer is the object of
the statue’s gaze and becomes self-conscious about it when he himself is viewed also.
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Lycinus and his companions notice a stain on the statue’s thigh, and are told by
the attendant a story about how it got there. An unnamed character used to visit
the temple, spending all day gazing at the statue because he had fallen in love
with it (15–16). Eventually, the young man hides in the temple one night:

½dh g¦r ™pˆ dÚsin ¹l…ou kl…nontoj ºršma laqën toÝj parÒntaj

Ôpisqe tÁj qÚraj pareiserrÚh kaˆ st¦j ¢fan¾j ™ndot£tw scedÕn

oÙd’ ¢napnšwn ºtršmei, sun»qwj d� tîn zakÒrwn œxwqen t¾n qÚran

™felkusamšnwn œndon Ð kainÕj 'Agc…shj kaqe‹rkto. . . tîn ™rwtikîn

periplokîn ‡cnh taàta meq’ ¹mšran êfqh kaˆ tÕn sp…lon e�cen ¹

qeÕj ïn œpaqen œlegcon.

For, when the sun was already sinking to its setting, quietly escaping
the notice of those present, he slipped in behind the door and, standing
unseen near the inmost part of the chamber, hardly breathing he did
not move, and when the attendants had closed the door from the out-
side in the usual way, this new Anchises was locked in. . . These marks
of his erotic embraces were seen when day dawned, and the goddess
had that blemish as proof of what she had suffered.

16

Hunter suggests that the man is a ‘reader’ (but he only does so in parentheses and
with a question mark) because he shuts himself up all night alone with his object
of desire.385 I would take this further, remove Hunter’s parentheses and question
mark, and argue that the man is a reader: he gets to know the statue, becoming
obsessed with it, drawn in by it just as a reader is drawn in and directed by a
text. He must first have got to know the statue by viewing it through the door,
as Lycinus and his companions do, and in this passage he slips in through the
door (Ôpisqe tÁj qÚraj). This imitates the reader’s penetration into the text (and
guides Theomnestus’ in-text reading). The doors are then closed (sun»qwj d� tîn

zakÒrwn œxwqen t¾n qÚran ™felkusamšnwn) and he is locked inside the temple.
He does all this laqën toÝj parÒntaj (‘escaping the notice of those present’),

385Hunter 2008a, p. 269.
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perhaps suggesting the reader’s surreptitious relationship with an erotic text. This
in-text reader is very much caught doing what the external reader hopes not to
be caught doing.386 Is this another warning to the reader to maintain his or her
sōphrosunē? Is it another case of the reader having a mirror held up to his or her
act of reading — it seems to go further than the Greek novels’ seeming abdication
of responsibility for the reader.387 This text offers two alternatives for its reader.
Theomnestus, who is in the removed position of being the in-text reader of another
in-text reader, says he enjoys hearing Lycinus’ story. In contrast with the reaction
of the man in the temple of Aphrodite, his pleasure is more measured: it signals to
the extradiegetic reader that this pleasure is perhaps more like his or hers should
be. Theomnestus has the self-control not to get carried away, and so perhaps should
the reader of the text. The text holds up and juxtaposes the two ‘readings’ and
asks the reader to identify what kind of reader s/he is. The reader who is curious
will realize s/he is so, and the reader who has self-control will recognize this. Both
paradigms of reading encourage the reader’s self-analysis.

Lycaenion’s teaching space

Lycaenion is a liminal character, both in terms of her having lived in the town and
the country, meaning she is on the edge of that divide,388 and in terms of her name
having connections with names of prostitutes,389 which constructs her as somewhat
on the edge of society. She is, by virtue of her liminality, a suitable character to
orchestrate Daphnis’ initiation into the world of sex. The place to which she leads
him at 3.17.1 is for Daphnis a space of transition.390 The place is described as an
enclosed space. It is the thickest part of the wood (™peid¾ kat¦ tÕ puknÒtaton

™gšnonto, 3.17.1), which implies that it is well-surrounded. In addition to this, the

386Freudenberg 2007, p. 240: “watching for pleasure in the novel always has the nasty potential
to catch us in the act of pleasuring ourselves. And that is a very nasty thing to be caught doing.”
Cf. Goldhill 1995, p. 43.

387See page 135.
388Cf. Morgan 2012b, p. 550.
389Morgan 2004, p. 208.
390It is interesting that she lures Daphnis to this place by constructing a fiction around it

(LaPlace 2010, p. 67). In chapter 4 I will discuss women’s creativity within narrative.
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superlative puknÒtaton implies that the trees in that place are growing very close
together and perhaps that their branches have become entwined, forming a kind of
outdoor ‘room’ similar to that found in the painting of Europa in Achilles Tatius’
Leucippe and Cleitophon. The branches in the painting have become entwined to
form a sort of ceiling above the flowers below because the trees are so close together:

sunecÁ t¦ dšndra, sunhrefÁ t¦ pštala: sunÁpton oƒ ptÒrqoi t¦

fÚlla, kaˆ ™g…neto to‹j ¥nqesin Ôrofoj ¹ tîn fÚllwn sumplok».

œgrayen Ð tecn…thj ØpÕ t¦ pštala kaˆ t¾n ski£n: kaˆ Ð ¼lioj ºršma

toà leimînoj k£tw spor£dhn dišrrei, Óson tÕ sunhref�j tÁj tîn

fÚllwn kÒmhj ¢nšJxen Ð grafeÚj.

The trees were close together; their foliage grew thick. The branches
joined their leaves together, and the intertwining of the leaves fash-
ioned a roof for the flowers. The artist had depicted shade beneath the
leaves, and the sun gently shone through here and there on the meadow
beneath, wherever the painter had opened up the thick shade of the
foliage of the leaves.

1.1.3–4

The use of the word Ôrofoj, which means a reed for thatching houses, implies that
the branches have become woven like thatch and have produced the sort of covering
one would find over a domestic building. If the trees in the painting in Leucippe
and Cleitophon are close enough together to form a roof, then it should also be
the case that their trunks are in the place of walls,391 and this is also implied by
puknÒtaton in Daphnis and Chloe. Lycaenion and Daphnis are performing an act
that should take place within a domestic space, and even though it takes place
outside, there are further implications of interiority. For example, the space must
be quite well enclosed since Lycaenion tells Daphnis that if he brings Chloe here
to have sex with her no-one will see her if she weeps or hear her if she screams:
¥gage aÙt¾n e„j toàto tÕ cwr…on, †na k¨n bo»sV mhdeˆj ¢koÚsV k¨n dakrÚsV

391Indeed, Martin 2002, p. 146 says the painting is an “image of a meadow enclosed as if in the
room of a house”.
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mhdeˆj ‡dV (3.19.3). This is not the first time Lycaenion has taken advantage of the
concealing nature of shrubbery. When she watches Daphnis and Chloe attempting
to copy the way in which the sheep and goats mate, she is hidden in a thicket:

e‡j tina lÒcmhn392 ™gkrÚyasa ˜aut»n æj m¾ blšpoito p£nta ½k-

ousen Ósa e�pon, p£nta e�den Ósa œpraxan: oÙk œlaqen aÙt¾n oÙd�

klaÚsaj Ð D£fnij.

She hid herself in a thicket, so that she might not be seen, and heard
everything they said and saw everything they did; and Daphnis’ crying
did not escape her notice.

Longus Daphnis and Chloe 3.15.4

Lycaenion has hidden herself æj m¾ blšpoito, and yet can watch everything the
two of them do. Perhaps she leads Daphnis to the thickest part of the wood so
that no-one will see or hear them together; she is of course married to someone
else. Lycaenion’s emphasis on not being seen reminds the reader that s/he can see
her, and s/he can also see Daphnis and Chloe. The sudden desire of the text for
sex to take place in an enclosed space rather than in the open (as may well have
happened, and as Chloe’s mother is afraid of393) therefore reminds the reader of
the privileged and liminal position s/he is in, and the fact that s/he is encouraged
both to be a Lycaenion and spy on the narrative, and also to fill in the gaps in
the narrative. Both at this point and at the very end of the novel sex is referred to
euphemistically. There is an irony in the fact that Lycaenion sees Daphnis crying
before she seduces him, but encourages him to take Chloe to the place where
no-one will see her crying. This is indicative of Lycaenion’s superiority over the
couple.

392It is a point worthy of note that this word is used particularly of the lairs of wild beats
(LSJ p. 1063), and Dorcon lies in wait in a thicket at 1.21.3 (noted by Morgan 2004, p. 209).
Daphnis himself is found in a lÒcmh which suggests perhaps that sex outside is appropriate at
this point as he is a wild beast, but once he has been restored to his urban family, only sex inside
is appropriate.

3933.25.2.
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This space to which Lycaenion takes Daphnis, closed to the outside world and
anyone who may wander by, functions as a revelation space, or a space in which
knowledge is imparted: Lycaenion reveals the ‘secret’ of sex to Daphnis. The rev-
elation is figured as teaching — much of the vocabulary she uses is pedagogical:
parad…dou moi [terpnÕn] sautÕn maqht»n: ™gë d� carizomšnh ta‹j NÚmfaij ™ke…-

naij did£xw. (‘Give yourself to me as a [delightful] pupil; and I will teach you,
pleasing those Nymphs.’ 3.17.3). Daphnis picks up on this when he asks Lycaenion
to did£xai t¾n tšcnhn (to teach [him] the skill) at 3.18.1. All of this pedagogical
vocabulary strengthens the sense of initiation in the passage.

The reader is in this space with Daphnis and Lycaenion. S/he can hear and see
them even though Lycaenion’s aim is for this to be somewhere where no-one can
see or hear what is going on. Once again this serves to construct the reader of
the novel as one who enters enclosed spaces and the novel as something that is
enterable, with the reader invading its privacy.

The thickest part of the wood is the opposite of the ‘edge of the wood’ where
Daphnis and Chloe’s sexual experimentation takes place. Lycaenion is teaching
him something here as regards sex and space, but what? The following is from
Morgan’s commentary on ™pˆ tÁj Ûlhj at the very end of the novel (4.40.3):

edge of the wood: DC’s “games” have taken place in the pasture.
However, as the scene of D’s tuition by Lykainion, the wood stands for
completed sex; DC’s non-penetrative erotic games were on the edge of
the sexual space.394

This highlights the relationship between knowledge and space: full knowledge of
sex is only experienced within a certain space.395 Given that this is a text focused
so much on desire and the cures for it, this also implies that full knowledge of this
narrative takes place only within a particular space: the space in which the reader

394Morgan 2004, p. 249.
395Morgan 2012b, p. 545 argues that the pasture stands for innocence, the forest for completed

sex, and the protagonists’ games on the edge of the wood stand for a “movement towards, but
not a consummation of, mature sexuality.”
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finds him or herself at the beginning of the text — that of the grove. The reader
achieves knowledge of him or herself through reading the narrative that is based
on the picture in the grove.

The ship as a liminal space in the novels

Thalmann suggests that the Argo in Apollonius of Rhodes’ Argonautica is a piece
of Greek space that is mobile.396 This means that the Argo is a portion of Greek
identity that can travel with the Argonauts, and a home away from home that helps
them keep hold of this Greek identity as they make their voyage.397 Similarly, in the
Aethiopica for many of the herdsmen their boats are both transport and dwelling
place, and so represent their identity and way of life. The herdsmen, by contrast
with the protagonists, consider the lake, with its boats and huts, their homeland:
Ka… poÚ tij boukÒloj ¢n¾r ™tšcqh te ™n tÍ l…mnV kaˆ trofÕn œsce taÚthn kaˆ

patr…da t¾n l…mnhn ™nÒmisen: (1.6.1). The narrator goes into detail about the
living arrangements of the herdsmen. In order to stop their children falling into
the marsh when they are young the herdsmen attach ropes to them. The infant’s
experience of space is limited by the fact that the rope only allows them to reach the
door of the boat or hut: “Erpein d� ÑregÒmenon e„ a‡sqoito, ƒm£nta tîn sfurîn

™x£yaj Óson ™p’ ¥krou toà sk£fouj À tÁj kali©j proba…nein ™pštreye (‘If
someone perceived a child reaching out to crawl, having tied a leash to its ankles
he allowed it to advance as far as the edge of the boat or hut’ 1.5.4). The herdsmen’s
experience of the place where they live therefore expands as they grow up, from a
boat to a lake. This draws attention to the ‘otherness’ of these Egyptian herdsmen,
who live permanently on boats, as opposed to the Greek protagonists who live on
dry land and make their money through less dubious methods than banditry and
for whom the position of being on a boat signals a period of flux in their lives.
On the other hand the mention of children, of women weaving, and of fish being
prepared and eaten on the herdsmen’s boats serves to destabilize the ‘otherness’
of the herdsmen, making them familiar by demonstrating the sheer mundaneness

396Thalmann 2011, p. 63.
397Cf. Cohen 2006, p. 663.
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of their everyday life. Yet on top of this using the word kainÒn (1.5.4) to describe
the way children are kept on the boats defamiliarizes the situation: these herdsmen
are engaged in everyday activities, yet they are bandits and unfamiliar, so even
their everyday activities can seem alien. This adds to the deliberate disorientation
of the reader at the beginning of this narrative that begins in medias res.

For the most part the ships in the Greek novels work in a different way. They
cannot be a piece of the protagonists’ home country or identity that they can take
with them on their travels, since many of them are pirate ships, or other ships of
a different origin from that of the protagonists; for example, the ship on which
Calasiris, Theagenes and Charicleia leave Delphi is Phoenician. In the Herpyllis
fragment it is ships that separate the lovers. They each seem to be on a different
ship, and the male narrator’s ship is faster, leaves port more quickly and then is
driven onward by a storm, whereas Herpyllis’ ship remains in the harbour:

prÕj bracÝ d. ’ Ð.rîn-
tš[j s]faj ¢fhrpazÒmeqa,

We watched them for a short time and then were snatched away

P. Dubl. C3 II. 23–4398

Ships are responsible for the separation of the lovers in the canonical novels too,
even in Daphnis and Chloe, which includes no significant travel. Both Daphnis and
Chloe are captured on different occasions and taken away by ship. The ships could
be even more of a threat to Daphnis and Chloe because of their island pastoral
existence, but this is swiftly cancelled out by the fact that both protagonists are
rescued from the ships.

Often in the novels the protagonists are on board ships not of their own volition,
but because they have been captured by bandits. It is the function of said bandits
to open up potential narratives, and it is significant that this takes place at sea or
other places which have liminal qualities to them:

398Text and translation: Stephens and Winkler 1995.
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The anti-structural agency of the liminal period is embodied elemen-
tally in the sea (always a space of unpredictability, ‘fluidity’); and, as
far as human agents go, in the déclassé bandits and pirates, human
traffickers (always men) who occupy marginal spaces like woods, caves
and shores, or semi-civilised villages.399

Bandits are capable of changing completely the direction in which the narrative
seems to be heading: “they create sudden disorder, rapidly relocating the protago-
nists and/or changing their social status (typically from free to slave).”400 They are
also the people responsible for the commodification of the heroine, as she becomes
a tradable piece of property when in the possession of pirates.

For example, Theron, the pirate who takes Callirhoe from her tomb, can be read as
an anti-narrator, or alternative narrator. He puts the foundations in place for sev-
eral different potential narratives: “Théron preside à la multiplicité des péripéties,
il symbolise le jeu des possibles narratifs.”401 This is because he is the one who is re-
sponsible for capturing Callirhoe and moving her. He is also captured by Chaereas
after he has sold Callirhoe, and concocts a tale that he is a Cretan saved from death
by virtue of his pious behaviour. Because of his status as narrative potentializer it
is quite significant that he dreams about a locked door: koimhqeˆj d� ™nÚpnion e�de

kekleismšnaj t¦j qÚraj (1.12.5).402 He takes this as a sign not to throw Callirhoe
overboard immediately and leave, which is what he had just thought about doing,
but to wait one more day. He then succeeds in finding a buyer for her. Theron dies
well before the end of the narrative, so it is possible that this dream reveals to the
reader that although he is shaping the narrative for the time being, ultimately,
he gets no say in the final outcome: the narrative is quite literally closed to him.
Theron dies at 3.4.18, having constructed the ensuing narrative (he tells Chaereas
where Callirhoe was sold, and so Chaereas immediately sails there). However, he
does not tell anyone who he has sold Callirhoe to. This means that even after his
death, Theron has a certain control over the narrative.

399Whitmarsh 2011, p. 217.
400ibid., pp. 158–159. See also ibid., pp. 46–47 and Lalanne 2006, p. 197.
401Kasprzyk 2001, p. 162.
402Dreaming about a locked door means exclusion from an intended journey, according to

Artemidorus. Reardon 1989, p. 34 n. 27. See also Fernández Garrido 2003, p. 350.
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Ships are obviously very important to the narrative in terms of getting the pro-
tagonists from one place to another and in terms of bringing new possibilities into
the narrative when the protagonists are shipwrecked or captured by bandits, but
what does the ship as a space on the liminal ocean symbolize?

A particularly memorable ship is the one in Leucippe and Cleitophon on which
Cleitophon and Melite travel to Ephesus. Cleitophon refuses to sleep with Melite
because he does not want to consummate their marriage until they reach land,
since Leucippe ‘died’ at sea. Melite tries to persuade him using a metaphor in
which she sexualizes the ship,403 and says that anywhere can be a bedroom for
lovers: p©j d� tÒpoj to‹j ™rîsi q£lamoj: (5.16.3). Similarly in the Aethiopica a
ship is described as a q£lamoj (5.29.1). When Calasiris has arranged Charicleia’s
bogus marriage to Trachinus he asks that the ship be Charicleia’s bridal chamber.
What does it mean for a ship to be designated a q£lamoj by two novelists? A
bridal chamber is a transition space: it stands for the loss of virginity. The ship
is also a transition space, as it travels across the liminal space of the sea taking
its passengers from one land to another. The superimposed spaces of the ship
and the bridal chamber thus signify, in texts in which the couple are significantly
not married at the beginning of the narrative, the adventures through which the
protagonists go and the transition the heroine experiences at the end (or after the
end) of the text.

Another ship, also in Leucippe and Cleitophon, that seems to function as more
than just a means of travel is the one on which the protagonists leave Berytus
(2.31.6). Leucippe is not present during the conversation about sex which takes
place on board ship at 2.35ff, but she is asleep in the innards of the ship: oÙd�

¹ Leuk…pph parÁn, ¢ll’ ™n mucù ™k£qeude tÁj nhÒj (2.35.1). Is the purpose of
this that the reader finds out what Cleitophon is really like (he has experienced
prostitutes (2.26.1)) but Leucippe does not? Is he boasting to the unnamed nar-
rator by pretending not to know much about women, but in fact showing that
he does indeed have the right knowledge? It does not escape the attention of his
companions that his description belies his inexperience: Kaˆ Ð Menšlaoj, “ 'All¦

sÚ moi doke‹j,” œfh, “m¾ prwtÒpeiroj ¢ll¦ gšrwn e„j 'Afrod…thn tugc£nein:”
403This is discussed in more detail at p. 248.
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(‘And Menelaus said “But you seem to me to be not a novice but an old hand at
the experiences of Aphrodite.” ’ 2.38.1). The ship on the sea at this point in this
novel comes across as a space in which anything can be said with no repercus-
sions because of the shifting and unpredictable nature of the sea. That is, the sea
functions almost as not-space or anti-space, forever changing and moving.404 This
means that the ship is a space in flux where narrative themes can be tested. In
Lucian’s Navigium — the title in Greek is, tellingly, Plo‹on À EÙca…: ‘The ship,
or the wishes ’ — the ship becomes a vehicle for Adimantus’ fantasy, as he thinks
about what he could do if he had a ship, and in the Vera Historia a ship enables
the narrator to visit many fantastic places. The adventures in books 9–12 of the
Odyssey that are set in a fantasy realm also take place at sea, which is a place of
struggle.405 Van Nortwick describes the sea in the Odyssey as “a symbol. . . of dis-
order and oblivion” and says that it also stands for Odysseus’ “restless motion”.406

This symbol of narrative potential that is the sea can be seen in the novelistic texts
too, and Achilles Tatius is certainly experimenting with using a ship as a testing
ground on this shifting surface to see how far the narrative and the genre can be
pushed when Cleitophon talks about his sexual experience.

For the reader, then, when a ship appears in a novel it is not only a space in which
narrative can be tested but also stands for the wanderings and adventures of the
protagonists, essentially being a reification of the whole of the novel’s ‘adventure
time’ because a ship always appears on the shifting and liminal space of the sea.

Conclusion

Space is used in the Greek novel not only to map out the narrative and how it
is revealed to the reader, but also to form a commentary on the way a reader of
narrative actually reads, and how the texts suggest the ways they can be read. It

404Lalanne 2006, p. 111: “Au niveau des répresentations, la mer est perçue par les Grecs comme
un lieu mouvant, incertain, à l’image de la vie elle-même.” See also Cohen 2006, p. 648 and
Whitmarsh 2011, p. 217, quoted above on p. 159.

405Schein 1996. Cf. Segal 1994b, pp. 8, 24.
406Van Nortwick 2009, p. 58. See also Segal 1994b, pp. 44–45.
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is apparent from the discussion above that novels (and oratory) can go further into
the private domestic space than Tragedy and even Comedy, although that genre
in particular is concerned with private lives. By displaying the very innermost
parts of people’s lives the novels encourage a curious and explorative reader who
is keen to pry into private spaces, even into bridal chambers where the conception
of legal citizens takes place. Enclosed spaces are viewed by characters just as the
reader views the action of the narrative, which demonstrates that the novels have
a self-reflexive commentary about reading written into them. Enclosed spaces are
also invaded by characters who have dubious intentions, theorizing a reader who
is not only polupragmîn, but who actively penetrates the text. The possibility of
penetrating female bodies in the text holds a mirror up to the reader, catching him
or her out in his or her created fantasy, into which the text itself tricks him or her.
There is, however, always a point at which the novels stop describing and leave
the reader to fill in the gaps in the narrative: at this point the novels make the
reader realize what s/he is. They play to and construct a curious, or explorative,
reader, leading him or her up to a certain point only to frustrate him or her with
the result that the reader has to imagine the remainder of the narrative. Drawing
attention to this by purposefully figuring the reader as curious and then drawing
a veil over certain aspects has the effect of forcing the reader to self-analyse or
self-diagnose as curious.
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Chapter 3

Narrative deceptions

Introduction

This chapter will investigate some elements of the novels that are not all they seem
at first glance. These are elements that imply that some deception of the reader
or of the characters within the narrative is going on. In including deception in
their narrative schemes the novels construct a game for the reader to play with
the text. This game entails using curious reading to collaborate with the text and
uncover how one might interpret the novels in question: the reader is encouraged
to be alert and to interrogate the text. The aim of this chapter is not to provide
concrete answers, but to explore some of the questions that the novelistic texts
suggest to and provoke in the reader once s/he has identified him or herself as
curious.

Cleitophon’s narrative

Cleitophon’s narrative, which takes up most of Achilles Tatius’ novel, is techni-
cally an embedded narrative (albeit a long one) since it appears as a story within
the narration of the unidentified primary narrator. The way in which Cleitophon
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introduces his narrative can disorientate the reader so that s/he begins to question
how to approach the whole novel, something that can enhance his or her reading
experience.407

Here I want in particular to discuss the fictionality of Cleitophon’s story. He says:
SmÁnoj ¢nege…reij. . . logîn: t¦ g¦r ™m¦ mÚqoij œoike. ‘you are stirring up a swarm
of narrative; for my experiences are like fiction.’ (1.2.2) The logos/muthos di-
chotomy is Platonic.408 The Platonic intertexts in this novel have been commented
on extensively, and several different critical opinions are outlined by Morales.409

Morales herself argues that Platonic ideas (and Stoic) are important to the nar-
rative but that they are used as “pastiche” rather than “coherent and exclusive
ideologies”.410 Ian Repath is currently engaged in an extensive analysis of Platonic
intertexts and their importance for Achilles Tatius’ novel.411

Here I shall consider the play between muthos and logos within the context of this
text as a work of fiction. If Cleitophon says his life is like fiction, how much is he
fictionalizing? Put another way, is this really the story of his life, or is he making
it up? This short statement of Cleitophon’s, because it is itself situated within
fiction, makes the reader wonder whether he is in fact creating a fiction, especially
given the fact that when the primary narrator has taken Cleitophon to the grove
he says that now is the time for listening to his logoi, since the place is good for
muthoi (1.2.3)412 — is it all untrue? This vocabulary destabilizes the narrative:
muthoi can raise questions about knowability, that is, they are unknowable rather
than out and out lies.413 Muthoi are also old fictional tales,414 and so by saying
his narrative is like one, Cleitophon lays claim to a literary history for himself:

407See Whitmarsh 2011, p. 82: “the important point is not to root out demonstrable truths in
this fictional text, but to allow these unsettling questions to resonate.”

408See also Republic 5.450b for a wasps’ nest of narrative: oÙk ‡ste Óson ˜smÕn lÒgwn
™pege…rete:. The muthos/logos theme is brought up again in Leucippe and Cleitophon at 7.4.1,
and also 1.17.3 (see Morgan 2007a, pp. 112–113). For muthos/logos more generally in novelistic
literature see also Morgan 2004, p. 182, Hodkinson 2003 and Hunter 2008b, pp. 778–784.

409Morales 2004, pp. 51–52.
410Ibid., p. 60.
411Repath Forthcoming.
412Morgan 2007a, p. 112.
413Fowler 2011, pp. 46–47.
414Ibid., p. 51.
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the reader cannot help but wonder whether he is constructing a narrative from
his “mythological dictionary and Bluffers’ Guide to Culture”.415 Perhaps there is
a (fictional) novel inside Cleitophon’s head that he is just itching to narrate, but
he does not understand the conventions of genre, which is why some things do not
add up.416 It is a little convenient that someone who wants to tell a story meets
someone to whom he can tell it at just the right point in time.

With this possibility that Cleitophon is creating a fiction in mind, the way in
which he introduces himself to the primary narrator should be reconsidered. He
says: “ 'Egë taàt’ ¨n ™de…knun. . . tosaÚtaj Ûbreij ™x œrwtoj paqèn” (1.2.1). Even
the fact that he has suffered many insults at the hands of love (tosaÚtaj Ûbreij

™x œrwtoj paqèn) could be part of his fiction: the very status of this text as a love-
story (mÚqwn. . . ™rwtikîn, 1.2.3) is destabilized and undermined by this possibility.

If Cleitophon is making it up, how should, or can, the reader conceive of the
narrative? It is possible that Cleitophon has been shipwrecked during the storm
that is mentioned by the primary narrator at the beginning of the novel ('Entaàqa

¼kwn ™k polloà ceimînoj. . . 1.1.2). In antiquity, the shipwreck survivor made his
way to the nearest temple.417 He would thank the god for his safety and survival
with “an appropriate sacrifice or offering. . . a testimonial plaque. . . a picture of the
catastrophe survived, the story itself,”418 and tell his tale to those who visited the
temple, often in return for alms. In literature, the shipwreck survivor in the temple
was a common topos,419 and in Lucian’s On Salaried Posts (1) the narrator says
that there are those who visit temples and embellish or make up stories for money.
Both Cleitophon and the unnamed primary narrator seem to be in the position of
having arrived at a temple after a storm. It is entirely possible that both Cleitophon
and the stranger to whom he tells his story are frauds out to get each other’s money.
Indeed, is the primary narrator telling his story to an unsuspecting passer-by?420

This possibility (and it is of course only a possibility — we cannot know) leads to
415Morgan 2007a, p. 113.
416See Whitmarsh 2003, pp. 197–198; cf. Marinc̆ic̆ 2007, p. 183: “he commits a generic misin-

terpretation and erroneously takes the novel for a tragedy, thus becoming a comic character.”
417Winkler 1985, pp. 238–240.
418Ibid., p. 239.
419Ibid., p. 240.
420See Lucian’s On Salaried Posts (1).
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the total collapse of the novel (both the primary narrator’s tale and Cleitophon’s)
as trustworthy, which is itself exciting, especially given the fact that the frame is
not returned to at the end of Cleitophon’s narrative, and gives the curious reader
yet another avenue to pursue.

The phrase ™moˆ Foin…kh gšnoj (1.3.1) has some bearing on how Cleitophon and his
story are presented: “Casting Clitophon as a Phoenician, and fashioning his story,
therefore, as a Phoenician tale, creates particular expectations of both narrator
and novel. ‘Phoenician’ has many associations.”421 One of these associations is
the deceitful character of the Phoenicians, so Cleitophon’s tale could be made
up. Morales says that the fact that his narrator is Phoenician, coupled with the
obsession with muthos versus logos that in fact permeates the novel, means that,
“[a]t the very least, Achilles is flirting with the possibility that Clitophon has
fabricated his account.”422 On top of this, the question of the reliability of the
primary narrator’s memory, and who is actually telling this story, is brought up
by Marinc̆ic̆: “the reader is implicitly invited to question the reliability of the
first narrator. Was he really able to reproduce faithfully the long speech of the
Phoenician stranger?”423 Maybe the whole thing is the primary narrator’s story —
his swarm or wasps’ nest of narrative. By transposing his ordeals on to Cleitophon,
he is protecting himself from looking stupid for not getting and keeping the girl.
It is significant that he is a lover (¤te d� ín ™rwtikÕj, 1.2.1), because this means
that he will have an inherent interest in Cleitophon’s story, as well as in certain
elements of the picture of Europa, as he himself notes. He is also periergos (or
at least scrutinizes the painting periergÒteron ‘most curiously’ at 1.2.1), which is
presumably why he finds it easy to extract Cleitophon’s tale (although Cleitophon
is not reluctant to tell his story).

Murray says that drawing attention to the dichotomy between muthos and logos
is a strategy used by Plato to distance the person speaking from their tale in order

421Morales 2004, p. 48.
422Ibid., p. 56.
423Marinc̆ic̆ 2007, p. 172. Added to this question is one posed by Whitmarsh 2011, p. 82:

“How. . . can we gauge the extent to which Clitophon’s words have been re-encoded as Greek by
the primary narrator?”
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to draw attention to the narrative problem caused by that tale.424 Could Achilles
Tatius be drawing attention to his narrative layers by using this device on top of
the distancing that already exists in the novel? The Platonic intertext strengthens
the opportunity for reading Cleitophon as, if not a fraud, then a fabricator of
narrative.

These are all possibilities that the text brings up and with which it tempts the
reader, concealing whatever the ‘truth’ about Cleitophon’s story may be through
cleverly not returning to the frame, forcing the reader into a state of aporia that
is simultaneously stimulating and frustrating.

Narrative lies in Chariton

Chariton’s Chaereas and Callirhoe sometimes suffers from being ‘pre-sophistic’. It
is generally agreed to be the earliest of the extant Greek novels,425 and as such can
be dismissed as simple. However, I hope now to show that Chariton’s novel pulls
the reader in different directions in a way that is sophisticated, and challenges
what the reader believes to be true within the fiction. The narrator purposefully
gives the reader glimpses of other narrative possibilities.

At every important juncture in Chariton, there is a lie or a misunderstanding that
shapes the ensuing narrative, and there are two particularly important instances
of this that stand at the beginning of the novel and half way through it.

Right at the very beginning of the text, Callirhoe already has many suitors who
come to ask for her hand in marriage:

kaˆ mnhstÁrej katšrreon e„j SurakoÚsaj, dun£stai te kaˆ pa‹dej

tur£nnwn, oÙk ™k Sikel…aj mÒnon, ¢ll¦ kaˆ ™x 'Ital…aj kaˆ ºpe…rou

kaˆ ™qnîn tîn ™n ºpe…rJ.

424Murray 1999, p. 256.
425See, for example, Tilg 2010, pp. 2 and 90 and Bowie 2002. Contra these are O’Sullivan 1995

and Whitmarsh 2011, p. 264.
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And suitors rushed to Syracuse, both rulers and sons of tyrants, not
only from Sicily, but also from Italy and the continent and from the
peoples of the continent.

1.1.2

However, Eros manufactures it so that Callirhoe’s narrative plays out in a certain
way, namely that she falls in love with Chaereas. This is the first instance in the
novel where things run counter to how the reader expects they will go at first. The
suitors are incensed that Callirhoe marries someone who is not one of them, and
so they plan to have their revenge. This is the sequence that forms the lie that
sets in motion the events of the first half of the novel. Chaereas has to go to the
country to see his father who has fallen from a ladder,426 and that night the suitors
leave evidence that a revel has taken place outside his door. Callirhoe obviously
denies that a revel has taken place, since none has, and Chaereas believes her.
However, this first instance of deception provides the backdrop for further deceiving
of Chaereas. The suitors manage to persuade him, by means of an elaborate fiction,
that Callirhoe has been committing adultery. They employ a man to play the part
of an adulterer entering Callirhoe’s house (having first seduced the maid, 1.4.1–2),
and another man to persuade Chaereas that his wife is committing adultery and
that he should lie in wait in order to watch the first man going into the house
(1.4.2–8). Cleitophon sees the first man being let into the house by the maid, and
presumes that this is Callirhoe’s lover (1.4.9–10). This results in him confronting
Callirhoe and kicking her, causing her to faint and everyone to presume she is dead
(1.4.11–1.5.1). This episode provides the impetus, ultimately, for the entire novel:
Chaereas would not have kicked Callirhoe if he had not have believed the story of
her adultery, so the events that followed would not have happened. Thus the very
beginning of the novelistic adventures in this text is constructed around a lie.

The second half of the novel is also formed around a lie, this time caused by the
426It is not clear whether the message Chaereas receives is made up by the suitors or that it

is just their good luck that Chaereas’ father has indeed fallen from a ladder. The episode is
introduced with the sentence toiaÚthj oân ™pino…aj ™ke‹noj ½rxato (1.2.6) but later Chaereas’
father is reported as feeling better (toà patrÕj aÙtoà ·´on ™schkÒtoj, 1.3.3), implying that he
had indeed been taken ill.
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misinterpretation of a letter.427 Dionysius’ belief that Chaereas is dead and that
Mithridates is trying to seduce Callirhoe is the sole reason for the trial.428 Had the
Great King, petitioned by Pharnaces on behalf of Dionysius (4.6.1), not summoned
the trial, the narrative could have turned out very differently. During the course of
the trial, the Great King Artaxerxes wants Callirhoe to remain in his hospitality
because he has fallen in love with her (6.1). On the day on which he was supposed
to make his decision about whether she should marry Chaereas or Dionysius, he
tells Artaxates (his chief eunuch) that he has had a dream in which the gods told
him to sacrifice to them for a month, during which time no trials can be held
(6.2.2–3). This fabricated dream is the reason why he delays his decision about
Callirhoe for a month: here a lie deceives the entire cast of the novel and prolongs
the narrative.

There are several other lies or misunderstandings that shape the narrative consid-
erably. One vital example is that Dionysius believes that Callirhoe’s child is his
throughout the entire novel, so Dionysius’ narrative, as the reader experiences it,
is a deception. He is overjoyed when the child is born (3.7.7), and it is implied
that he continues to believe that the child is his beyond the end of the narrative:
at 8.5.15 he says that his child will in the future leave him to go to Callirhoe
(¢peleÚsV potš moi kaˆ sÚ, tšknon, prÕj t¾n mhtšra:). For him the fact that
the child is his is the truth, but what would have happened if he had found out
the real truth or had questioned the length of the pregnancy? What Plangon says
when she suggests the plan to Callirhoe implies that Dionysius will not question
it: “Ð crÒnoj oân ¹m‹n bohqe‹: dÚnasai g¦r doke‹n ˜ptamhnia‹on ™k Dionus…ou

tetokšnai.” (“time will help us, for you can make it seem as if you gave birth to
Dionysius’ child after seven months.” 2.10.5). It seems as though female schemes
and knowledge have a part to play in creating narrative here.429 Dionysius does
not for one second consider the possibility that the child is not his, even though
he knows that Callirhoe has been married before. The narrative could have taken
a wildly different turn had Dionysius not been deceived.

427This is discussed more fully above, p. 73 ff.
428It is ironic that Mithridates does believe that he is in with an outside chance with Callirhoe,

and that this was partly his motive for sending Chaereas’ letter (4.3.11–4.4.1).
429See below, p. 176 ff. and chapter 4.
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The first and second halves of the novel very much depend upon misunderstand-
ings, which has the effect of making the reader insecure about what s/he is reading,
perhaps even undermining him or her. There are also other important points at
which lies drive the narrative, and Dionysius’ narrative experience is completely
based on a falsehood. This means that the curious reader is tested throughout the
narrative, and encouraged to think about alternative plot-lines and outcomes for
the story. In particular there is a question mark over what will happen to Cal-
lirhoe’s baby after the end of the text, and this will be discussed in more detail
below.430

Persinna and Calasiris

In Heliodorus’ Aethiopica there are certain tensions brought up by the fact that
Persinna’s narrative, embroidered on a tainia, is embedded in Calasiris’ narrative,
and reported by him (4.8).431 Calasiris has, by the time he narrates the contents
of the band, proved himself to be a slippery narrator. He deliberately withholds
information — indeed he withholds from the reader at this point the fact that
he met Persinna, until the point at which he narrates himself telling Charicleia
this fact. Winkler regards the contradiction between a) Calasiris learning who
Charicleia is by reading Persinna’s narrative and b) Calasiris already knowing the
story because he has met Persinna as “a deliberate narrative strategy on Kalasiris’
part, and hence an aspect of the larger problem of his honourable mendacity.”432 He
points out that all Calasiris actually knows is that Charicleia is white (he learned
this from Persinna) and that she is at Delphi (he learned this from the gods in a
dream).433 On the other hand, this disparity can be read as evidence of Calasiris’
unreliable narration, or desire to appropriate the narrative for himself. Calasiris’
unreliable, or perhaps misleading, narration raises some important issues when it
comes to the question of how to read and interpret Persinna’s narrative.

430See p. 180 ff.
431The relationship between Persinna’s narrative and Heliodorus will be treated in chapter 4.
432Winkler 1982 repr. 1999, p. 286.
433Ibid., p. 339.
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Firstly, is it Persinna’s narrative? Hilton writes:

In narratological terms, the role of focalizer shifts imperceptibly from
Kalasiris to Persinna for the time it takes to read the letter. . . so that
in effect the narrative is doubly embedded.434

In this case, it would seem that it is Persinna’s narrative. However, it is still
Calasiris who reports it: by the time it is reported to Cnemon and the reader,
Calasiris no longer has the band and is not reading directly from it.

Secondly, it is difficult to tell whether what Calasiris tells Cnemon about his rela-
tionship with Persinna is the truth or not. Calasiris reports that Persinna has in
fact told him that she wants her daughter to be found (4.12–13) — but is the reader
to believe this? At 4.12 Calasiris tells Charicleia (1) that Persinna told Calasiris
what she wrote on the band (2) that Calasiris was told by the gods that Charicleia
was alive, and that he told Persinna this fact and (3) that Persinna asked Calasiris
to find her daughter and reunite them. There is no way of telling whether any of
this is true or just a ruse to make Charicleia come with him (Calasiris has already
lied to Charicles about Charicleia being a victim of the ‘evil eye’), and Heliodorus
has cunningly killed Calasiris off by the time Persinna (re)enters the story. Calasiris
is a narrator wont to be economical with the truth, to twist narrative for his own
purposes, so his narrative may be different to, or less complete than, the narrative
he is reporting. Moreover he may even have added improvized details to it to make
the story more convincing or gripping for his ‘reader’ Cnemon (and Charicleia).

The third, related, issue that comes up is that of whether there is more on the
band than Calasiris claims:

™percÒmenoj toi£de hÛriskon tÕ gr£mma dihgoÚmenon.

434Hilton 1998, p. 85.
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As I went through the letter, I began to find that it contained a nar-
rative as follows.

4.8.1

This phrase, particularly the words toi£de and hÛriskon, invites the reader to
think about the potential for there being more information on the band to search
through. toi£de (‘as follows’, ‘such things’) is word that has a representative force
(this sort of; that sort of; etc.), and suggests more than is reported, implying that
Persinna’s narrative says more than Calasiris would have the reader believe. Is he
actually quoting it verbatim? Calasiris seems to repeat Persinna’s entire narrative
from memory. However, later, when he shows the band to Charicleia, he says:
œlegon ¤panta t»n te graf¾n ™piën ™n mšrei kaˆ prÕj œpoj ˜rmhneÚwn: ‘I told
her everything, both going through the letter bit by bit and translating it word by
word.’ (4.11.4) Winkler takes the ¤panta to refer to the fact that Calasiris not only
tells Charicleia her story but also lays the decision she has to make before her.435

However, it is possible to read it as if Calasiris tells Charicleia everything that was
on the band: more than he narrates to Cnemon (and the extradiegetic reader).
The possibility of a deeper layer destabilizes what the reader thinks s/he knows
about the narrative, and makes him or her want to know more, thus stimulating
his or her curiosity.

In order to work out whether Calasiris has narrated to Cnemon all there is to be
found on the band, it is helpful to look at reports of things that have been written
in other novels. There is a precedent within the genre of totally verbatim quota-
tions, with no representative words, indicating that the word toi£de in Calasiris’
narration implies that there is more that he does not report. However, if letters in
novels are taken into account, the waters become murky.

Xenophon of Ephesus’ Ephesiaca is a novel that contains several inscriptions, and
these inscriptions are always either quoted verbatim or just reported, never para-
phrased:

435Winkler 1982 repr. 1999, p. 342.
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Oƒ d� t»n pÒlin ¤pasan ™xistÒrhsan kaˆ ¢nšqesan e„j tÕ toà `Hl…ou

ƒerÕn panopl…an crusÁn kaˆ ™pšgrayan e„j ØpÒmnhma ™p…gramma

tîn ¢naqentîn

Oƒ xe‹noi [kleinoˆ] t£de soi crud»lata teÚce’ œqhkan, 'An-

q…a `AbrokÒmhj q’, ƒerÁj 'Efšsoio pol‹tai.

And they toured around the whole city and set up as an offering to the
temple of Helios a golden panoply and they inscribed as a record an
epigram for those who had set it up:

“The [renowned] strangers dedicated to you these weapons of
beaten gold, Anthia and Habrocomes, citizens of holy Eph-
esus.”

1.12.2

There are no words with a representative force here, such as the toi£de in the
phrase from Heliodorus.436

The reporting of the inscription at 3.2.13 is perhaps narratologically a closer case
to that in Heliodorus, in terms of levels of narrative embedding. Hippothous is nar-
rating his tale, and tells Habrocomes what he wrote on Hyperanthes’ tombstone:

™pšgraya e„j mn»mhn toà dustucoàj meirak…ou ™p…gramma par’ aÙtÕn

™ke‹non tÕn kairÕn plas£menoj

`IppÒqooj kleinù teàxen tÒde <sÁm’> `Uper£nqV,

oÙ t£fon ™k qan£tou ¢gaqÕn ƒero‹o pol…tou

™j b£qoj ™k ga…hj, ¥nqoj klutÒn, Ón pote da…mwn

¼rpasen ™n pel£gei meg£lou pneÚsantoj ¢»tou

I inscribed in memory of the unfortunate young man an epigram that
I made up that very moment:

4365.11.5-6 in the Ephesiaca when Anthia dedicates her hair to Habrocomes is a similar occur-
rence. It is introduced: ¢nat…qhsin ™pigr£yasa. . .
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Hippothous built this <tomb> for famous Hyperanthes, a
tomb not worthy of the death of a sacred citizen, the renowned
flower whom once an evil spirit snatched from the land into
the deep as a great storm was blowing on the ocean.

This is a better example, as it is reported within a narration, just as Persinna’s nar-
rative is, and so is at the same level of embedding. Again, there is no representative
word, no “I wrote this sort of thing”.

Both of the letters in Xenophon of Ephesus (2.5.1 and 2.3.4) and the message
sent by messenger from Manto to her father (2.12.1) are introduced with the word
toi£de. In Chariton, Chaereas’ letter at 4.4.7 is introduced with toiaÚthj, and
at 4.5.7 the letter from Bias is referred to as t¾n ™pistol»n then is simply nar-
rated. Again, Pharnaces’ letter at 4.6.3 is introduced with the word ™pistol»n.
Chaereas’ letter to the king at 8.4.1ff. is ™pistol¾n. . . toiaÚthn and the final letter
(Callirhoe’s) at 8.4.5 is introduced with oÛtwj. The reading and writing of these
letters is never narrated by a character within the story, but always by the exter-
nal narrator. In Achilles Tatius, Cleitophon says of Leucippe’s letter at 5.18.2ff:
™gšgrapto d� t£de.437 This example, of Cleitophon reading Leucippe’s letter, most
closely resembles Calasiris reading Persinna’s letter in terms of levels of narrative.
t£de is a deictic pronoun, and as such implies a kind of narratorial assertion of
truth, more so than the unspecific toi£de.

These examples show that Calasiris is within his generic narratorial rights to intro-
duce Persinna’s letter with the non-specific word toi£de. His slipperiness as nar-
rator, however, does raise the possibility that he has summarized or paraphrased
what she wrote for his own purposes. This means that the reader has to read care-
fully and with curiosity to grasp Persinna’s narrative voice.438 There is no doubt
that the band does exist, and that it carries on it a message about Charicleia,
explaining the circumstances of her birth. At the end of the novel it is brought
forward and read as a piece of evidence, but (crucially) it is not read out. Her
narrative is, however, successfully communicated to characters and to the reader.

437He writes a letter back at 5.20.4ff, which is introduced thus: ¥rcomai d¾ gr£fein.
438Further implications of Persinna’s narrative will be discussed in chapter 4.
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Lying speech and feminine wiles: Anthia and

Callirhoe

Throughout the Ephesiaca, Anthia makes up stories about herself in order to
protect her chastity, which is threatened several times. Haynes argues that in
her constructed narratives which are aimed at those who possess her Anthia is
protecting her identity, because “to reveal her name would allow the honour of her
social group to become tarnished.”439 Haynes says that Anthia only reveals her true
identity as a last resort in book five.440 However, Anthia in fact reveals her identity
and history to the goatherd with whom she is sent to live at 2.9.4: dihge‹tai d� ¼tij

Ãn, t¾n protšran eÙgšneian, tÕn ¥ndra, t¾n a„cmalws…an: (‘she told him who she
was and about her former nobility, her husband and her captivity’). I shall argue
that Anthia’s lies are not told in order to protect the honour of her background,
but rather to postpone and finally to evade the possible narrative with which the
narrator threatens her.441 By acting in the way she does, Anthia is able to deceive
characters within the text and put off some of the narrative routes down which
the novel seems to be about to travel.

There are three occasions on which Anthia postpones and evades her impending
fate by means of persuasive speech.442 The first is when she is captured by Perilaus
at 2.13. He falls in love with her, and tries to persuade her to marry him, but she
postpones the wedding:

ƒketeÚei d� aÙtÕn ¢name‹nai crÒnon Ñl…gon Óson ¹merîn tri£konta,

kaˆ ¥cranton thrÁsai: kaˆ sk»ptetai <mšn ti>, Ð d� Per…laoj pe…-

qetai. . .

She begged him to hold off for a short time, as much as thirty days,

439Haynes 2003, p. 55.
440Ibid., p. 55.
441For example, having to work in the brothel rather than simply staying there.
442There are other occasions on which she lies about her identity. See Haynes 2003, p. 55.



177

and to keep her undefiled; and she made some excuse, and Perilaus was
persuaded. . .

2.13.8

sk»ptetai here carries connotations of fabrication, implying that Anthia is making
up an excuse. pe…qetai could mean both that Perilaus was persuaded by her excuse
and that he obeyed her command to keep her undefiled for thirty days. The Greek
neatly encompasses both meanings by using a verb form that could be either
Passive or Middle.

Similarly Anthia lies to Psammis, an Indian ruler who desires her and buys her
as a slave, at 3.11. He does not propose marriage, but instead wishes to have sex
with her:

'Wnhs£menoj d� ¥nqrwpoj b£rbaroj [kaˆ] eÙqÝj ™piceire‹ bi£zesqai

kaˆ crÁsqai prÕj sunous…an:

Having bought her the barbarian immediately made an attempt to take
her by force and to use her for sex.

3.11.4

This time the reader is actually told what Anthia’s excuse was, rather than just
being told that she made one:

oÙ qšlousa d� t¦ m�n prîta ¢ntšlege, teleuta‹on d� sk»ptetai prÕj

tÕn Y£mmin (deisida…monej d� fÚsei b£rbaroi) Óti aÙt¾n Ð pat¾r

gennwmšnhn ¢naqe…h tÍ ”Isidi mšcrij éraj g£mwn kaˆ œlegen œti tÕn

crÒnon ™niautoà teqe‹sqai. “–Hn oân” fhsˆn “™xubr…sVj e„j t¾n ƒer¦n

tÁj qeoà, mhn…sei m�n ™ke…nh, calep¾ d� ¹ timwr…a.” Pe…qetai Y£mmij

kaˆ t¾n qeÕn prosekÚnei kaˆ 'Anq…aj ¢pšcetai.

She was unwilling and refused at first, but later she made an excuse
to Psammis (barbarians are superstitious by nature) that when she
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was born her father had dedicated her to Isis until the right time for
marriage and she said that the time was still a year’s time away. “There-
fore if you commit violence against the ward of the goddess, she will
be wrathful, and her revenge will be harsh.” Psammis was persuaded
and made obeisance to the goddess and kept away from Anthia.

3.11.4–5

Once again Anthia sk»ptetai: she makes something up. It is of course possible that
this tale is a variation on what she told Perilaus, but she shows signs of fitting her
story to her audience: deisida…monej d� fÚsei b£rbaroi. This additional comment
could be taken as the narrator’s focalization, but since it is given as Anthia’s
reason for concocting a story, I think that this is still within Anthia’s focalization,
as it displays her motive for picking this particular kind of story.443 Psammis is
persuaded by her story just as Perilaus was before him, and obeys her (the double
meaning is once again made a potentiality by pe…qetai), which shows that Anthia
is obviously a very persuasive speaker.

The most sophisticated of Anthia’s lies is the story that she tells to a brothel-
keeper. At 5.7.4 she pretends to be ill with t¾n ™k qeîn kaloumšnhn nÒson (‘the
disease called the one from the gods’), that is, epilepsy, so that she does not have
to carry out the duties of a prostitute. When the brothel-keeper demands to know
the origin of the illness, she invents a history for herself, just as she did when
talking to Psammis:

`H d� 'Anq…a “kaˆ prÒteron” œfh, “dšspota, e„pe‹n prÕj s� ™boulÒmhn

t¾n sumfor¦n t¾n ™m¾n kaˆ dihg»sasqai t¦ sumb£nta, ¢ll¦ ¢pškrup-

ton a„doumšnh: nunˆ d� oÙd�n calepÕn e„pe‹n prÕj sš, p£nta ½dh

memaqhkÒta t¦ kat’ ™mš. Pa‹j œti oâsa ™n ˜ortÍ kaˆ pannuc…di

¢poplanhqe‹sa tîn ™mautÁj Âkon prÒj tina t£fon ¢ndrÕj newstˆ

teqnhkÒtoj: k¢ntaàqa ™f£nh mo… tij ¢naqorën ™k toà t£fou kaˆ

katšcein ™peir©to: ™gë d’ ¢pšfugon kaˆ ™bÒwn: Ð d� ¥nqrwpoj Ãn

443See de Jong 1987, p. 118: implicit embedded focalization often expresses motive.
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m�n ÑfqÁnai foberÒj, fwn¾n d� pollù e�ce calepwtšran: kaˆ tšloj

¹mšra m�n ½dh ™g…neto, ¢feˆj dš me œplhxš te kat¦ toà st»qouj kaˆ

nÒson taÚthn œlegen ™mbeblhkšnai. 'Eke‹qen ¢rxamšnh ¥llote ¥llwj

ØpÕ tÁj sumfor©j katšcomai. 'All¦ dšoma… sou, dšspota, mhdšn moi

calep»nVj: oÙ g¦r ™gë toÚtwn a„t…a.”

And Anthia said “Master, I wished to tell you before about my misfor-
tune and to explain what happened, but I hid it as I was ashamed; and
now it is not difficult to tell you, as you have already learnt everything
about me. When I was still a child, at an all-night festival I lost my
companions and I came to the tomb of a man who had died recently;
and there someone appeared to me, leaping from the tomb, and tried to
take hold of me; and I began to run away and kept shouting. And the
man was fearsome to behold, and had a voice that was much worse; and
at last when it was day, he let me go and struck me on the chest and
said that this disease had come upon me. Beginning from that point
I have been affected by the misfortune at different times in different
ways. But I beg you, master, do not be angry; for I am not the cause
of these things.”

5.7.7–9

The brothel-keeper is convinced by Anthia’s tale, and she does not have to work
as a prostitute but is looked after instead. Crucially, the brothel-keeper makes
an allowance for her because it is not her fault : suneg…gnwske d� aÙtÍ, æj oÙc

˜koÚsV taàta pascoÚsV (5.7.9). This is a suggestion that she put in his mind at
the end of her speech (oÙ g¦r ™gë toÚtwn a„t…a), which shows again, just as the
speech directed at Psammis did, that she can shape a speech for her audience.444

Anthia thus presents the reader with a character who is capable of twisting the
truth and fabricating tales in order to survive. In a sense, she is in control of her
own narrative, even though she is often portrayed throughout the novel as quite

444Haynes 2000–1, p. 84: “She is easily able to pander to her captors’ preconceptions.”
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powerless and totally at the mercy of men (twice bandits).445 Through her lying
and manipulation she directs the reader away from the narrative that s/he thinks
the narrator has in mind, and in doing so controls the narrative and shapes the
reader’s experience.446

It is useful to draw a parallel here with Callirhoe in Chariton’s Chaereas and Cal-
lirhoe, because she is also a female character who twists the truth to her advantage.
When Chaereas has finally regained Callirhoe, she writes a letter to Dionysius that
is in some ways deceptive. In it, she does not break his belief that her child is his,
but encourages it. She also writes the letter without telling Chaereas (™po…hse

d…ca Cairšou, 8.4.4). Callirhoe asserts her narrative by claiming it as her own:
taàt£ soi gšgrafa tÍ ™mÍ ceir… (these things I have written to you in my own
hand, 8.4.5). She includes many instructions: do not remarry, marry her son to
Dionysius’ daughter from his previous marriage, and send the child to her when
he is grown up. This all creates a potential for a future narrative after the end of
the novel.

The letter (8.4.5–6) is very gently written, as is demonstrated by the vocabulary
that is used: Callirhoe begins by saying KallirÒh Dionus…J eÙergštV ca…rein:
‘Callirhoe greets Dionysius her benefactor’. Throughout the letter she is kind and
positive, as is demonstrated by the phrases dšoma… sou, mhd�n ÑrgisqÍj: (‘I beg
you, do not be angry’) and e„mˆ g¦r tÍ yucÍ met¦ soà (‘for I am with you
in spirit’). She calls him ¢gaq� DionÚsie: ‘good Dionysius’ and at the end calls
herself ‘your Callirhoe’: KallirÒhj mnhmÒneue tÁj sÁj. Callirhoe appears to care
for Dionysius, which indicates that perhaps there is more to their marriage, on her
side, than pure necessity. This is demonstrated again in her words to Stateira at
8.4.9:

taÚthn. . . dÕj Dionus…J tù dustuce‹, Ön parat…qhmi so… te kaˆ basile‹.

parhgor»sate aÙtÒn. foboàmai m¾ ™moà cwrisqeˆj ˜autÕn ¢nšlV.

445She is not the only woman in this novel who lies — Manto lies to her father (2.5.6–7). If he
had continued to believe her, the novel would have had a significantly different ending.

446This strategy of delaying narrative with lies is typically feminine and recalls Penelope in the
Odyssey.
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Give this to poor Dionysius, whom I hand over to you and the king.
Console him. I am afraid lest, parted from me, he take his own life.

These words seem to be spoken with an element of sympathy and care: she believes
that Dionysius may not be able to cope without her, and genuinely wants Stateira
and the king to look out for him. On the other hand, it may be that she is thinking
of her son all the time — who knows what would happen to him if Dionysius were
to kill himself! Whichever is more likely, by speaking these words Callirhoe is
shaping Dionysius’ future as well as that of her son and Stateira and the king,
which affords her a narrative voice. Her actions invite the reader to think about
the continuation of the narrative beyond the end of the text. Callirhoe provides
a female perspective on events, and tellingly it is one that could be interpreted
either as betraying her own feelings or as disguising her own feelings and coldly
manipulating other characters to her advantage.

Conclusion

These novelistic texts contain elements of deception which prompt the reader to
analyse if s/he is reading correctly: s/he is forced into a position of thinking about
his or her reading experience. This is similar to how the erotic elements in the
texts work.447 The deceptive elements go further in a way, because they test not
the reader’s sōphrosunē but his or her ability to deal with the implications of
narrative and to identify what it is that the text is proposing s/he take from
it. The novels suggest possible alternative narrative routes to be explored by the
reader, and this encourages him or her to read more closely, questioning the text
at every given opportunity.

Both Anthia and Callirhoe use clever rhetoric, chosen specifically for their audi-
ences. This gives them a female narrative voice that shapes the reader’s experience
by inviting him or her to think both about the female perspective and about how

447See chapter 2, especially p. 149 ff.
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the narrative is changed by that female perspective. With this background of fe-
male characters shaping and enhancing the curious reader’s experience of the text
in mind, the next chapter will explore some of the female voices and perspectives
within the texts in more depth.
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Chapter 4

Reading female voices

Introduction

In this chapter I shall explore further some of the narrative routes down which
the reader can go once s/he has identified him or herself as curious. That is,
using polypragmosunē as a starting point, what further aspects of the text can be
uncovered? This chapter will demonstrate that female characters in the Greek novel
have a significant role within the text, by arguing that they have more than simply
a presence in the text. They have a narrative voice, which is a thread available for
the curious reader to follow and explore. The main female protagonists of the novels
will not always be the focus of discussion in this chapter, since some of the lesser
characters, by their very virtue of being characters who are described in less detail
or who only appear for a short time in the text, often have a greater role to play in
terms of encouraging the reader to pry into their narrative. Egger argues that the
female characters in the novels have less social freedom than their contemporary
counterparts; they suffer from what she calls an “archaizing handicap”.448 It is
nevertheless possible to read the women in the novels as having a power that goes
beyond simply their erotic power, for which Egger argues.449 It is not my aim

448Egger 1994b, p. 271.
449See Egger 1994a and Egger 1994b. See also Haynes 2000–1 for female power.
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here to discover a ‘lived female experience’ (although I shall not take the novels
completely out of their cultural context); I wish instead to show the relationship
of female characters to the reader: they form part of the guide about how to read
the text, and are not simply a narrative object, stimulating the reader’s curiosity
because they are beautiful and elusive. In other words, female characters are not
simply there to invite the reader’s curious gaze, but they also have a subjectivity
which actively directs the reader’s reading of the text and constructs it as a curious
one.

In addition to the methodologies employed in the previous chapters, it will be
necessary here to engage with feminist theory, because this chapter will explore
the power of female characters to communicate directly with the reader. Femi-
nist theory does not form a coherent theoretical approach. As Schmitz says, the
variety found in feminist theory “is not due to some lack of logical rigor in its
proponents, but rather a conscious rejection of the demand for a monolithic model
of thought”450 and it demonstrates “a lively plurality of opinions and attitudes.”451

There are helpful elements within this ‘lively plurality’ that I wish to utilize in
the course of this chapter. Cixous and Irigaray’s ideas of ‘feminine writing’, be-
hind which lie questions of how it is possible “for women to express themselves
in a language which is. . . dominated by a male perspective”452 become important
to my argumentation in this chapter. The women that I have chosen to discuss
do manage to express themselves from behind the text that is written by a male,
from a male perspective, and (presumably) for a predominantly male readership.
In doing so, they resist their narrator (/author) and invite the reader to read from
a perspective that is different from, or even in conflict with, that of the controlling
narrative voice. Female thoughts and feelings are displayed to the reader through
the filter of the male narrator. Whenever women speak or write, a tension is cre-
ated between the potential display of the female voice and its erasure by the male
narrator of the text. The display of women’s thoughts and feelings within a male-
narrated text creates a slippage between direct access to woman as expressing
subject and filtered access to woman as always-written object; in other words, a

450Schmitz 2002, p. 176.
451Ibid., p. 177.
452Ibid., p. 180.
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tension between women’s direct readability and their inscrutability. Particularly
pertinent to my argument is Jardine’s idea of Gynesis: “For Jardine. . . there are
always spaces in the text, over which the narrative has lost control, and these can
be coded as ‘feminine’ and ‘woman’.”453 It is some of these ‘spaces’ that I shall
explore in the course of this chapter (particularly in Achilles Tatius’ Leucippe and
Cleitophon and Lucian’s Onos, since ego-narrative in particular invites this thrust
of analysis), as well as the speeches, letters, and thoughts of female characters. The
very nature of a male-narrated text means that any female perspective is filtered
and has to be searched for in the tension between male text and the female speech
or thought it presents. Ultimately, I shall concentrate on the female characters’
creativity as the instrument they use to direct the reader’s experience:

every woman is author of the page and author of the page’s author.
The art of producing essentials — children, food, cloth — is women’s
ultimate creativity.454

What this means in terms of the novels is that female characters have a narrative
power beyond simply the text; they have the power to communicate with the
reader on a different level, and to break through the ‘male’ text. Every female
character whom I shall discuss in this chapter demonstrates a creativity which
affords her a narrative voice, or subjectivity. This voice drives certain elements of
the narrative and shapes the reader’s experience, encouraging him or her to pry
into a perspective that is against the main grain of the text.

There are in the Greek novels points at which the female characters defy the narra-
tor, creating their own agency and breaking through the dialogue between narrator
and reader. In Heliodorus’ Aethiopica, Persinna demonstrates that she has a nar-
rative voice by physically inscribing her own narrative in embroidery on a band of
silk, and this narrative ultimately shapes the story of the Aethiopica. Leucippe in
Achilles Tatius’ Leucippe and Cleitophon takes this narrative subjectivity a stage
further by subtly undermining the ego-narrator from behind his narrative, even

453Haynes 2003, p. 13.
454Gubar 1985, p. 306.
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though she has relatively little speech. Cleitophon narrates her, but it becomes
apparent that he never really understands her. Finally, Palaestra and the other
women in [Pseudo-]Lucian’s Onos display an ability to control the ego-narrator’s
narrative by framing and shaping it. Leucippe and the women in the Onos are
particularly interesting in terms of their narrative voices, or narrative power, as
they are featured within ego-narrated novels. These female characters perform a
role that is slightly different to and more powerfully subversive than that played
by the female characters in the other novels: they do not just drive the narrative,
but they also resist their narrator in a more striking way, and in doing so they
challenge the reader to find them, stimulating his or her curiosity.

I intend to argue that these female characters who drive or control the narrative
shape the reader’s experience by encouraging him or her to pry into their narratives
and to read against the grain of the text. That is, a resistant female voice in a text
encourages a resistant reader. This resistant, or resisting, reader is traditionally one
who reads from a female perspective.455 As Liveley suggests, the aim of resistance
is not to misread in a perverse manner, but to think about texts in a new way,456

to ask different questions of them. This is what I hope to achieve in this chapter,
indeed, this is the position of a curious reader who is ready to interrogate the text
to the utmost degree.

Before discussing the Greek novels, this chapter will begin by briefly analysing the
two female characters in Theocritus’ Idyll 15 (the reasons for comparing this genre
will by now be apparent). This text plays with the ideas of female creativity and
reading from a female perspective. It shows women reacting to texts and in doing
so leads the reader to read from a female perspective. Because it concentrates
on women ‘reading’, women’s language and female creativity, this text provides a
useful background to illuminate an investigation of women in the novels.

455Fetterly 1977, p. xx: “As readers and teachers and scholars, women are taught to think as
men”. Questioning or going against this kind of reading results in a reading that can be termed
female, or resistant.

456Liveley 1999, p. 199.
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Reading (as) women: Theocritus Idyll 15

At the beginning of this Idyll, Gorgo visits Praxinoa at her house and the setting
is a domestic one: Praxinoa is not yet dressed to go out, she is looking after her
baby, and her weaving is still out. The reader of the text is invited to view into the
everyday domestic, even boring and monotonous, lives of these women. After an
introductory conversation in which both women complain about their husbands,
Gorgo says:

b©mej tî basilÁoj ™j ¢fneiî Ptolema…w

qasÒmenai tÕn ”Adwnin: ¢koÚw crÁma kalÒn ti

kosme‹n t¦n bas…lissan.457

Let us go to the palace of rich Ptolemy in order to see Adonis. I hear
that the queen is arranging something beautiful.

22–24

These lines reveal the purpose behind Gorgo’s visit to Praxinoa’s house and draw
the reader further into the text. The reader too will go to the palace and see
whatever the beautiful thing is that the queen is arranging for the festival. Crucially
for this poem, s/he will view this festival through the eyes of these women.

The Adonis festival is a female one that is not conducted out of sight of men: “what
the women see here is a festival where women are so fully in charge that they need
not exclude men.”458 The fragments of the novelistic Phoenicica appear to depict
an Adonis festival.459 Whatever is going on appears to be taking place on a roof
(toà tšgouj, A.1 Recto 6) There appear to be women dancing (aƒ d� guna‹kej

aâqi[j /]ai kaˆ dieteloà[n] ÑrcoÚmena[i /tÁ]i Ñrc»sei ¢ll»laj, A.1 Recto 8–10),
and men are present (as is evidenced by several masculine definite articles) but
it is unclear from the extremely fragmented nature of the text whether they are

457The text is from Hunter 1999.
458Griffiths 1981, p. 255.
459Stephens and Winkler 1995, p. 345.
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actually taking part in what is going on or just watching the festival. The sexual
encounter between Persis and the narrator is also not out of place at the Adonis
festival.460

In Menander’s Samia Moschion describes the Adonis festival at which he gets a
girl pregnant:

™x ¢groà d¾ katadramën

æj œtu]c[š] g’ e„j 'Adèni’ aÙt¦j katšlabon

sunhgmšnaj ™nq£de prÕj ¹m©j met£ tinwn

¥llwn gunaikîn: tÁj d’ ˜ortÁj paidi¦n

poll¾]n ™coÚshj oŒon e„kÒj, sumparën

™ginÒmhn o�mai qeat»j: ¢grupn…an

Ð qÒruboj aÙtîn ™nepÒei g£r moi tin£:

™pˆ tÕ tšgoj k»pouj g¦r ¢nšferÒn tinaj,

çrco]ànt’, ™pannÚcizon ™skedasmšnai.

Coming back in a hurry from our farm I found them, as it happened,
gathered at our house for the Adonis-festival along with some other
women. The festivities, as one might expect, were providing a good
deal of fun and since I was there along with them I became a sort of
spectator. The noise they were making was giving me a sleepless night
— they were carrying their garden on to the roof, dancing, celebrating
the night away, scattered all over the roof.

38–46461

It is clearly a lively festival, and one that is private and domestic.462 By opening
up the palace for this domestic festival, the queen Arsinoe in Theocritus’ fifteenth
Idyll opens up her private life to the crowd in the text and the reader outside the
text, just as the private life of the two women is opened up at the beginning of the

460Stephens and Winkler 1995, p. 345.
461Text and translation Bain 1983.
462See Neils 2008, p. 245.
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text. When the women arrive at the palace they admire a tapestry that depicts
Adonis:

GORGW

PraxinÒa, pÒtag’ ïde. t¦ poik…la pr©ton ¥qrhson,

lept¦ kaˆ æj car…enta:

Gorgo
Praxinoa, come here. First look at the beautifully woven tapestries,
how light and elegant they are.

78–79

Again Gorgo’s speech draws the reader into the text and constructs him or her as
part of the audience. The imperative ¥qrhson (‘look’) in an emphatic position at
the end of the line highlights this; it is not just Praxinoa who is instructed to look,
but the reader as well. lept¦ and car…enta serve to help the reader outside the
text imagine what the women are looking at as well as telling the viewer within
the text (Praxinoa) what to do and what to take notice of. lept¦ and car…enta

are words of literary criticism and therefore can also refer to the poem itself.463

Objects in Theocritan Idylls often stand for the poems that surround them, the
most famous example being the ivy cup in Idyll 1.464 It depicts among its scenes
a boy weaving a trap for grasshoppers whilst guarding a vineyard (ll. 45–54). His
weaving can be read as a reification of the act of writing poetry.465 The language of
weaving used to describe the ivy on the cup “associates the cup with the ‘cricket-
trap’ depicted on it”,466 thus linking the artefacts within the poem more deeply
with the creation of the poem itself. Similarly, the woven object within Idyll 15

463Goldhill 1994, p. 218; Hunter 1996c, p. 117. Gorgo also plays with Homeric allusion, since
the phrase lept£ te kaˆ car…enta can be found at Odyssey 10.223 (Goldhill 1994, p. 217; Hunter
1996b, p. 150).

464Lines 23–56. See most recently Klooster 2012. This cup is exchanged for a song, and so makes
it equivalent to song.

465Hunter 1999, pp. 62, 77. See also Fantuzzi and Hunter 2004, p. 143 and Montiglio 2012,
p. 136.

466Hunter 1999, p. 78.
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encourages the reader to think even more about the link between weaving and
text.467

Gorgo’s speech reminds the reader that the poem too (and Theocritus’ poetry as
a whole) is beautifully contrived, light, and elegant. The reader is constructed as
a viewer by the text, admiring both the poetry and the tapestry.

After Gorgo has told Praxinoa to look at how light and elegant the tapestries are,
Praxinoa, who clearly agrees with her, answers:

pÒtni’ 'Aqana…a, po‹a… sf’ ™pÒnasan œriqoi,

po‹oi zwogr£foi t¢kribša gr£mmat’ œgrayan.

æj œtum’ ˜st£kanti kaˆ æj œtum’ ™ndineànti,

œmyuc’, oÙk ™nufant£.

Lady Athena, What sort of weaving women worked hard at them, and
what sort of artists drew the precise drawings. How realistically they
stand and how realistically they go about. They have life in them, they
are not woven.

80–83

Praxinoa praises the skill of the women (po‹a…) who wove the scene, and the skill of
the men (po‹oi) who drew the outlines. She is particularly impressed by how lifelike
the figures are and by the fact that they do seem to be alive, even breathing.468 The
tapestry seems to be a collaboration between men and women, but it is the women
who have been doing the weaving, bringing the drawings to life with their creative
skill. The women are the ones who ™pÒnasan, and they have created something

467See Skinner 2001, pp. 214–215. For weaving as text see McIntosh Snyder 1981, Scheid and
Svenbro 1994 tr. 1996 chapter 5 and Segal 1994a. See also Fletcher 2009 for the link between
weaving and narrative in Euripides’ Ion.

468One can compare Herodas Mime 4, often discussed alongside this Idyll, in which two women
visit the temple of Asclepius and comment upon the various artworks. They too are impressed
with the verisimilitude they find and use the correct words to describe it: ¢lhqina…, line 72, is a
technical term from art criticism (Zanker 2004, p. 85).
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lept£, which, as we have seen, is vocabulary used of creating poetry and so brings
the women to the level of creator.469

While Praxinoa is vocalizing her admiration for the tapestry, particularly the de-
piction of Adonis, a man asks (or rather orders) her to be quiet:

paÚsasq’, ð dÚstanoi, ¢n£nuta kwt…lloisai,

trugÒnej: ™kknaiseànti platei£sdoisai ¤panta.

Cease, wretched women, that endless prattling, like turtle-doves! They
will wear you out by pronouncing everything broadly.

87–88

Here the man asserts control over her and silences her, or tries to: Praxinoa answers
him back. However, in thinking that the women are just prattling idly the man
has missed the point:

By experiencing eros through viewing the tapestries, by desiring what is
forbidden and alien (Adonis, a passive young boy), Praxinoa is trans-
ported into the world of the Adonia. But the bystander is oblivious
to how Praxinoa’s experience is appropriate to the festive occasion; in-
stead he objects to her violation of patriarchal social norms for women’s
behavior in a public space.470

Praxinoa’s reaction is legitimately part of her experience, and the man cannot
relate to it. Women are not easily silenced in this text: the narrator of the Adonis
hymn is female, so even though the man has silenced Praxinoa’s description, he
has not silenced womankind. Indeed, Praxinoa’s use of the Doric dialect exercises
her right to freedom of speech.471 The Ptolemies, whose palace she is visiting,

469See Felson 1994, p. 42.
470Burton 1995, p. 59.
471Fantuzzi and Hunter 2004, p. 374.
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traced their ancestry back to Heracles, a Doric hero,472 and Fantuzzi and Hunter
argue that the ‘otherness’ of Doric “marks it as the preserver of genuine Greek
tradition”.473 Praxinoa is not in fact out of place here, and her Doric accent serves
to prove rather than disprove this.

As Dover points out,474 the man also speaks in Doric dialect, and this has inter-
esting implications for the reader of the text:

In thus calling attention to the possibility of unrepresented linguis-
tic difference within the textual representation of speech, the passage
speaks directly (and self-reflexively) to the kind of literary mimēsis of-
fered by the Syracusan Theocritus; as the women admire the lifelike
‘realism’ of the tapestries, we are forced to confront our own interpre-
tative models for dealing with the characters of a ‘lifelike’ mime.475

The reader is thus forced to examine his or her own prejudices about literature and
characterization. As well as female experience, or female ‘reading’, female creative
and productive power is also celebrated in this Idyll. Women make the tapestry,
and a girl sings the hymn. Gorgo praises the girl who performs the hymn even
before she has spoken:

mšllei tÕn ”Adwnin ¢e…dein

¡ t©j 'Arge…aj qug£thr, polÚ�drij ¢oidÒj,

¤tij kaˆ pšrusin tÕn „£lemon ¢r…steuse.

fqegxe‹ta… ti, s£f’ o�da, kalÒn:

A very wise singer, the daughter of Argeia, is about to sing the Adonis
hymn, and she also performed the best lament last year. She will sing
something beautiful, I know well.

96–98
472Fantuzzi and Hunter 2004, p. 375.
473Ibid., p. 377.
474Dover 1971, p. 207.
475Fantuzzi and Hunter 2004, p. 372.
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After the song, Gorgo again praises the singer and draws attention to the fact that
she is a woman:

PraxinÒa, tÕ crÁma sofètaton ¡ q»leia:

Ñlb…a Óssa ‡sati, panolb…a æj glukÝ fwne‹.

Praxinoa, she is a very wise thing, this women; blessed in as many
things as she knows, and exceedingly blessed since she sings sweetly.

145–146

The hymn links Arsinoe with her mother, not her father (¡ Berenike…a qug£thr. . .
'ArsinÒa, 110–111), Aphrodite is identified through her relationship with her
mother (KÚpri Diwna…a, 106) and the girl who sings the hymn is also identi-
fied through her mother not her father (¡ t©j 'Arge…aj qug£thr, 97).476 Female
creativity is evident in the contents of the hymn itself. There is, as Burton points
out,477 a detailed description of how the cakes are made. It is women (guna‹kej)
who have made these cakes, mixing them carefully and shaping them. The verb
used here is ponšw, which links the creation of the cakes with the creation of both
the hymn and poem: “the emphasis on how carefully the cakes are crafted sug-
gests an analogy to the hymnist’s craft in composing a hymn, as well as to the
poet’s own craft.”478 The poet is aligning himself with female creativity, which is
appropriate in a text that centres around a women’s festival. However, there is
something deeper going on in this text, as regards female creativity.

The hymn itself has caused consternation and debate among scholars because of
its mediocre style.479 Goldhill asks what the implications are for the poem as a
whole when Gorgo says that the woman who recites the song is wise, and con-
cludes: “[i]n short, the tension between the song’s performance and its audience’s

476Griffiths 1981, pp. 254; Burton 1995, p. 76.
477Ibid., p. 143.
478Ibid., p. 144 and see n. 113.
479Dover 1971, pp. 209–210; Goldhill 1991, pp. 276–277; Goldhill 1994, 218 ff.; Hunter 1996c,

pp. 123–4.
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reaction inevitably poses for the reader of the Idyll a question of sophia, its recog-
nition, its authority, its deployment.”480 Is the poem parodic, then, or is it not? To
this question can be added the question: what are the implications for the reader
reading from the wise perspective of a woman who says that women are wise even
though they are apparently no masters of poetry? These questions are the point of
this text: like the novels, this poem is literature that makes the reader interrogate
the text and work hard both to discover what is really going on, and to discover
what kind of reader s/he is.

The women in Idyll 15 ‘read’ both the image and the text of the hymn and appre-
ciate the way in which they are produced and performed respectively. The reader
is drawn in by the women’s admiration of the image and the hymn so s/he becomes
a reader of women reading and appreciating the creativity of women.481 The way
the women ‘read’ the image, made by women, indicates that they are not mere
passers-by, but more expert: “the women scrutinize the textiles with the eyes of
practiced fabric workers.”482 The women know how much work has gone into this
tapestry, from the very production of the cloth itself.483 This constructs them as
the learned audience in the text, and the tapestry stands in for the poem: it rep-
resents the “elegant court literature produced under Ptolemaic patronage”.484 The
men in the poem do not understand the realm of female creativity. Not only does
the man who tries to silence Praxinoa try to pass her comments off as chattering,
but Praxinoa’s husband Dinon also demonstrates a lack of comprehension about
his wife’s shopping list:

lšgomej d� prÒan qhn

“p£ppa, n…tron kaˆ fàkoj ¢pÕ skan©j ¢gor£sdein” —

480Goldhill 1994, p. 221.
481Burton 1995, p. 107: “In both Herodas’s Mime 4 and Theocritus’s Idyll 15, the relation

between audience and art is raised to a subject of thematic interest: the poems’ readers have,
within the fiction of the poems, people looking at art, and outside the fiction of the poems,
themselves looking at art. Thus, in the experience of fictive viewers of art, readers can see their
own interpretive problems mirrored.”

482Skinner 2001, p. 118.
483Whitehorne 1995, p. 72.
484Skinner 2001, 214: “the female viewer is. . . a surrogate for the trained reader.”
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Œkto fšrwn ¤laj ¥mmin, ¢n¾r triskaidek£pacuj.

The other day we said to him: “papa, buy sodium carbonate and red
dye from the store.” He came back with salt for us, that great oaf of a
man.

15–17

Traditionally n…tron and fàkoj have been translated as ‘soap’ and ‘rouge’ respec-
tively, but Whitehorne has demonstrated that n…tron is used in the process of
fulling wool, and that fàkoj is a red dye.485 Plutarch says that n…tron is used to
help in the process of dyeing using specifically red dye at De defectu oraculorum
433b: kaq£per tÁj m�n porfÚraj Ð kÚamoj tÁj d� kÒkkou tÕ n…tron doke‹ t¾n

baf¾n ™p£gein memeigmšnon: (. . . “just as the bean seems to further the dyeing of
purple and sodium carbonate (nitron) that of scarlet when mixed with the dye”).
Given that Praxinoa has obviously spent the morning spinning, it makes sense
for these two words placed together in one line to refer to the process of creating
textiles.486

Dinon obviously does not see that there is any difference between sodium carbonate
and salt, so buys the one that makes more sense to him. Whitehorne’s point is that
salt is even more expensive than n…tron so Dinon not only has money to throw
away, but has been taken advantage of by the shopkeeper who sold him the salt.
He argues that the women are in a contest to be the one who can show she has
the most disposable income, and this contest takes the place of other contests in
Theocritus’ other Idylls.487 However, the fact that Dinon misunderstands what it
is his wife has sent him to buy is indicative of a whole level of female narrative,
creativity and skill that goes above the heads of the men who are portrayed in it,
right down to the torn scarf, which means a lot to Praxinoa.488

485Whitehorne 1995, pp. 64–66. See also Gow 1952, pp. 270–271.
486Whitehorne 1995, p. 66.
487Ibid., p. 68.
488Skinner 2001, p. 214.
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The implications of reading from a female perspective, understanding all the un-
dercurrents that are set in place by the vocabulary associated with the production
of cloth, are exciting. Theocritus is Syracusan, like the women portrayed, which
has the effect of linking him more firmly with his female characters.489 He dares
to use the female register to speak about feminine subjects and to discuss female
reactions. Although the Adonis festival was not hidden from men, they would not
have attended, so this is the only way in which the poet can deliver an ‘authentic’
representation both of the events and of the participants’ reaction to them. Having
his characters comment upon how well-made the tapestry is and how beautifully
the hymn is sung490 encourages the reader to reflect upon how well-written the
poem is: the reader is seduced into reading from a female perspective and par-
ticipating in a female festival almost without realizing it — and to understand
the text fully one has to read from a female perspective. In the Samia Moschion
makes an interesting point: he is a qeat»j, standing on the outside of the festival
and looking on to it. The reader of Theocritus’ text is at one level a qeat»j of the
festival, but if s/he reads from a female perspective, s/he becomes more than that:
an active participant.

Reading from a female perspective has its own problems, or thrills. The gap be-
tween the poet and his characters produces a tension,491 and the reader or audience
of the poem has to ask very many questions of and about the text: “As the women
evaluate the depiction of Adonis, the work of evaluation — of the women’s response
— is turned back on the reader (as the reader formulates a response to the poetic
work of art).”492 The reader will come to two separate conclusions depending on
whether s/he reads the women or reads as the women, and this is the point of the
poem: it remains “tantalizingly unclear”493 what the reader’s reaction to the hymn
should be. In this text the reader is given a choice about the perspective s/he takes,
but is encouraged to take a female perspective. A layer of narrative about female

489Hunter 1996c, p. 118 suggests that they “act the role of the informing poet”.
490For Gutzwiller “[d]elicacy of fabric, intricacy of design, sweetness of scent serve to define a

feminine aesthetic” in Nossis’ poetry (Gutzwiller 1998, p. 82). Perhaps here too the women are
appreciating what they see and hear as only a female can?

491Goldhill 1994, p. 216.
492Ibid., p. 218.
493Klooster 2012, p. 117.
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creativity lurks beneath the surface. In much the same way as the novels do, this
work, by concentrating on female agents, generates a female subjectivity which
encourages the reader to read from a female perspective, thus inviting him or her
to read against the grain and explore an alternative, supplementary meaning.

Keeping in mind this background of female creativity, and layers of female in-
terpretation and meaning within male-narrated texts, I turn now to the Greek
novels.

Inscribing narrative: Persinna

This section will demonstrate how Persinna shapes the Aethiopica through her
actions, her inscribing of the story of Charicleia’s birth, and her identification
with ‘Heliodorus’.

The Aethiopica traces the story of Charicleia (who was exposed at birth) and
Theagenes as they fall in love and go through the usual novelistic adventures en
route to Charicleia’s birthplace, Ethiopia, where they can eventually be married.

At the point at which the reader encounters Persinna’s narrative, Calasiris is re-
lating to Cnemon the story of how he came to be the self-appointed guardian
of the novel’s heroine, Charicleia. He reveals to Cnemon and the reader much of
Charicleia’s back-story, but Cnemon and the reader still do not know who exactly
Charicleia is. Calasiris tells us that Charicleia had been exposed as a baby with a
band (tainia) on which her birth-mother Persinna had embroidered the narrative
of her conception and birth. She had done so in royal Ethiopian script, so none of
Charicleia’s ‘guardians’ so far had been able to read it apart from the man who
rescued her, Sisimithres, who disappears from the narrative before managing to
tell anyone what Persinna wrote. However, Calasiris can read the script, and so
the reader finds the answer to the question s/he has been asking for the first three
books: who exactly is Charicleia? The reader learns from Persinna’s narrative that
Charicleia is the daughter of the king and queen of Ethiopia, but was born white,
due to the fact that her mother had caught sight of a picture of Andromeda at the
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moment of her conception. Persinna exposed the baby Charicleia when she was
born, fearing that she would be accused of adultery, told Hydaspes the baby had
died, and included the band among the recognition tokens as an explanation for
whoever rescued Charicleia and for Charicleia herself.

Haynes, in her book Fashioning the feminine in the Greek novel has surprisingly
little to say about Persinna or her letter, given how important she is to the nar-
rative. She is mentioned in passing a number of times, and Haynes does say that
Persinna’s lack of understanding when Charicleia weeps over Theagenes’ imminent
sacrifice demonstrates well the fact that “the authors of the novels discounted any
meaningful communication between mothers and children.”494 Persinna’s letter ac-
tually demonstrates hugely meaningful communication, as it is this letter that leads
Charicleia back to her home and family. Persinna could just have exposed her child
and not left any explanation, thus altering the story considerably. Anderson points
out that Persinna’s letter is “one of the most pivotal and provocative episodes of
[Heliodorus’] novel.”495 He does not, however, address the fact that such a ‘pivotal’
and ‘provocative’ narrative is put in the mouth, or rather the hands, of a female
character. Hilton also sees Persinna’s letter as important, writing: “the script [it]
presents (that of the birth of a prodigy) is what provides the story with its imag-
inative power and originality.”496 He argues that the letter detailing Charicleia’s
birth, and the mystery surrounding it, echo and enhance the enigmatic nature of
the narrative. Again, he does not really address the fact that the letter is written
by a female character. Whitmarsh argues that the tainia demonstrates how the
novel itself should be read:

the word ‘local’ [™gcwr…oij, 2.31.2] serves the crucial function of defin-
ing ethnographically the culture-specific, the non-universal. This cul-
tural exclusivity does a number of things: it plays a narrative role,
allowing Kalasiris access to information which Charikles does not have
(although he possesses the band), it underscores the private, interper-
sonal tone of the letter, but it also. . . makes this text into a reading

494Haynes 2003, p. 118. Cf. Johne 1996, pp. 202–203.
495Anderson 1997, p. 303.
496Hilton 1998, p. 80.



199

problem. In order to decipher the tainia — and by implication the
Aithiopika itself? — you have to read from a non-Greek perspective.497

Although Whitmarsh acknowledges the important function of women’s creativity
within Homeric epic, and the fact that Persinna’s narrative fits into this tradition,
this is not the main thrust of his article.

Persinna not only acts as a narrative catalyst but also inscribes a female perspec-
tive into the text of the Aethiopica, and is a pivotal character in terms of her
identification with the narrator of the text and with creative women in myth. All
of these things encourage the reader to read in a searching way, thus appealing to
his or her curiosity.

Persinna as narrative catalyst

Persinna’s most important action within the text is her exposure of Charicleia.
Even though this is a fairly simple action, it is not insignificant. The text invites
the reader to ponder whether and in what ways Charicleia’s story would have
been different if Persinna had not exposed her at birth. It sets the reader thinking
about whether Charicleia would have remained in Ethiopia and married Meroebus,
who is picked out for her at the end of the novel by her parents.498 Or perhaps
Persinna would have been rejected by Hydaspes for adultery and Charicleia would
have lived a life of poverty and misery. The exposure of Charicleia is therefore the
action that both acts as a catalyst to her story and shapes it.

The narrative that Persinna embroiders on the band that she leaves with her
daughter is also important on several levels in the narrative of the Aethiopica. The
simplest function that it serves is to reveal to the reader Charicleia’s back-story. It
also reveals to Charicleia her origins. It is the point at which Calasiris reveals what
is written on the band to Charicleia that the ‘real’ events of the story start, that is,

497Whitmarsh 1998, p. 119.
498Hydaspes says to Meroebus: oƒ g¦r patrùoi kaˆ gene£rcai qeo… te kaˆ ¼rwej ¹m‹n m�n

qugatšra soˆ d� nÚmfhn, æj œoiken, ™xeur»kasin: ‘For the gods and heroes, our ancestors and
the founders of our race, have found a daughter for us and a bride for you, as it seems’ 10.24.1.
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the journey to find Charicleia’s homeland and parents.499 Persinna, or rather her
letter, is therefore a narrative catalyst, and this affords Persinna narrative power,
since she is the reason for Charicleia’s journey to Ethiopia.

Persinna’s voice

A female point of view

The language of the embroidered letter reveals Persinna’s thoughts and feelings
in several ways. She uses vocabulary indicative of pain and grief, coupled with
phrases that betray her motherly feelings and concerns for the future. She talks at
the beginning of the narrative about the pains of childbirth, and how Charicleia is
her daughter only by these, as opposed to through the experience of bringing the
child up: mšcri mÒnwn çd…nwn qugatrˆ (4.8.1). The letter she writes she describes
as an œggrafon qrÁnon (4.8.1). She also says that it was written in tears and
blood, which makes graphic both the pain of childbirth and the pain of Persinna’s
subsequent sacrifice:500

. . . kosm»sasa kaˆ tain…v tÍde, [kaˆ] ™leeinù dihg»mati tù sù te

k¢mautÁj, ™neil»sasa, ¿n ¢pÕ dakrÚwn tîn ™pˆ soˆ kaˆ a†matoj

™c£ratton Ðmoà prwtotÒkoj kaˆ polÚqrhnoj genomšnh.

. . . having bedecked you with and wrapped you in this band, your
pitiable narrative and mine, which I inscribed out of tears for you and
blood, being at the same time a first-time mother and much aggrieved.

4.8.6
499Anderson 1997, p. 309: “In revealing, finally, who Charicleia is and why, as daughter of the

king and queen of Ethiopia, she was secretly sent away from home to be adopted eventually by
the priest of Apollo at Delphi, the letter explains the fundamental motives behind the movement
of the plot.”

500cf. Hilton 1998, p. 83: “the physical pain of the birth stands metaphorically for the grief felt
by the queen in writing the story of her daughter’s conception and subsequent exposure.”
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Emphasis is placed here on the fact that Charicleia is her firstborn, which makes
her having to give her up more poignant. The passage also links embroidering the
letter and childbirth as female creativity, a point to which I shall return.501

Persinna highlights the reason why she is writing to her daughter: it is because
she has been deprived of her presence: t¦j ™myÚcouj kaˆ ™n Ñfqalmo‹j Ðmil…aj

toà da…monoj ster»santoj (4.8.8). This draws attention to Charicleia’s exposure
as something Persinna was compelled to do. Throughout her narrative, Persinna’s
bond with her child is brought to the forefront by the use of vocabulary. The word
‘daughter’ appears three times in her letter: qugatrˆ. . . qÚgater. . . qÚgater, and
is accompanied by paid…on, and the word mhthr. Bringing attention to the fact
that Charicleia is Persinna’s child using this vocabulary emphasizes the fact that
Persinna did not want to abandon her, but was forced to because she was afraid
that she would be accused of adultery.

Persinna says that the band can act as the funeral tears of a mother at the
graveside, should Charicleia die: œstai. . . ™pitÚmbia kaˆ mhtrÕj ™pik»deia d£krua

(2.8.8). The band therefore encompasses the potential entirety of Charicleia’s life,
since it is relevant to both her birth and her death. Furthermore, the verb car£ttw

(4.8.1) calls to mind funerary inscription, so the tainia can, as Hilton puts it, act
“both as a birth-token and as a death-amulet.”502 The band also conveys a pos-
itive hope for the future. Persinna tells Charicleia to honour chastity (timîsa

swfrosÚnhn, ¿ d¾ mÒnh gunaike…an ¢ret¾n carakthr…zei, 2.8.7), which demon-
strates a motherly hope for her daughter to turn out respectably.

Persinna’s narrative therefore works on a basic level as a window on to a woman’s
perspective, but there is more to this embroidered letter than meets the eye.

Communicative power

Persinna’s narrative has immense power as a piece of communication. It success-
fully relates to the reader, to Calasiris, and to Charicleia (to name but a few

501See p. 206 ff.
502Hilton 1998, p. 83.
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audiences) who exactly Charicleia is, who her parents are, and where she comes
from: pieces of information vital to anyone’s identity, but particularly to Chari-
cleia, the wandering exile. Persinna’s narrative thus solves the mystery of the first
three books, and provides motivation for the ensuing narrative.503

Part of the power of Persinna’s communication is that it is believed. Her narrative
is actually very persuasive, as no-one really questions the truth of it. Hydaspes, for
one, has every right to question her faithfulness, given the potential for adultery
to have taken place, but the only thing he questions is that Charicleia is actually
the same person as the baby that was born and exposed. He seems for a while
(understandably) to have trouble with believing that the baby was actually white
in the first place. He says: leuk¾n g¦r pîj ¨n A„q…opej ¢mfÒteroi par¦ tÕ e„kÕj

™teknèsamen; (‘How could we, both Ethiopians, against probability, produce a
white daughter?’ 10.14.5). However, once he has seen Charicleia and the painting
of Andromeda side by side, he believes that ‘maternal impression’ has taken place
and that the baby and Charicleia are the same person:

. . . éste kaˆ tÕn `Ud£sphn oÙkšti m�n ¢piste‹n œcein, ™fest£nai d�

polÝn crÒnon Øf’ ¹donÁj ¤ma kaˆ qaÚmatoj ™cÒmenon.

. . . so that Hydaspes no longer held on to disbelief, but stood still for
a long time, held by joy and wonder at the same time.’

10.15.1

Before Hydaspes accepts this, however, he suggests that Charicleia could be an
impostor who has come into possession of the recognition tokens and thinks she
can deceive Persinna and Hydaspes into accepting her as their daughter:

–H pÒqen Ólwj Óti aÛth ™ke…nh, kaˆ m¾ dišfqartai m�n tÕ ™kteq�n

to‹j d� gnwr…smasin ™pitucèn tij ¢pokšcrhtai to‹j ™k tÁj tÚchj;

m» t…j da…mwn ¹m‹n ™pipa…zei kaˆ ésper proswpe‹on tÍ kÒrV taàta

503Cf. Anderson 1997, p. 309.
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periqeˆj ™ntruf´ tÍ ¹metšrv perˆ teknopoi�an ™piqum…v kaˆ nÒqon

¹m‹n kaˆ Øpobolima‹on e„spoie‹ diadoc»n, kaq£per nšfei tÍ tain…v

t¾n ¢l»qeian ™piski£zwn.

Indeed, how can we be sure that this girl is she, and it is not that
the abandoned child perished, and that someone chancing upon the
tokens has misused the gifts of fortune? Or that it is not some god
playing with us, and having given these things to this girl, using her
as a mask, is mocking our desire to have a child and imposing upon
us an illegitimate and suppostitious succession, obscuring the truth on
the band just as with a cloud?

10.13.5

Hydaspes’ quibble does not seem to be with the truth of Persinna’s claims, but
rather with the truth of Charicleia’s claims that she is the same child as the one
mentioned on the band.504 He absolutely believes the assertion his wife makes in
her narrative that she was faithful and that she gave birth to his child, and no-
one else in the novel questions Persinna’s authority on this point, even though
the revelations in the final book take place in public. It is the one accusation
against which she arms herself completely: She is not guilty (oÙd�n ¢dikoàsa,
4.8.2) but was convinced she would be accused of adultery (pepeismšnh t¾n s¾n

croi¦n moice…an ™moˆ pros£yousan, 4.8.6) so exposed her baby to protect her
honour. Persinna alone has the power to know these facts and to communicate them
effectively. Callirhoe, like Persinna, has a difficult decision to make regarding the
preservation of her virtue. In a sense, both women shape their own future narratives
by their decisions. Callirhoe decides the opposite to Persinna — she keeps her child,
but also facilitates his privileged upbringing by marrying Dionysius and passing
him off as his child. “Chariton redefines fidelity as loyalty to a partner’s interests
rather than physical chastity.”505 Persinna does the opposite — she is worried that
Hydaspes will suspect her faithfulness, so she actually disappoints his interests.

504Cf. Whitmarsh 1998, p. 121: it is rather a suggestion on the part of Hydaspes that Charicleia
may not be who she claims herself to be.

505Haynes 2003, p. 50.
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Both women, then, make a sacrifice — Persinna of her child and Callirhoe of her
chastity — in order to protect their ‘virtue’.

The fact that Persinna is a woman has important implications for the strength of
her narrative. As a woman, Persinna does not have access to the ‘normal’ ways
of communication, in the assembly and so on, so she needs another method.506

As a queen, she has more verbal authority than the average woman, but she still
needs to communicate the truth of this quite delicate matter in a manner that is
cautious. By creating something that is more permanent than a speech, (evidently)
more durable than a letter, and portable, her narrative and communicative power
remain strong for a long time. The strength of Persinna’s narrative lies in the fact
that it is permanently written on an object, not fleeting like a speech. This kind of
communication through domestic objects is associated with women in the literary
tradition, for example Penelope, Helen, Arachne and Philomela.507

Haynes says that Persinna is “too entrenched in the conventions of patriarchy to
stand up before society and persevere in her fight to be believed about her child’s
paternity.”508 However, this seems to put too modern a slant upon the interpreta-
tion of Persinna’s actions, or lack thereof. In fact, Persinna creates a long-lasting
testament that is located in the domestic sphere but can also break into the public
sphere when the time is right.509 She lays the groundwork for this by addressing
her narrative to several sets of people (4.8.2). She has written it primarily to her
daughter (prÒj te sš pote, qÚgater), and then to her daughter’s saviour (prÒj te

tÕn ¢nairhsÒmenon) and to the whole of humanity (prÒj te aÙtÕn Ólon tÕn tîn

¢nqrèpwn b…on). Persinna’s narrative therefore does in fact break the boundaries of
the patriarchal system whilst remaining an entirely female creation as it speaks to
different levels of reader, and even breaks through Heliodorus’ narrative: the whole
of humanity is the potential audience for the novel. By recording her story silently
yet durably on a domestic, womanly object, Persinna is actually both obeying

506See Whitmarsh 2004, pp. 87–105 for spheres in which women could not speak.
507See below, p. 205. Sebesta 2002, p. 133 says that textiles become texts to be read by women,

for example Penelope ‘reads’ Odysseus’ clothing in the Odyssey, and in Euripides’ Ion and Electra
clothing is used as a recognition device. See also Joplin 1984 repr. 2002, pp. 271–278.

508Haynes 2003, p. 119.
509cf. Anderson 1997, p. 317.
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the conventions of patriarchy and (more importantly) asserting her own autonomy
within this potentially repressive system. This ultimately gives her power, as her
narrative has to be read; it is always there to be read, forever telling its tale, and
cannot simply be silenced, as a woman’s speech can. The obvious mythological
parallel here is Philomela, whose speech is silenced, but whose communicative po-
tential is not silenced. Philomela is raped by her sister Procne’s husband Tereus,
and then has her tongue cut out to stop her telling anyone. She weaves her story
into a tapestry, and Procne is able to understand what has happens and help
her plan revenge.510 Segal, writing about Ovid’s rendition of the myth, and his
portrayal of Philomela as a female narrator and Procne as a female reader, says
“When the narrative shifts to a female teller and a female audience, the male skill
in rhetoric and persuasion changes to a non-verbal, gestural and pictorial mode
involving garments or cloth, typically the work of women.”511 This is also what
happens in the Aethiopica — Persinna makes use of cloth, an item from the do-
main of women, to narrate her story to her daughter. Essentially both Philomela’s
weaving and Persinna’s embroidery are communicative devices between women.512

There are verbal allusions to Philomela’s story too. Persinna calls the band an
œggrafon qrÁnon (4.8.1), “a phrase which calls to mind the tapestry woven by
Philomela.”513

There are unpalatable undercurrents in both stories. Persinna could be accused
of adultery, and it is this thought that makes her expose her child when she is
born white instead of black. The horrific elements in the Philomela story in Ovid
include the (adulterous) rape, the cutting out of Philomela’s tongue, the hiding of
Philomela from Procne, and the dismemberment and cooking of Itys. The associa-
tion of Persinna with Philomela through woven communication reminds the reader
of the potential for Persinna to be punished severely for adultery. Both stories in-
clude an element of female narrative that will not be suppressed, that triumphs

510Ovid Metamorphoses 6.412–674.
511Segal 1994a, p. 264.
512Cf. Hilton 1998, p. 83. West 2003 suggests that the novels may have been read to women as

they worked at the loom, since this was a well-known environment for the telling of stories (as
happens at the beginning of Ovid Metamorphoses Book 4), which links storytelling and female
creativity further, just as in Theocritus’ Idyll 15.

513Hilton 1998, p. 83.
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over male narrative.514 The Philomela story resonates with Persinna’s story in an-
other way too. In the Aethiopica there are two potential child-killings: one when
Charicleia is abandoned by her mother at the start of her story, and the other near
the end when she is almost sacrificed by her father. In the Philomela myth, Procne
kills her son by Tereus (Itys), cooks him, and serves him up for dinner in revenge
for the way Tereus has treated Philomela. The grim ending of Philomela’s story
plays with reader expectation in the Aethiopica, creating suspense as to how the
story will end, but eventually child-murder is happily avoided, to the reader’s re-
lief. Persinna, like Philomela, proves to be an effective narrator and communicator
using a wholly female yet unsilenceable type of documentation, and it is this fact
which gives power to her narrative. Paradoxically, Persinna’s method of narration
is one that involves no speaking, but its narrative potential as something that is
seen and read is powerful enough to be effective both in terms of revealing the
truth to the characters within the narrative, and in terms of communicating with
the reader.515

As well as demonstrating that traditional female narrative can be powerful, the
tainia also sites women’s narrative as the location of conflict between public and
private dimensions in the novel. Persinna’s letter is quite a personal one, and is
essentially addressed to her daughter. However, it gets read by and communicated
to the general public, which includes the crowd at the end of the novel, and the
reader who is outside the novel. The tainia highlights the novels’ consciousness
that they are exposing the private to public eyes, since Persinna seems aware that
her narrative cannot possibly be kept secret.

Persinna as a creative force

Winkler treats the message written on the band as a communication from Persinna
to Hydaspes rather than to Charicleia,516 even though the letter is clearly addressed

514See above on the durability of the band. Philomela’s way of communicating is also durable.
515As noted above, p. 172, the focalization shifts to Persinna at the point of reporting (Hilton

1998, p. 85). One can compare Leucippe (below, p. 226 ff.) — it is the narrator teasing the reader
with the possibility of a female perspective.

516Winkler 1982 repr. 1999, p. 311.
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to ‘my daughter, whatever she may be called,’ and later Persinna writes Taàt£

soi die…legmai tÕ gr£mma di£konon eØramšnh: ‘This message was the only way
I could find to convey all this to you’ (4.8.8). More plausibly, Winkler also reads
Charicleia herself as the message to the king:

It requires a web of international intrigue. . . to create a context in which
the king of Aithiopia (and his people) can accept with full understand-
ing the sentence that Persinna wanted to say to him at the moment of
Charikleia’s birth, ‘This child, though white, is your daughter.’ Charik-
leia herself is the message or communication of the queen to the king,
at the time a failed communication, wrapped in her own story and
sent away as a challenge to the higher powers to make the child’s birth
believable.517

This is an interesting stance to take, and one that is pertinent to my argument,
since it implies that Persinna has not only shaped a text, but has also given birth
to one. This has the effect of making her the mother of the tainia’s narrative.518

Charicleia’s identity is not complete without the knowledge of what is written on
the band, which makes the band part of Charicleia and Charicleia part of the band.
Charicleia is to all intents and purposes the contents of the band: Persinna says she
wraps it around her: se kosm»sasa kaˆ tain…v tÍde, [kaˆ] ™leeinù dihg»mati tù

sù te k¢mautÁj, ™neil»sasa, (4.8.7). Charicleia’s identity is that narrative that
Persinna writes: born white to two royal Ethiopians and abandoned. It overwrites
her previously-given identity of temple-servant (z£koroj) to Artemis.519 Since both
the tainia and the Aethiopica are about Charicleia, and Persinna has given birth
to the tainia and Charicleia (who is the whole reason for the novel), it follows

517Ibid., pp. 311–312.
518See also ibid., 312–313: “When Charikleia is born white Persinna understands the cause (t¾n

a„t…an ™gnèrizon) but feels equally sure that she will not be understood and so consigns her
daughter/message to fine needlepoint, hoping that the ministering letters will not remain mute
and unread/unfulfilled (tÕ gr£mma di£konon. . . t£ca m�n kwf¦ kaˆ ¢n»nuta). Fear of misinter-
pretation is Persinna’s motive for withholding her daughter/knowledge from Hydaspes and for
launching her child/text rather into the uncertain world of coincidence and happenstance where
ignorance and ambiguity are the rule (tÕ g¦r ¥dhlon tÁj tÚchj ¢nqrèpoij ¥gnwston, 4.8).”

5194.1.2.
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that Persinna is the force behind the whole narrative. The potential for reading
Persinna as mother of the novel is made more pertinent by the fact that the novel’s
title could have been Charicleia.520

Reading Persinna as the mother of narrative becomes more persuasive when a col-
lection of metaphors for ‘woman’ is taken into account. The metaphor of women’s
bodies as empty spaces for men to fill is a common one,521 and includes fields,522

ovens,523 and (most significantly) writing-tablets. The woman becomes a blank
surface on which the man inscribes his possession.524

In The Wonders Beyond Thule, another novelistic text, it is a woman, Dercyllis,
who provides the writing-tablets (that is, the empty space) for the narrative to be
written upon:

Taàta KÚmbv Dein…aj diemuqolÒghse, kaˆ kuparitt…naj dšltouj pro-
enegkèn, ™ggr£yai taÚtaij tÕn 'Erasin…dhn 'Aqhna‹on sunepÒmenon

tù KÚmbv (Ãn g¦r tecn…thj lÒgwn) parekeleÚsato. `Upšdeixe d� aÙ-

to‹j kaˆ t¾n Derkull…da: aÛth g¦r kaˆ t¦j kuparitt…naj dšltouj

½negke.

These things Deinias told to Cymbas, and having brought cypress
writing-tablets, he ordered Erasinides the Athenian, Cymbas’ compan-
ion, to write on them (for he was skilled in writing). He also showed
them Dercyllis; for it was she who brought the cypress writing-tablets.

Antonius Diogenes, ap. Photius Bibliotheca 166, 111a20–25

520See Whitmarsh 2005, pp. 593–596: in the Byzantine era the novel was known as Charicleia —
several manuscripts attest this. See also Morgan 1996, p. 421: the title Charicleia was circulating
from around 7th century AD.

521See DuBois 1988, pp. 39–166 but also Lovibond 1994, pp. 93–94 (women become a space/
receptacle in/on to which male impressions are stamped) and Carson 1999, p. 79. For women as
a blank space more generally see Gubar 1985.

522Dougherty 1998, pp. 270-271: “The female body is often characterized in classical literature
as a fertile field, ready to be ploughed and sown with seeds.”

523As receptacles for ‘loaves’, which are children.
524DuBois 1988, p. 145: marriage and reproduction are ‘inscription’ by the husband. Persinna

denies Hydaspes this by asserting her own inscription.
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Dercyllis does provide much of the narrative in The Wonders beyond Thule: Taàta

p£nta Dein…aj kat¦ QoÚlhn ¢koÚsaj dihgoumšnhj Derkull…doj (‘Deinias heard
all of these things in Thule, from the mouth of Dercyllis’, ap. Photius Bibl. 166,
110a39–40). However, she does not physically write it down: that task is done
by a man, who is ‘skilled in writing’. The only physical thing she can do as a
woman is to provide the blank writing-tablets. Persinna, by contrast, takes this a
stage further, as she both provides the blank space and inscribes it. She acts as
the space in which Charicleia is inscribed (by Hydaspes), but then takes matters
into her own hands by exposing the child and lying to her husband. She provides
her own ‘writing tablet’ in the form of a piece of woven silk to be embroidered,
and she writes her narrative on to it, thus breaking convention by taking over
the inscription of Charicleia. The text that Persinna inscribes (car£ttw) is her
possession and her creation.

The fact that Persinna creates and deceives aligns her with Penelope525 in Homer’s
Odyssey. The novel contains many Homeric allusions, so this parallel is easy to
draw. Charicleia herself is like Odysseus: both Charicleia and Odysseus are on
a journey, and more importantly their journeys take the form of nostos : home-
coming.526 Just as Odysseus has a mark on his body to aid his recognition (a
scar), so does Charicleia: she has a birthmark.527 The link between them becomes
more marked at 5.22.3, when Odysseus sends Penelope’s wishes to Charicleia (via
Calasiris’ dream) because she holds chastity highly:

t¾n kÒrhn d� ¿n ¥geij par¦ tÁj ™mÁj gametÁj prÒseipe, ca…rein g¦r

aÙtÍ fhsi diÒti p£ntwn ™p…prosqen ¥gei t¾n swfrosÚnhn kaˆ tšloj

aÙtÍ dexiÕn eÙaggel…zetai.

My wife greets the maiden you have with you and tells her to rejoice

525Persinna and Penelope are both aligned with the ‘authors’ of the texts they are in — Persinna
as will be discussed below (p. 211 ff.), and Penelope through her act of weaving, which is what
poets do with words.

526See Whitmarsh 2011.
527Hilton 1998, p. 89: “To the educated reader the blemish resembles the scar of Odysseus with

whom the heroine is closely associated.” Hilton lists similarities at ibid., p. 89 n. 41.
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because she holds chastity above all things, and she announces the
good news that the end of her story will be favourable.

5.22.3

Honouring chastity is what Persinna tells Charicleia to do in her embroidered
letter. Penelope is a woman who weaves, and uses her weaving to create a fiction
about herself. She lies to the suitors by means of the shroud, by saying that when
she has finished it she will marry one of them, but she unpicks it every night to
delay the inevitable for three years.528 Thus she uses female skill to deceive men
and to control her own fate. Felson says, of Penelope: “Associations with both her
epithet periphrôn and her name (perhaps from pênê, “woof” or “loom”) suggest that
she is the sort of character who actively weaves her life story.”529 Just as Penelope
creates a fiction by means of a woven item, Persinna also creates a fiction, in that
she lies to her husband about the birth of their baby, but instead of using the
embroidery as part of the lie, she defends the lie she was forced to tell with the
truth that can be found on it. Both women use their creative ability to defend
themselves, but whilst Penelope uses her female skill to deceive men, Persinna
uses hers to communicate primarily with her daughter (qugatrˆ) and bypass the
sphere of men, which ultimately serves to align her more with Philomela, as was
discussed above.530

The fact that Persinna can be identified with Penelope through her creation of cloth
and narrative brings into play how a good wife should behave: weaving, needlework
and so on is very firmly within the sphere of women. Persinna’s exposure of her
child is her way of proving her fidelity, as much as is Penelope’s refusal to marry
one of the suitors, and, for a while, her refusal to recognize Odysseus until she is
absolutely certain. These women are constructed as paradigms of womanly virtue.

528Homer Odyssey 2.88–110, 19.138–56 and 24.131–48.
529Felson 1994, p. 17.
530See p. 205 ff.
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Persinna’s story and Heliodorus’ story of authorship

Persinna’s narrative not only reveals female perspectives but it also shows a con-
cern for authority and literary origins as well as genealogical ones.

The narrative on the band has been read as a kind of mise-en-abyme for the novel
itself. Charicleia herself refers to it as gr£mmata d� t£de tÚchj tÁj ™mÁj te kaˆ

Ømîn dihg»mata: ‘the story of my destiny and the narrative of your lives’ (10.12.4).
gr£mmata could also be taken as the ‘marks’ of Charicleia’s identity, which res-
onates with her birthmark, and strengthens the argument that the tainia and
Charicleia are not complete without each other. Persinna’s narrative also contains
the themes of the novel in microcosm:

Persinna’s ribbon, dramatically brought to our attention by the au-
thor’s game of concealment and discovery, stands as a monument in
the erotic landscape of the Aethiopica. 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.531

Anderson shows that there is a metatextual element to the narrative on the band,
but Whitmarsh, on the other hand, argues that Persinna’s narrative is in many
ways not metatext:

There are certainly crucial respects in which the tainia is not equivalent
to the Aithiopika: it is perhaps rather a countertext, a brief, intimate

531Anderson 1997, p. 312. See also ibid., p. 322: “Persinna’s ribbon is certainly one of Heliodorus’
most spectacular narrative tricks, but it is also an intimate and provocative erotic collage, a
delicate synthesis of eroticism and swfrosÚnh. Within it lies the novel’s initial act of œrwj —
the conception of the heroine, the very start of the tale and the foundation from which all
subsequent action arises. And behind this momentous event lies an erotic painting which, in
proclaiming love the inspiration for heroic accomplishments and marriage the ultimate reward,
anticipates the eventual consummation of desire at the novel’s close.”
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address from mother to daughter where the Aethiopika is a large-scale
text for public consumption; or, again, an affecting, simple and personal
tale where the Aithiopika is ironic, complex and authorially recessive.532

However, he goes on to say that there are several elements of the tainia which
point towards bigger questions for the Aethiopica and how it can be read. For
example, the ‘woven’ nature of the band echoes the sophisticated entwined nature
of the narrative as a whole. For Whitmarsh, the fact that the message on the band
is written in royal Ethiopian, the fact that the band is made from silk (possibly
suggesting a Chinese origin), and the fact that Persinna’s name hints at a Persian
element all come together to indicate the differing cultural perspectives from which
the novel can be read.533 The letter is woven and exotic, mirroring the intricately
woven and exotic form of the novel.

Extending the idea that the band is connected to the novel on this metafictional
level, it is evident that the band cannot be read simply as a private communication
within the text because there are striking parallels between the way Persinna writes
her message and the way ‘Heliodorus’ signs off his narrative with his sphragis.

‘Heliodorus’ claims to be a Phoenician (and therefore a non-Greek) in his sphragis :

ToiÒnde pšraj œsce tÕ sÚntagma tîn perˆ Qeagšnhn kaˆ Car…k-

leian A„qiopikîn: Ö sunštaxen ¢n¾r Fo‹nix 'EmishnÒj, tîn ¢f’ `Hl…ou

gšnoj, Qeodos…ou pa‹j `HliÒdwroj.

This is the end of the Ethiopian story about Theagenes and Charicleia,
which a Phoenician man from Emesa composed, one of the race of
Helios, the son of Theodosius, Heliodorus.

10.41.4

Persinna, similarly, says that she is an Ethiopian (and therefore a non-Greek) in
the introduction to her narrative:

532Whitmarsh 1998, p. 119.
533Ibid., pp. 119–120.
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Pers…nna Bas…lissa A„qiÒpwn tÍ Ó ti d¾ klhqhsomšnV kaˆ mšcri

mÒnwn çd…nwn qugatrˆ dîron œscaton car£ttw tÒnde tÕn œggrafon

qrÁnon.

I, Persinna, the Queen of the Ethiopians, inscribe this written lament
as a last gift to my daughter, whatever she may be called, and mine
only up to the pains of birth.

4.8.1

Both claim authorship of their respective texts. ‘Heliodorus’ says he is the man
who sunštaxen the narrative (4.8.2), whilst Persinna says car£ttw: I inscribe.
Both also twice claim Helios’ race as their ancestry. Persinna says that Helios
is Ð gene£rchj ¹mîn and follows this with `Hm‹n prÒgonoi qeîn m�n “HliÒj te

kaˆ DiÒnusoj (‘Our forefathers among the gods are Helios and Dionysus’ 4.8.3).
‘Heliodorus” link with the god is made clear in his name, and he adds that he is
tîn ¢f' `Hl…ou gšnoj.

The strategies of both ‘Heliodorus’ and Persinna are the same: they make them-
selves owners of their texts by claiming identity, ancestry and authorship. The
heteroglossia of Persinna’s embedded text highlights the presence of other voices,
perspectives, and untold narratives in Heliodorus’ text. That is, the fact that
Persinna’s narrative is written in Ethiopian but narrated in Greek, coupled with
the fact that she is aligned with the non-Greek ‘Heliodorus’, emphasises the dif-
ferent perspectives from which the novel can be read, and the different voices that
can be found within it. Thus, ‘Heliodorus’ uses Persinna as a projection of the
authorial self. She acts within the text as the ‘Heliodorus’ of the sphragis does,
revealing an untold, metaliterary story about concern for authenticity, through
the assertion of authorship over her text. As a writing woman this is important:
she does not merely create an alternative perspective on — and in — the text,
but through being aligned with the author of that text she demonstrates female
creative power within the ‘male’ text.

Persinna’s narrative is used literally to inscribe and put on record a female per-
spective on the world, in an otherwise male-narrated text. She claims authorship of
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her text/daughter, and discusses her feelings and fears. The subject matter of her
text, that of conception and childbirth, is pertinent to a female narrator. By the
alignment of Persinna with the author, and the construction of her as a creative
force, Persinna’s fictional assertion of her identity as mother of Charicleia becomes
interwoven with Heliodorus’ assertion of authorship of the novel.

Persinna is someone without whom the narrative could not happen as it does,
as she shapes Charicleia’s future narrative for her by writing the letter on the
tainia. She breaks into the male world whilst remaining in the female sphere of
creativity, and in doing so she becomes the person upon whom the whole narrative
depends. She can be identified with other women in myth who act in similar ways
in terms of creativity,534 and can also be read as a projection of the authorial
self: an experiment with authorship within the text. Persinna’s experience and
importance can be found by the reader who, once curious, looks deeper into the
text for further voices, making the text work harder. The text itself makes the
reader too work harder, leading him or her to piece together Charicleia’s narrative
and making him or her think about how Persinna relates to the narrator/author
figure. Although Persinna is vitally important to the text and her creativity is
what drives the narrative, she and the primary narrator of the Aethiopica are not
in competition with one another. This is not the case in Achilles Tatius’ Leucippe
and Cleitophon, to which I now move on.

Undermining the narrator: Leucippe

This section will demonstrate that Cleitophon’s misreading or misinterpretation
of Leucippe leads to the revelation, through his narration, of an alternative story
formed by Leucippe.535 Leucippe resists the thrust of her own plot, just as Anthia

534Within the novel genre (the ideal five) she can also be identified with Callirhoe, who is the
only woman in the genre who is both a heroine and a mother. Chloe does not become a mother
until the very end of her narrative, but Callirhoe seems to act as heroine, female antagonist
(adulterer) and mother — the three women who appear in the novel genre are merged into one
in her. Egger 1994a, p. 40 notes that Callirhoe is both chaste heroine and sexually assertive
woman.

535An earlier version of this section appeared as Dollins 2012.
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does,536 and just as Penelope does in the Odyssey. The curious reader is encouraged
to read against the grain of the text by looking for this alternative story. The case
of Leucippe is complicated by the fact that she is always doubly narrated, by
Cleitophon and by the primary narrator. If the reader is not careful, she could
be written or narrated out and disappear completely. The more the reader tries
to find her voice by searching through the layers of narrative, the less it and she
are available to be found. The narrative challenges the reader to think about a
female perspective and whether it is ever possible to grasp it in a (triple-layered)
male-narrated text.

In contrast with the ‘happy’ ending of the novel, which ends with the marriage
of Leucippe and Cleitophon, the beginning of Cleitophon’s narrative is a shock,
since he appears to be deeply unhappy. Although the plot of the novel for the most
part follows a ‘conventional’ novelistic outline, it is not clear that the couple live
happily ever after. Leucippe is absent from the beginning of the novel,537 and she is
not mentioned until she appears in the story that Cleitophon tells to the unnamed
narrator. This leaves the reader asking very many questions, one of which is ‘where
is Leucippe?’538 What has happened to Leucippe between the end of the story and
the beginning of Cleitophon’s narrative, which is chronologically after the events
of the story?539 At the end of the novel the protagonists pray for good fortune in
marriage, which adds to the ominous atmosphere at the beginning:

parÁmen oân æj kaˆ sunqÚsontej aÙtù kaˆ eÙxÒmenoi to‹j qeo‹j toÚj

te ™moÝj kaˆ toÝj ™ke…nou g£mouj sÝn ¢gaqa‹j fulacqÁnai tÚcaij.

Therefore we were present in order to sacrifice together with him [Cal-
listhenes] and to pray to the gods that both my marriage and his be
guarded by good fortune.

8.19.3
536See p. 176 ff.
537Cf. Whitmarsh 2009, p. 137.
538See Hägg 1971, p. 234; Most 1989; Repath 2005.
539The exchange with the unnamed narrator cannot be very long after the events that

Cleitophon is about to narrate, since the narrator says that he can see Cleitophon is not far
from being one of the god’s initiates (1.2.2).
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After this, Leucippe and Cleitophon set out from Tyre for Byzantium (kaˆ dieg-

nèkamen ™n tÍ TÚrJ paraceim£santej dielqe‹n e„j tÕ Buz£ntion. 8.19.3), but
this is nowhere near Sidon, which is the setting for Cleitophon’s narration to the
unnamed narrator. Sidon is, however, up the coast from Tyre. As shown above540

there has been a storm, and Cleitophon may have been shipwrecked en route to
Byzantium.541 The storm may explain the absence of Leucippe (through death or
being swept ashore elsewhere542), but Cleitophon himself never actually mentions
any storm or shipwreck. If Leucippe and Cleitophon went on a voyage at the end of
their story, then where is she, and why has she essentially been written out of the
novel? Part of my aim here is to ‘find’ Leucippe, and to demonstrate that, although
she rarely speaks and eventually even disappears, she has a power within this text.
The tension created by Cleitophon’s status as an ego-narrator will first be out-
lined; this tension is fundamental to the reader’s interpretation and understanding
of Leucippe’s role within the fiction.543

Cleitophon’s ego-narrative

The Cleitophon that the reader meets at the beginning of the text becomes the
ego-narrator for the rest of the text, that is, a later version of himself narrating
an earlier version. The fact that Cleitophon is both narrator and narrated in his
narrative causes problems of interpretation for the reader.544 Cleitophon the nar-
rator cannot give away too much of what he has learnt in hindsight at points
when Cleitophon the narrated character does not yet know these things.545 He
has to keep up a fiction of restricted focalization. This restricted focalization pro-
vokes questions in the reader’s mind of how the narrator knew certain things, and
therefore how far s/he can trust Cleitophon’s presentation and interpretation of

540See p. 166.
541He would have sailed along the coast.
542This does happen in this novel: at 3.5 a storm sweeps various members of the party ashore

in different places along the Egyptian coast.
543See Winkler 1985 for the tension created by ego-narration.
544Compounding this problem is the matter of the primary narrator, to whom Cleitophon

narrates his tale.
545See Reardon 1994, pp. 81–82 for the various ways in which Cleitophon does this.
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events.

The presentation of events from a restricted point of view seems to become a
problem for Cleitophon as he proceeds in his narration. As the novel progresses,
Cleitophon (the narrating-I) has an increasingly loose grip on what the narrated-
I actually knows when the action takes place. He seems unable to sustain sat-
isfactorily the fictional restricted perspective of the narrated-I. This narratorial
‘problem’ is demonstrated clearly by Hägg’s analysis: to begin with, Cleitophon
narrates other characters’ feelings and perspectives as he observes them, or as
he gets to know them from being told by other people. That is, it is his expe-
rience that is prioritized.546 However, later on Cleitophon seems to lose control
of this carefully structured way of narrating, and other people’s feelings are nar-
rated at the point at which they happen as if he is experiencing them: “the order
of narration is not determined by the moment of perception but by the “actual”
chronology of the events.547 Cleitophon thus sometimes conflates by paralepsis the
different perspectives of the narrating-I and narrated-I.548 Reardon too notes this
when, for example, Cleitophon tells the story of Callisthenes and Calligone, which
contains details he cannot possibly have known at the point at which he situates
it.549 Whilst Hägg sees this as a weakness of Achilles Tatius’ narrative, it does not
have to be. Whitmarsh takes this slippage in perspective as an intentional and
cleverly-crafted part of a narrative about initiation into narration.550 Throughout
the novel, Cleitophon (the narrated-I) moves from naivety to knowingness about
how to act in and narrate a novelistic text (the position of the narrating-I):

The events of Leucippe & Clitophon constitute, for Clitophon, an object
lesson in learning how to deal with novelistic narrative. By the time of
the telos of the narrative, he is initiated (tetelesmšnoj) into the wiles
of narration, thus creating the Clitophon that we meet at the start as

546Hägg 1971, p. 303.
547Ibid., p. 303. See also Lowe 2000, pp. 246–248 and Morgan 2007a, pp. 105–106. van Mal-

Maeder 2007, p. 143 argues that the change in narrative technique means that the trial conforms
to the genre of Declamation.

548De Temmerman 2012a, p. 524.
549Reardon 1994, p. 82. See also Lowe 2000, p. 247.
550Whitmarsh 2003.
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a narrator.551

For Whitmarsh, the naïve Cleitophon is a narrative construct, and this is empha-
sized by the frame at the beginning of the novel:

Achilles underscores the narrational disjunction between Clitophon the
narrator and Clitophon his self-cited, ‘fictional’ construct: this is the
starkest instance in the novel of narratorial distance, irony in its most
pungent form.552

The novel constantly confounds what the reader thinks s/he knows about what
Cleitophon knows as either narrated-I or narrating-I, leading him or her to won-
der what the implications are for interpreting Leucippe in this web of contrived
narrative. Can the narrating-I see Leucippe’s real feelings and is he ironizing his
former self? Or, on the other hand, is she an instrument for or an accomplice of
the hidden author function, ironizing Cleitophon from beyond his narration? The
hidden author is a narrative construct that the author uses to poke fun at and trip
up the ego-narrator.553 Morgan argues that there is a ‘hidden author’ function in
this text which ironizes Cleitophon by representing him as confusing life for liter-
ature,554 but I intend to argue here that Leucippe is also complicit in the process
of poking fun at Cleitophon.

The problematic narration of Leucippe

Whitmarsh argues that Achilles Tatius’ narrative destabilizes the authority of the
narrator by proposing alternative perspectives.555 Extending this, I shall argue
that Achilles Tatius constructs a narrative that encourages the reader to look for

551Whitmarsh 2003, p. 199.
552Ibid., p. 202.
553See Conte 1996, pp. 21–28 for the hidden author in the Satyricon.
554Morgan 2007a.
555Whitmarsh 2003, p. 192. Lowe 2000, p. 249 argues that the text teaches the reader not to

trust the narrator, but rather the ‘rules’ of the genre.
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Leucippe’s original ‘voice’ by highlighting points at which Cleitophon misunder-
stands or has the potential to misunderstand. The reader is put in the position of
not knowing whether what Cleitophon narrates corresponds with what Leucippe
actually thinks or feels.556 This opens up gaps in the narrative through which the
reader can potentially glimpse the ‘real’ Leucippe. Five instances of these ‘gaps’ in
the narrative caused by the tension created by Cleitophon’s self-centred narration
will now be explored.

Leucippe’s reaction to Cleitophon’s advances

Leucippe and Cleitophon does not follow novelistic convention, in that Leucippe
does not fall in love with Cleitophon at first sight. In Chaereas and Callirhoe, the
Ephesiaca, and the Aethiopica, each of the protagonists falls in love on seeing the
other. In Achilles Tatius’ novel, however, “Leucippe does not fall in love at first
sight; she has clearly read her Ovid and knows the rules, and she unideally yields
to seduction”.557 It is not completely clear, though, that Leucippe does know the
rules: it is possible to find in the text quite a different Leucippe from the one who
allows herself to be seduced.

Cleitophon gives a long account of different ‘lovers’ in nature in order to make
Leucippe amenable to love (BoulÒmenoj oân eÙ£gwgon t¾n kÒrhn e„j œrwta

paraskeu£sai, lÒgwn prÕj tÕn S£turon ºrcÒmhn 1.16.1). Throughout his speech,
he says he keeps glancing at Leucippe, to see whether she is listening, and whether
she is affected by his words. Crucially, she Øpes»mainen oÙk ¢hdîj ¢koÚein: ‘she
gave secret signs that she heard [what I said] not without pleasure’ (1.19.1).558

However, this is Cleitophon’s reading of the outward appearance of a female’s
inward or inner thoughts. The verb Øposhma…nw encourages the reader to start
asking him or herself how Cleitophon can know what Leucippe is thinking. Per-
haps he has got it right: Leucippe does find pleasure in his speech, and reciprocates

556Morgan 2007a, pp. 117-119 demonstrates how Cleitophon forces Leucippe to play the role he
has designed for her, and he briefly outlines how Leucippe can be read in a different way because
of this. See also Morales 2004, pp. 162–3.

557Reardon 1994, p. 86.
558‘Secret’ translates the sense of the Øpo here.
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his desire, and shows this with the ‘secret signs’ of a smile. Perhaps, on the other
hand, the ‘secret signs’ are a smile that is misinterpreted as pleasure when in fact
it is a wry smile to herself because Cleitophon is missing the mark with his impres-
sive monologue on love. It is significant that Leucippe communicates non-verbally
at this point, as this demonstrates that women occupy a domain that is off the
patriarchal page.

As I have already shown, the tension between what Cleitophon (as narrated-I)
can know and relate about other people, and what Leucippe (who is at this point
silent) may actually experience creates the possibility of a different version of the
story.559 The undercurrents that are created here are that Leucippe does not care
for Cleitophon’s advances or rhetorical display, and that Cleitophon misinterprets
or even makes up her reaction. Indeed, she does not actually say anything to
Cleitophon for quite some time in the narrative — and when she does so it be-
comes another source of misinterpretation for Cleitophon. The undercurrents in
the narrative suggest the existence of the ‘hidden author’ function: Cleitophon
narrates what he knows, but certain elements in the text hint that there is another
voice in the narrative.

Leucippe’s reaction to Cleitophon’s kiss

Cleitophon concocts a devious plan to make Leucippe kiss him. He chances to see
her ‘cure’ a bee sting on her servant Cleio’s hand by murmuring an incantation
over it, and he proceeds the next day to pretend that he too has been stung, but on
the lip.560 Leucippe therefore murmurs her spell close to his lip, and he seizes the
opportunity to kiss her. There does not appear to be any mutuality: Cleitophon
says ¹ d� diascoàsa, “T… poe‹j;” œfh, “kaˆ sÝ katep®deij;” (‘She, pulling away,
said “what are you doing? Are you too making a spell?” ’ 2.7.5). It is almost as

559See Morgan 2007a, p. 118.
560tÒte oân kat¦ tÚchn mšlitt£ tij À sf¾x peribomb»sasa kÚklJ mou tÕ prÒswpon paršpth:

k¢gë lamb£nw tÕ ™nqÚmion kaˆ t¾n ce‹ra ™pibalën to‹j prosèpoij prosepoioÚmhn peplÁcqai
kaˆ ¢lge‹n. ‘Then by chance a bee or wasp was buzzing about and flying around my face; and I
had a thought, and putting my hand to my face I pretended I had been stung and was in pain.’
(2.7.3).
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if she does not understand the kissing act: this ‘t… poie‹j;’ is not a question that
implies ‘you should not be doing that’, but rather a question asked out of lack
of knowledge, since it is followed by another question which asks Cleitophon to
analyse what the action is. The forceful diascoàsa indicates that whatever the
kiss means, Leucippe does not like it. Cleitophon narrates this, but is blinded by
desire for Leucippe, and cannot see what the external reader can see, that there is
more than one way of interpreting what Leucippe says and does. Exactly the same
participle is used of Melite at 5.13.5, and this is the only other instance of the
participle in the novel: e�ta diascoàsa e�pen: “AÛth moi trof».” (‘then, tearing
away, she said “this is my sustenance” ’). This implies that women in this novel are,
through their resistance, trying to evade being narrated.561 If the reader aligns him
or herself with Leucippe here, s/he too is encouraged to dišcein: to resist.

At the end of this episode Cleitophon kisses Leucippe once again, and more
forcefully. Once again Leucippe’s feelings about this kiss differ from those of
Cleitophon.562 This is shown by the fact that Cleitophon says ¹ d� ºne…ceto,

kwlÚousa dÁqen: ‘and she bore it with patience, pretending to prevent me.’ (2.7.7)
This short phrase hints at a different underlying situation in two ways. Firstly, the
verb ¢nšcw does not seem hugely positive; it means to bear with patience, to hold
out, or to bear up. Read one way Cleitophon is essentially saying that Leucippe
just bore with it whilst he kissed her, which hints at her inner state of mind. Sec-
ondly, the adverb dÁqen, used ironically, has the effect of negating the participle
kwlÚousa, implying it is not true, hence my translation ‘pretending to prevent’.
This is Cleitophon’s interpretation of her actions, but it could be that she is actu-
ally trying to prevent him kissing her — the adverb also has the force ‘in truth’ or
‘really’, so the phrase could be translated ‘she put up with it, but really she was
preventing me’. This subtle double meaning of one word means that Cleitophon,
without knowing it, has yet again provided the reader with Leucippe’s true feelings
whilst not being able to read them for himself.

The possibility of reading Leucippe’s true feelings into this kissing scene is made
stronger by the fact that at the end of the scene, when they are interrupted by

561The metaliterary implications of this will be developed later at p. 230.
562See Morgan 2007a, p. 118.
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the approach of Leucippe’s servant, Cleitophon admits to not knowing what she
thinks: dielÚqhmen, ™gë m�n ¥kwn kaˆ lupoÚmenoj, ¹ d� oÙk o�d’ Ópwj e�cen (‘we
broke apart, I unwillingly and with some grief, but I do not know how she felt’
2.8.1). He clearly has no idea what Leucippe is thinking, but his overall narration
of her implies that he does know.563

Prior to the kissing scene, Cleitophon calls Leucippe dšspoina (2.6.2). Her reaction
to this can be read in two ways. Cleitophon says ¹ d� meidi£sasa glukÝ kaˆ

™mfan…sasa di¦ toà gšlwtoj, Óti sunÁke pîj e�pon tÕ “Ca‹re, dšspoina,” (‘And
she, smiling sweetly, showed through her laughter that she understood why I said
“greetings, mistress” ’, 2.6.2). Leucippe’s communication at this point is wordless,
and Cleitophon, being male, actually cannot read this non-verbal female narrative,
as he misapprehends the situation, thinking that Leucippe reciprocates his desire.
Although Leucippe smiles at this glukÝ (indicating she appreciates his attentions)
she then says 'Egë s»; m¾ toàt’ ™‡pVj: ‘I yours? Do not say this.’ This raises some
questions of interpretation: why does she tell him not to say this? Is it flirting, or
is it genuine? Leucippe’s words, which seem to contradict her smile,564 can be read
more subversively than Cleitophon’s interpretation of them (that she reciprocates
and is teasing) allows for. Leucippe’s words communicate to the reader without
Cleitophon noticing, even though he is the one who narrates them.565 The phrase
™mfan…sasa di¦ toà gšlwtoj performs a function similar to that of Øpes»mainen

at 1.19.1. It encourages the reader to think about what it is Cleitophon is saying
and whether he might be mistaken. He implies that he can read Leucippe’s body
language, indeed that it is clear to him what she means,566 but at the same time
an element of doubt creeps in: she is laughing. Is she laughing because she does
understand and reciprocates his desires, or is she laughing at him? It could be a
laugh of pleasure or a laugh of derision, which heightens the tension in this scene
between what Cleitophon knows and what he does not.

563Cf. Morales 2004, p. 111.
564Morgan 2007a, p. 118.
565Cf. Apuleius 2.5 when Byrrhena says to Lucius ‘everything you see is yours,’ meaning not

only that he is welcome in her house but also that the statue of Actaeon is very relevant to his
narrative. Lucius never appears to realize this.

566™mfan…zw means ‘I show forth’, ‘I make clear’, ‘I exhibit’.
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This episode dramatizes the tension created by Cleitophon’s narration of other
people’s feelings. Ironically, he identifies this tension by admitting he does not know
how Leucippe feels. However, even after saying that he does not know Leucippe’s
opinion of him and his advances he carries on attempting to seduce her as he has
been advised by his friend Cleinias that one should be persistent with women.

The elopement

At the point at which Cleitophon and Leucippe apparently decide to elope. Cleito-
phon has almost been caught in Leucippe’s bedroom by her mother and has been
persuaded by his friend Cleinias that he should flee because of this. It is interesting
that Cleinias says t£ca d� kaˆ t¾n kÒrhn sumfuge‹n pe‹sete: ‘and perhaps you
will persuade the girl to flee with you’ (2.27.2).The word t£ca inserts a certain
element of doubt here, and it can be read as meaning that Cleinias knows or
suspects that Cleitophon feels more for Leucippe than she does for him. Once
again Cleitophon reports someone else’s speech in a way that leaves ambiguity
as to interpretation. It is not possible to be sure of what Cleinias means, but
reading it in this doubtful way makes sense when coupled with other indications
of Leucippe’s lack of interest in Cleitophon. For example, Leucippe does not beg
Satyrus to take her with Cleitophon because of the desire she feels for him, but
says ™xarp£satš me tîn tÁj mhtrÕj Ñfqalmwn, ÓpV boÚlesqe: ‘snatch me away
from my mother’s sight, wherever you wish’ (2.30.1). This implies that Leucippe’s
reasons for running away are not concordant with Cleitophon’s.567 She does not
even address these words to Cleitophon, but to Satyrus, who is charged with finding
out whether she wishes to leave. He does not get a chance to ask her before she asks
him to take her away. Her request follows a passage which reports her thoughts and
feelings (2.29) but they are all feelings of shame and grief and most of the passage
takes the form of sententia;568 it does not demonstrate a passionate desire to elope
with her lover. Leucippe sees Cleitophon’s plan, then, more as a way of getting

567Cf. Morgan 2007a, p. 119: “A sceptical reading of his account of the episode will leave the
reader in doubt that she really was expecting him that night, and the reason she gives for eloping
with Kleitophon is not that she cannot live without him, but that her mother’s attentions are
intolerable.” See also Alvares 2006, p. 5 and Reardon 1994, p. 87.

568Morales 2004, p. 109.
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away from her overbearing mother than the commencement of a relationship. Once
again, Cleitophon has misread the signs Leucippe sends out, and in effect he denies
Leucippe the chance to put her feelings into her own words by glossing over them
with a rhetorical showpiece.569 It is ironic that although Cleitophon clearly reports
a situation that implies Leucippe’s true feelings, he (as narrated-I) cannot see them
for himself. This further demonstrates the ‘hidden author’ function poking fun at
his character: he knows more than his character, and communicates this fact to the
reader by highlighting the opaque nature of Cleitophon’s narration.570 The female
character in the text represents another story, another perspective for which the
reader has to search.

Philomela

In book five of the novel, Leucippe, Cleitophon, and their companions come across
a picture of the myth of Philomela in an artist’s shop. Leucippe’s lack of reaction
both to the painting of Philomela and her tapestry, and to Cleitophon’s subsequent
explanation of the myth,571 indicates to the reader that something is not quite
right. Although it is obvious to the in-text reader Menelaus (and to Cleitophon)
that this painting is relevant to Leucippe in some way, Leucippe herself does not
seem to realize this or have anything to say about it. Morales says Leucippe is
keen to understand the painting, and this strengthens the comparison between her
and Philomela.572 However, it is not at all clear that she does understand it, which
indicates that Cleitophon does not know how to handle her. By rights, she should
have some reaction to this myth of violence towards women. It is clear from this
that Cleitophon does not know what a ‘female’ response to that narrative should
be. He reports the fact that Leucippe has seen the picture, indeed that she asks to
know what it means, but he thinks that she is interested in it because ‘women are
fond of stories’ (filÒmuqon g£r pwj tÕ tîn gunaikîn gšnoj, 5.5.1). Even when

569Cf. Morales 2004, 201: Cleitophon reports Leucippe’s feelings, but resorts to generalizations
about shame, as he cannot know what she is thinking.

570See Morgan 2007a, p. 107.
571After the description of the picture it is Menelaus who reacts. After Cleitophon’s explanation

the narrative moves on straight away — no reaction of anyone is recorded at all.
572Morales 2004, p. 108.
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Cleitophon has explained it, Leucippe does not react in the way Cleitophon’s
narrative suggests she ought — indeed, he records no reaction at all after his
explanation of the myth. Leucippe seems not to understand the relevance of this
painting to her story, and this implies that Cleitophon has little control over her.
If Cleitophon had narrated Leucippe reacting to the myth or understanding the
relevance of Philomela to her own experience, his narrative control over her would
be clearer, but as it stands it seems as if he does not know how to construct female
narrative. Leucippe, by acting in this way, demonstrates a refusal to conform to
how Cleitophon tries to get her to behave and to how his inclusion of the Philomela
story suggests she should behave.573

It is possible to read the picture as predicting doom for Cleitophon. It has been
argued that Cleitophon’s interpretation of the picture highlights female discovery
and revenge, which leads the reader to believe that Leucippe will take revenge
on Cleitophon for sleeping with Melite.574 However, although the narrative thus
hints at (and leads the reader to expect) Leucippe’s discovery of Cleitophon’s
adultery, Leucippe never finds out and thus never avenges herself.575 Perhaps,
though, between the end of the narrative and the beginning Leucippe has found
out, and has exacted revenge on Cleitophon by leaving him, which would explain
why she is so notably absent at the beginning of the novel, whilst also accounting
for why Cleitophon is so miserable at that point. It is also completely possible
that Leucippe has died in the shipwreck, or elsewhere: the terrible mutilation of
Philomela could hint at this too (and Leucippe’s death would count as revenge as
well, in terms of dues paid by Cleitophon).

Cleitophon cannot understand Leucippe’s non-verbal communication, as was ev-
idenced above. Philomela also communicates wordlessly. If Cleitophon really un-
derstood the picture, he would be able to understand non-verbal female communi-
cation, especially by the time he comes to narrate the novel. However, the episode
just discussed demonstrates that in his re-telling of the story he has not learnt

573This is similar to how the narrative moves straight on after the description of Charicles’
funeral: Cleitophon appears to have difficulty reading people and sympathizing with their expe-
riences. Cf. Whitmarsh 2011, p. 91.

574Bartsch 1989, p. 74.
575Ibid., p. 74.
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from Philomela at all.

Leucippe’s letter

Cleitophon alone of novelistic heroes marries another woman, Melite, in the belief
that Leucippe is dead. However, Leucippe has not died, but has become one of
Melite’s slaves. She recognizes Cleitophon and writes him a letter. Her letter is a
point in the narrative at which her ‘voice’ can be heard, so is a particularly impor-
tant episode to look at when hunting for her perspective. As a character narrated
by Cleitophon, she is very much ‘read’ in this text. However, the fact that she
writes a letter affords an opportunity for her perspective to come through. How-
ever, it is of course filtered through Cleitophon’s narrating — whatever she appears
to have written is just what Cleitophon says she has written. Cleitophon, the slip-
pery narrator, reads her text and interprets it for the reader, just as Calasiris does
with Persinna’s text.576 Both Cleitophon and Calasiris are potentially unreliable
and self-serving narrators, which adds another dimension to the inscrutability of
these women: their narratives are even further out of reach.

Leucippe’s letter begins thus:

Leuk…pph Kleitofînti tù despÒtV mou.

Toàto g£r se de‹ kale‹n, ™peˆ kaˆ tÁj despo…nhj ¢n¾r e� tÁj ™mÁj.

Ósa m�n di¦ s� pšponqa, o�daj: ¢n£gkh d� nàn ØpomnÁsa… se.

From Leucippe to my master Cleitophon,
for this is what I must call you now, since you are the husband of my
mistress. I have suffered many things because of you, as you know; but
it is now necessary to remind you.

5.18.3

576See above, p. 171 ff.
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She continues in this accusatory tone throughout the letter, implying that she has
suffered a great deal for Cleitophon577 but it has had no effect on him. She also asks
Cleitophon to send her home. Strikingly, her only mention of any relationship with
Cleitophon is when she asks if she has done all of these things †na sÝ Ö gšgonaj

¥llV gunaik…, k¢gè tJ ˜tšrJ ¢ndrˆ gšnwmai; (‘just so I would become to another
man what you have become to another woman.’ 5.18.4). She thus implies that
she has an attachment to him, but it is not overstated, as it perhaps might be if
she felt the same way about Cleitophon as he presents himself as feeling about
her. She also says she remains a virgin, implying she has saved herself for him,
which does tie in with Cleitophon’s professed feelings for her. Morgan argues for
the letter actually revealing Leucippe’s own perspective because it reveals a side
to Leucippe that is not one of the roles Cleitophon tries to get her to play: “this is
the voice neither of willing sex-object nor of generically demure virgin.”578

Leucippe does not speak very often in the novel. When Cleitophon asks her a
direct question (Mšcri t…noj ™pˆ tîn filhm£twn ƒst£meqa, filt£th; ‘How long
must we stop at just kissing, dearest?’ 2.19.1), he does not say she responded. He
simply says he was able to persuade her to have sex with him through repeating
his request. The very first time she does speak in the narrative (2.25.1ff.) it is in
response to her mother’s accusation that she has had sex with with Cleitophon.
At 2.30.2, she asks Satyrus to take her away from her mother. At 3.18.5, she
asks Menelaus to tell Cleitophon the story of her false sacrifice; the narrator uses
her to introduce a new element, and it is interesting that it is a story about
a deception. 4.1.3 is the point at which she tells Cleitophon that she has been
persuaded by Artemis in a dream to preserve her virginity until marriage. At
4.17.4 the first word she utters when she is recovering from having been drugged is
‘Cleitophon’. 5.5.1 is when Leucippe asks to be told the meaning behind the myth
of Philomela — again, she is used to introduce a story. At 5.22.3, Leucippe and
Melite have a conversation. Leucippe is able to manipulate Melite into telling her
that Cleitophon will not have sex with her, which is good news for Leucippe. At

577Rosenmeyer 2001, p. 150 notes that the letter is used as a recapitulation for the reader, since
it outlines the events of the novel so far.

578Morgan 2007a, p. 119. Cf. Rosenmeyer 2001, p. 149. Létoublon 2003, p. 280 says that this is
not Leucippe’s point of view.
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6.12.1 she sarcastically tells Sosthenes that she hopes he has just as good fortune in
life as he is bringing her by arranging a liaison with Thersander for her. Crucially,
Sosthenes does not understand her meaning, and continues to extol Thersander’s
virtues. Leucippe replies at 6.12.3, saying that she does not care who Thersander
is. Sosthenes still does not understand and thinks she is joking. 6.16 is Leucippe’s
lament — she unwittingly reveals to Thersander and Sosthenes who she is, and
that she is playing the part of Lacaena.579 At 6.20.3, she eloquently defends herself
against Thersander’s violent speech, and then at 6.22.1 she asserts that she is still a
virgin. Further to this, at 8.7.1, she demands to be given a virginity test. Leucippe’s
letter fits in with some of the themes that this list reveals. In it she protests her
virginity, which is something she personally does four times in the novel. She also
writes eloquently, just as she has defended herself eloquently against Sosthenes and
Thersander. On the one hand, then, the Leucippe portrayed through the letter does
fit in with the general scheme Cleitophon has for her. On the other, it also betrays
a sense of her wanting to be in control of her own narrative, and not behaving
exactly as Cleitophon wishes: she asks Cleitophon for money so that she can buy
her freedom and go home to her father.

Leucippe’s verbal communication, however, is not as strong as her non-verbal com-
munication. It only tells us as much as Cleitophon knows and wants the reader to
know. It takes what Leucippe does not say to reveal more depth in the narrative,
to display her narrative agency and her metaliterary role in the text.

Leucippe behind the narrative

As well as the elements just discussed, which centre around Cleitophon’s suspect
narratorial skills, the novel also constructs a deeper layer of narrative that invites
the reader to think about the portrayal of women, and how much they communi-
cate without actually speaking. Leucippe is not very talkative for someone who is
(according to Cleitophon) so eager to flirt, but the way she is described in the text

579See Morgan 2007a for a discussion of whose focalization this is, and how Cleitophon knows
what she said when he was not even there.
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speaks volumes about her function in it. Leucippe manipulates the text, communi-
cating with the reader from behind and beyond it, and performing a metaliterary
function. This function can best be seen in the vocabulary used to describe her.

hyposēmainō

At 1.19.1, Øpes»mainen is a significant word to use of Leucippe.580 The Øpo-
prefix implies that there is an undercurrent of meaning. Whitmarsh says that
Cleitophon’s speech “communicates at the subverbal level,”581 and that Leucippe
‘giving secret signs’ means that she has read his subtextual message and is replying
on this level. However, the verb actually functions on a level even deeper than this.
Hyposēmainō invites the reader to read between the lines and peel back the layers
of narrative to find the female perspective which is beneath (Øpo) the main narra-
tive, but which can be found if the reader rallies his or her curiosity to search for
it. This kind of wordless communication through body language hints at a female
narrative, perhaps even something that cannot be controlled by a male. The verb
signifies Leucippe’s role as a shifting and ambiguous layer of meaning underneath
Cleitophon’s narrative. Cleitophon, as Morgan demonstrates, casts Leucippe in
two roles in his narrative: that of someone who reciprocates his desires, and that
of a generic romantic heroine. Both of these roles are ones that he projects on to
her, and not what she actually is.582 Øpes»mainen demonstrates that there is po-
tentially a different Leucippe lurking under Cleitophon’s bluffing narration. This
Leucippe is a site of shifting meaning, which is perhaps why Cleitophon’s portrayal
of her is not consistent. The reader is far enough removed from Cleitophon’s nar-
ration of the story to notice the deeper meaning that he cannot see in his own
telling of it.

580This is the only occurrance of this verb in the novel.
581Whitmarsh 2003, p. 201 and Whitmarsh 2011, pp. 243–244.
582Morgan 2007a, p. 118.
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diaschousa

At 2.7.5, the participle diascoàsa is used of Leucippe starting away from Cleito-
phon’s kiss. The verb indicates that Leucippe is trying to get away from Cleitophon,
but there is also a metaliterary element to this too.583 The use of this verb implies
that Leucippe is also trying to get away from the narrator. Coupled with the use
of Øpes»mainen, which encourages the reader to look for extra or parallel layers of
narrative, the metaliterary interpretation of this word is tempting: Leucippe wants
to be ambiguous, does not want to belong to the narrator or Cleitophon, and does
not want to be ‘written’. In context the participle underlines her autonomy in
metaliterary terms: she is breaking free of her narrator, hinting to the reader that
s/he should not accept Cleitophon’s interpretation of her. As a site of shifting and
resistant meaning she is resistant to interpretation as well as to be being written.
Paradoxically, she is the one element of the text that remains consistent (in her
inscrutability), and so reveals the purpose behind the narrative: to make the reader
think hard about the nature of narrative and how it functions.

Leucippe as a device of the ‘hidden author’

Leucippe is an instrument by which the ‘hidden author’ function winks at the
reader over the head of the narrator. Words such as Øpes»mainen and diascoàsa,
coupled with the fact that there is always a potential different meaning whenever
Cleitophon narrates Leucippe, create a layer of narrative behind the one Cleitophon
narrates. This is a layer in which it is not at all certain that Cleitophon is in
control. Cleitophon is made to narrate Leucippe’s evasion of being narrated and
her communication with the reader from beyond his narrative without noticing it
himself. She is thus, as a device of Achilles Tatius’ ‘hidden author’, an element
that is beyond Cleitophon’s control.

There is, then, an alternative storyline lurking beneath Cleitophon’s narrative: one
that tells a rather different tale to the one Cleitophon wants to tell, and this al-
ternative storyline is one that pushes through Cleitophon’s narrative without him

583As suggested above, p. 221.
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noticing. The Leucippe who lurks in this alternative storyline beneath the text is
not only a different Leucippe from the one Cleitophon thinks he is narrating, but
is also the vehicle by which the ‘hidden author’ in Achilles Tatius’ novel makes fun
of Cleitophon, communicating with the reader from behind his narrative. Every-
thing Leucippe says or does is narrated by Cleitophon, but his interpretation of
her always leaves potential for another interpretation. As such she has a certain
power and manipulates the reader by causing him or her to glimpse the alternative
perspective in the text. The irony is that Cleitophon narrates this ‘hidden author’
and this Leucippe without even noticing, and they peep out through the gaps in
his narrative.

The reason Leucippe is nowhere to be seen at the beginning of the novel is, I
suggest, that Cleitophon does not have the narrative skill to control her beyond
the end of his story. He introduces her into his narrative, but once she is there he
cannot control her as she signals to the reader from behind his back, as it were. At
some points it is almost as if Leucippe does not belong in Cleitophon’s narrative,
and he has dreamed her up as a character whom he then does not know how to
handle. This would also provide another explanation for why she vanishes at the
end — Cleitophon the narrator is not sure where his narrative is heading when
he begins it.584 One final585 time, Achilles Tatius’ ‘hidden author’ draws attention
to Cleitophon being out of his narrative depth by highlighting the absence of his
narrative agent at the very beginning of the text.

Cleitophon’s slippery narration reveals that there is more to Leucippe than meets
the eye, through his mis-reading of her reactions to various events. Leucippe func-
tions as more than just the heroine of the text; she is the instrument or vehicle for
the ‘hidden’ author. Certainly the way in which she both is written and escapes
being written indicates the presence of another voice. In the way that Leucippe
functions on a meta-textual level she leads the reader to question what s/he knows
about how narrative works, and in doing so she encourages the polypragmōn reader
to pry into and deconstruct the layers of narrative within this novel. As such she
undermines the ego-narrator by remaining just beyond his grasp and even off the

584See Nimis 1999 on open-ended narrative.
585Or initial.
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page.

Controlling the narrative: women in [Pseudo-]

Lucian’s Onos

Women in [Pseudo-]Lucian’s Onos, in particular the slave-girl Palaestra, are ex-
tremely important to the narrative. They frame and shape Lucius’ narrative (or
Lucius’ status as something that can be read). In doing so, they encourage the
reader to read against the grain of the text. There is in this text an infra-structure
of female narrative, which will be the focus of the following section.

The Onos is often treated as a ‘simple’ and unsophisticated version of Apuleius’
Golden Ass (which is thought to come from the same Greek Ass-narrative tra-
dition),586 and is therefore not given the full attention that it deserves.587 I hope
to show that the Onos is not only worthy of detailed study but is also a more
sophisticated text than it seems at first.

The plot of the Onos is as follows. Lucius is travelling and searching for an ad-
venture. He meets Abroea who tells him to be wary of his host’s wife as she is a
witch. Lucius seduces Palaestra, a slave, so he can get at Hipparchus’ wife’s magic.
Lucius watches Hipparchus’ wife smear her body with a potion and turn into a
bird. He wants to do the same, but Palaestra gets the wrong potion and he turns
into an ass. Lucius goes through many adventures as an ass before being restored
to human form and returning home.

Hall reflects upon the fact that in the Onos, although we are given the double

586Eg. Hägg 1983, 181: “We leave behind the comparatively simple Greek Story of the Ass which
in all likelihood was intended chiefly to entertain, and enter the more complex novel structure of
the Metamorphoses.”

587Exceptions include Hall 1995, Ní Mheallaigh 2009 and Whitmarsh 2010b.
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perspective of educated elite man and slave,588 there is no female perspective.589

Women are simply objectified and treated in a misogynist manner: “with one ex-
ception, every woman in the Ass either practices witchcraft or is outrageously
sexually voracious or ostentatious, or stupid, or cruel, or old, or ugly, or criminal,
or some combination of these.”590 I disagree with the assertion that women are
treated always as objects in the Onos. It will become clear that the female char-
acters in the Onos are important, more important than Lucius to some extent, as
they shape and frame his narrative.

At the end of her article, Hall muses about what would have happened if Lucius
had been turned not into a male ass, but a female one. Would the narrative have
been the same? Would what the ass saw and experienced have been filtered through
a gendered perspective? Hall then takes this one stage further and points out that
Hipparchus’ wife is a female who does go through a metamorphosis in this text:
“The most subversive ancient novel never written would surely have been the Bird,
the one which recorded her perspectives on early second-century Greek society.”591

This point can be expanded upon: there is also the exciting potential lurking in
the background for Hipparchus’ wife to have become an ass herself — she had that
formula! This is yet one more example of another subversive (ie. female-focalized)
Greek novel that was never written — there are at least three potentialities within
the Onos.

The female perspective suggested as possible but ultimately claimed to be absent
by Hall is an idea that I wish to take forward. The Greek Ass narrative is of course
one that does contain somewhere in its history a female voice. The Oxyrhynchus

588Hall 1995: The metamorphosis of the narrator allows the text to “offer a different, and truer,
vision of the society from which it emanated than the ‘ideal’ Greek novels.” (48–49) “The Lucius-
ass accurately verbalises his double vision through the medium of his social bilingualism. While
fluent in the highbrow dialect of contemporary literati, he is also a flamboyant user of ‘vulgar’
demotic.” (49).

589Ibid., 57: “The Ass’s double vision. . . , while permitting a unique perspective of the lowest
classes in Greece under the Roman imperial administration, does not do the same for the lived
experience of ancient women.”

590Ibid., pp. 56–57. The exception is the young woman at 22, who is beautiful, and parqšnoj
but is still objectified. She is sfÒdra kal»n and on display for the reader: katesparagmšnhn t¾n
™sqÁta.

591Ibid., p. 57.
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Papyrus 4762 is a fragment of an episode of an ass-story in which the ass has sex
with a woman, which would seem to tie in with both the Onos and the Metamor-
phoses. The fragment is pertinent to my hunt for female perspective, as it makes
use of female speech:

“deinîj flšgomai: [
reuma m’ ¼kei di.[¦ sš,?
‡dhte, knwmšnh. [n:

t… potš me nÚs<s>e.ij;” t.Õ. [n
Ônon filoàsa ¢l. -
g. [o]ànta, é. j pote sun-
eisš]pes’ aÙtîi: kaˆ

a„.[to]umšnh lšgei

“oÙè, pace<‹>a kaˆ meg£-
lh ’stin, æj dokÒj. / mš-
ne, kat¦ meikrÒn: m¾

Ólhn œsw. b£lVj. . t… pot(e);
oÜk ™sti toàt.o. ; ¢ll¦

t…; oÙ d� p©n toàt.o. .

¢ll¦ ¥llo.te. ; ¢nai-

‘. . . I’m burning, terribly. A stream (or: dance?) comes on me. . . itching.
Why ever do you prick me?’, as she kisses the ailing ass, since at length
she had rushed in on him; and pleading for herself says: ‘Eee! It’s fat
and big as a roof-beam. Wait! Gradually! Don’t put all of it in.’ ‘What
then?’ ‘Isn’t it as I say?’ ‘But what else?’ ‘And that is not the whole
thing.’ ‘But another time?. . . ’592

The passage is clearly focalized through the female. It describes the woman’s
thoughts and reaction to the ass’s sexual advances. The fact that she vocalizes
her feelings strongly implies that she is not a passive object, to be looked at by
the narrator and the reader, but has a subjectivity of her own.

592Text and translation: Obbink 2006, pp. 25–26.
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It is possible to find a similar female voice within the text of the Onos, which be-
longs to the same narrative group as the fragment quoted above: the Ass-narrative
tradition. The most obvious female to start with is Palaestra, who is both attrac-
tive and given a great deal to say. It is necessary to read against the ‘normative’
of women being ‘objects’ in order to find Palaestra’s voice and others’.

In the same way as it is in Leucippe and Cleitophon the female voice in this text is
filtered very obviously through male ego-narration. Everything that Palaestra says
and does, for example, is what the male narrator says that she says and does. Not
only this, but it is also what he perceives her to be saying and doing.593 The tension
between male narrator and female narrated character once again dominates the
text, urging the reader to read more deeply, to pry into the narrative, and to find
the hidden perspectives or voices.

Palaestra’s power and language

According to Hall, the fact that Palaestra cannot read (oÙd� g¦r gr£mmata œma-

qon, 11) and therefore cannot enjoy the text “betrays the exclusivity of the shared
male consciousness of author, hero and reader, collaborating in inspection of Palaes-
tra as sex object.”594 Palaestra cannot read, and therefore can only be read. This
analysis must be questioned, since Palaestra is revealed to be a great mistress of
metaphor, and a skilful manipulator of language.595 She manipulates the condition
of being looked at through what she says. She thus has great power through her
ability to speak,596 and is definitely no passive object, as will become clear.

It is clear from the description of Palaestra that Lucius is objectifying her, viewing
her as something to be looked at through male eyes:

593Cf. Morgan 2007a, p. 118: “as a young man sexually attracted to a young woman, [Cleitophon]
wilfully misreads [Leucippe’s] behaviour as reciprocating his own desires.”

594Hall 1995, p. 51.
595Cf. Morales 2004, p. 230. Writing about Achilles Tatius’ Leucippe and Cleitophon, Morales

shows that Melite has similar linguistic control: “Melite’s appropriation of the tools of male
agency, metaphor and the gaze. . . jeopardize[s] the illusion that control of language and sight
are exclusively male prerogatives.” Melite therefore represents one of several ways of viewing or
interacting (with)in the world.

596Once Lucius becomes an ass, he cannot speak and has no power over what happens to him.
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k¢gë eÙqÝj œnqen ˜lèn, `Wj eÙrÚqmwj, œfhn, ð kal¾ Pala…stra, t¾n

pug¾n tÍ cÚtrv Ðmoà sumperifšreij kaˆ kl…neij. ¹ d� ÑsfÝj ¹m‹n

Øgrîj ™pikine‹tai. mak£rioj Óstij ™ntaàqa ™neb£yato.

And I, immediately making a start from there, said, “how rhythmi-
cally, beautiful Palaestra, you turn and tilt your rump in time with
the saucepan. And your waist is moved smoothly for me. He is happy,
whoever dips in there.

Onos 6

Much of the vocabulary here serves to sexualize Palaestra. ™neb£yato is a par-
ticularly striking word, as on one level it could refer to the food she is making
(which Lucius will eat for dinner: ¹ d� Pala…stra tÍ ˜st…v par»dreuen de‹p-

non ¹m‹n eÙtrep…zousa. 5), but it is obviously far more likely to refer to Palaes-
tra herself, making it a sexual metaphor and reducing Palaestra to the status of
sex-object.597 The short speech contains several other words that could be read as
double-entendres, for example cÚtra, that strengthen the objectification of Palaes-
tra. Bowls, dishes, pots, and so on are often used in double-entendres to mean the
female genitals.598 According to Adams the word cÚtra has the secondary sense
‘pudenda’.599 In the Latin version ollula is used in the same way in the parallel pas-
sage (Apuleius Metamorphoses 2.7). cÚtra also turns Palaestra into a receptacle,
which will become important when her speech is taken into account. sumfšrein

is used for “bodily cooperation between sex partners” in the Lysistrata,600 and
can therefore be read as prefiguring Lucius’ sexual encounter with Palaestra. The
word pug» is a semi-respectable one, and refers to a “well-rumped or well-padded”
woman.601 The word ÑsfÚj, which I have translated as ‘waist’ can also mean ‘pe-
nis’ (and is used twice in this text to mean ‘penis’, at 9 and 51). This brings a
whole new meaning to ¹ d� ÑsfÝj ¹m‹n. . . ™pikine‹tai, which then becomes the

597kl…neij was amended to kine‹j (you arouse) by Jacobs (Macleod 1974, p. 279), which adds
weight to the argument for eroticism here.

598Henderson 1975, pp. 142–143.
599Adams 1982, p. 86.
600Henderson 1975, p. 161.
601Ibid., p. 150.
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equivalent phrase to Apuleius’ parallel passage, which otherwise does not appear
in the Greek version. Lucius says: steterunt et membra quae iacebant ante (parts of
me stood up which before lay dormant, 2.7). Reading ¹m‹n as an ethic dative works
for both meanings of the word ™pikine‹tai. Øgrîj is also an interesting choice of
word, as tÕ ØgrÒn does not have boundaries of its own, but can be bounded.602

Women are often referred to using this terminology: they are unbounded by na-
ture, and men must control them by giving them boundaries.603 Lucius is therefore
using language that not only sexualizes Palaestra, but by using a word that implies
that she needs boundaries he also attempts to control her.

The vocalization of the description of Palaestra by Lucius shows that he is less in
control of himself, his narrative, or Palaestra than he wishes to be. Because Lucius
says the description out loud, rather than just thinks it, he demonstrates his way
of trying to assert his control: if he narrates her, she cannot get away or have
control over herself. However, as we shall see, later on Palaestra resists this control
by using language back at him. Through his double-entendres, Lucius is creating
a ‘text’ for the intradiegetic ‘reader’, Palaestra, and this text can be interpreted
in two ways. Either he is saying that she is attractive and he wants her, or he is
saying that she is a receptacle and under his control. Palaestra, even though she
cannot physically read, can not only read between the lines to find the subtext,
but can also respond on this sub-textual level.604 That is, her speech will have a
subtext, just as his does.

Despite the fact that Lucius uses language that indicates his status as watcher/
objectifier, it also becomes clear from her speech that follows that Palaestra knows
that she is being watched/objectified, and that Lucius desires her. This reverses
the power structure of the scene, which is made clear by the fact that Lucius even
admits to being in Palaestra’s power.

602Carson 1999, p. 80.
603Ibid., p. 78.
604Leucippe understanding Cleitophon’s erotic stories in the garden can be compared. Whit-

marsh 2010a, p. 341 notes the fact that she appears to understand and respond on the same level
as Cleitophon. However, I think there is an interesting difference — Leucippe does not speak,
and Cleitophon therefore guesses at or imagines her response, whereas Palaestra does speak, and
therefore betrays more of a subjectivity: Lucius cannot stop her talking.
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di¦ tîn Ñmm£twn tîn ™mîn tÕ sÕn m¾ fainÒmenon pàr k£tw ™j t¦

spl£gcna t¢m¦ ·…yasa frÚgeij kaˆ taàta oÙd�n ¢dikoànta:

you have sent your invisible fire down through my eyes into my innards
and you are roasting me even though I am doing nothing wrong

Onos 6

The passage is particularly important since it shows that Lucius recognizes that
Palaestra is not just in control of him, but is also in control of his gaze.605 The
Onos is seemingly written by ‘Lucius’ about Lucius, and so the reader takes Lucius’
perspective, but at this point Palaestra’s point of view can also be taken, as she
knows she is an object of the gaze, and the perspective can be reversed: she can
essentially take control of the reader, who is also rendered helpless, unable to
escape the fact that s/he is viewing her. As Egger says, “The gaze on a desired
female object does not always confer mastery on the male observer: it can also
unsettle him and threaten his subjectivity and authority.”606 Women in the novels
exert great power over the men who gaze upon them, sometimes inflicting them
physically, for example Callirhoe’s effect upon men is often described in terms of
paralysing or wounding in Chariton’s novel.607

This connection between vision, desire, and a fire getting inside the body of the
‘victim’, totally overpowering him or her, is reminiscent of Sappho fragment 31:

fa…neta… moi kÁnoj ‡soj qšoisin

œmmen’ ênhr, Ôttij ™n£ntiÒj toi

„sd£nei kaˆ pl£sion «du fwne…-
saj ÙpakoÚei

kaˆ gela…saj „mšroen, tÒ m’ Ã m¦n

kard…an ™n st»qesin ™ptÒaisen:

605See Bartsch 2000, p. 75 for the link between intromission and the eroticized notion of sight.
Cf. Bychkov 1999 and Goldhill 2001, 169ff. See also Achilles Tatius’ Leucippe and Cleitophon 1.9.

606Egger 1994a, p. 39. See also Freedman’s theory of the gaze and power-reversal in her analysis
of Albrecht Dürer’s ‘woodcut of a perspective artist’ (Freedman 1991, p. 2).

607For example 1.1.7, 2.3.4, 4.1.9 and 6.3.2.
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çj g¦r œj s’ ‡dw brÒce’, êj me fènai-
s’ oÙd’ Ÿn œt’ e‡kei,

¢ll’ ¥kan m�n glîssa †œage†, lšpton

d’ aÜtika crîi pàr ÙpadedrÒmhken,

Ñpp£tessi d’ oÙd’ Ÿn Ôrhmm’, ™pirrÒm-
beisi d’ ¥kouai,

k¦de m’ ‡drwj yàcroj œcei, trÒmoj d�

pa‹san ¥grei, clwrotšra d� po…aj

œmmi, teqn£khn d’ Ñl…gw ’pideÚhj

fa…nomai†
¢ll¦ p¦n tÒlmaton ™peˆ †kaˆ pšnhta

That man seems to me the equal of the gods, he who sits opposite
you and hears near him your sweet voice and charming laughter; that
indeed makes my heart beat fast in my breast. For when I see you even
a little bit I am no longer able to speak, but my tongue is useless and
immediately a delicate fire races beneath my skin, my eyes see nothing,
my ears ring, sweat pours forth and a trembling takes hold of all of me.
I am paler than grass and seem to be a little short of dead. But I must
dare all. . .

The narrator says that a fire has run under her skin, just as a fire overtook Lucius.
The narrator of the Sappho poem puts a good deal of stress upon the effect that
seeing the beloved has on her. She says that even when she sees her beloved only
a little, that short glimpse has the power to overwhelm her completely. Lucius has
similarly fallen for Palaestra because she has sent her fire through his eyes (di¦

tîn Ñmm£twn) and he is now helpless. The woman in the Ass-narrative fragment
quoted above also feels that there is a fire inside her: deinîj flšgomai. There is a
clear link between vision and desire, and between fire and desire, and this theme of
fire will become significant in an analysis of Palaestra’s speech, since she exploits
this literary tradition.

Palaestra’s short speech at Onos 6 is the most important speech in the whole text
when it comes to finding a female voice and perspective:
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`H d� — sfÒdra g¦r Ãn „tamÕn kaˆ car…twn mestÕn tÕ kor£sion —
FeÚgoij ¥n, e�pen, ð nean…ske, e‡ ge noàn œcoij kaˆ zÁn ™qšloij, æj

polloà purÕj kaˆ kn…shj mest£: Àn g¦r aÙtoà mÒnon ¤yV, traàma

œcwn pur…kauton aÙtoà moi paredreÚoij, qerapeÚsai dš se oÙdeˆj

¢ll’ oÙd� qeÕj „atrÒj, ¢ll’ <¹> katakaÚsas£ se mÒnh ™gè, kaˆ tÕ

paradoxÒtaton, ™gë mšn se poi»sw plšon poqe‹n, kaˆ tÁj ¢pÕ tÁj

qerape…aj ÑdÚnhj ¢rdÒmenoj ¢eˆ ¢nšxV kaˆ oÙd� l…qoij ballÒmenoj

t¾n gluke‹an ÑdÚnhn feÚxV. t… gel´j; ¢kribÁ blšpeij ¢nqrwpom£ge-

iron. oÙ g¦r mÒna taàta faàla ™dèdima skeu£zw, ¢ll’ ½dh tÕ mšga

toàto kaˆ kalÒn, tÕn ¥nqrwpon, o�da œgwge kaˆ sf£ttein kaˆ dšrein

kaˆ katakÒptein, ¼dista d� tîn spl£gcnwn aÙtîn kaˆ tÁj kard…aj

¤ptomai.

And she, for the girl was very eager and full of delights, said, “you
would flee, young man, if you had any sense and wished to live, as it’s
full of much fire and steam here. For if you only touch it, you will have
a nasty burn, and will stay near me, and no-one will be able to cure
you, not even the healing god, but only I who burnt you. And what
is most strange, I shall make you yearn for more, and you will always
submit to being refreshed with the pain of the cure, and you will flee
the sweet pain not even when you are pelted with stones. Why do you
laugh? You are looking at a consummate man-cooker. For I prepare
not only these common snacks, but now I know about that great and
fine dish, man, and I can slaughter him and skin him and cut him up,
and the sweetest thing is that I can take hold of his innards and his
heart.”

Palaestra’s speech is the most significant episode in the Onos in terms of under-
standing how female characters relate to the narrator. This passage has obvious
sexual overtones: the verb dšrein is used to refer to female masturbation in the
Lysistrata 158,608 and the verbs ¢podšrein and ™kdšrein can be used of a woman
masturbating a man.609 Palaestra also uses words that are to do with fire, which

608Henderson 1975, p. 133.
609Ibid., p. 167.
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as we have seen is a traditional metaphor when it comes to obsessive love and de-
sire:610 polloà purÕj kaˆ kn…shj mest£. Lucius will receive a traàma pur…kauton.
As noted above, the woman in the Ass-narrative fragment uses language of fire to
indicate her desire: flšgomai. This is not used in a threatening or controlling way
like Palaestra’s language of fire, but she still gives voice to her perspective and
feelings, even if in context it is more comparable with the Sappho poem.

In the course of this speech, Palaestra takes the cliché of the ‘edible woman’
metaphor (that is, viewing woman as food to be consumed611) and deliberately
inverts it, creating an ‘edible man’ metaphor. The ‘edible man’ metaphor that
Palaestra uses is her own. The narrator does not compare her specifically with
food before she starts talking about herself as a cooker of men. He does com-
ment on how sexily she stirs the saucepan, as was discussed above (`Wj eÙrÚqmwj,

œfhn, ð kal¾ Pala…stra, t¾n pug¾n tÍ cÚtrv Ðmoà sumperifšreij kaˆ kl…neij).
However, although Palaestra may seem to take her cue from Lucius’ metaphor, as
will become clear she appropriates it and develops it for her own purposes. Cru-
cially, this demonstrates that she has a narrative subjectivity: she has the skills to
improvize upon a theme.

Melite, in Achilles Tatius’ Leucippe and Cleitophon, provides a useful comparison
with Palaestra. Melite is the rival to Leucippe for Cleitophon’s affections, the nov-
elistic ‘other woman’ and herself uses an ‘edible man’ metaphor when Cleitophon
accuses her of not eating:

“Po‹on g¦r Ôyon,” œfh, “moi polutel�j À po‹oj o�noj timièteroj

tÁj sÁj Ôyewj;” kaˆ ¤ma lšgousa katef…lhsš me, prosišmenon oÙk

¢hdîj t¦ fil»mata: e�ta diascoàsa e�pen: “AÛth moi trof».”

“What sort of costly dish,” she said, “or what sort of wine would be more
agreeable to me than the sight of you?” And while she was speaking

610Erotic stories are/make the reader hot: toàtÒ moi m©llon −sq�n e„j tšloj t¾n yuc¾n
™xškausen: Øpškkauma g¦r ™piqum…aj lÒgoj ™rwtikÒj: (Leucippe and Cleitophon 1.5.5–6). See
above on Sappho.

611The edible woman metaphor is a very common one. See Henry 1992, Henry 2000, p. 508,
and Morales 2005, p. 11 on Achilles Tatius.
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she kissed me, and I received her kisses not without pleasure; then,
tearing away, she said “this is my sustenance.”612

5.13.5

There are variants in the manuscript tradition at this point: some manuscripts
say trof», others truf». I would argue that trof» (nourishment) works better,
as it fits in with the culinary theme (Ôyon and o�noj), but truf» (pleasure613)
should remain in the back of the mind, as it implies a woman who is transgressive
in some way. trof» also has undertones of future generations or children, which
could imply that Melite wishes to have children with Cleitophon. This would fit
in with a metaphor she uses later, in which she describes the ship they are on in
terms of fertility, which will be discussed in detail later.614

Melite is a subversive woman who appropriates and reverses ‘male’ metaphors.
Morales demonstrates this when she says that Melite:

breaks off the logic of female objectification by men; she gazes at Cli-
tophon. Moreover, her gaze is an objectifying one; she uses the two
metaphors of commodification which are normatively, both in Achilles
and other writings, used by men about women, thereby undermining
the established polarity, and the gender hierarchy valorised by it.615

Melite’s use of the metaphor of commodification (that is, the ‘edible man’) is,
however, not one that threatens the order of the text. Her use of the ‘edible man’
metaphor is different to that of Palaestra. It is about consumption and satisfaction

612See Morales 2004, pp. 222–223 for a discussion of Melite’s edible man metaphor: “At 5.13.5
[in Achilles Tatius], the linguistic play between to opson, ‘food’, and he opsis, ‘sight’, blurs the
distinction between eating and viewing, thereby reinforcing the potency of the consuming gaze
and Melite’s assumption of active spectatorship.” (223).

613With undertones of wantonness.
614See p. 248.
615Morales 2004, p. 223.
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(trof»), and although it reverses the usual logic of the gaze, it is used in a non-
threatening way.616 Melite inverts a usual cliché, making her the desirer, as such
taking the male role,617 but Palaestra does something more with her metaphor
than simply reversing it.

Palaestra describes herself as ¢nqrwpom£geiron, literally a ‘man-cook’ or a ‘man-
butcher.’ Although it is tempting to put a modern gloss on the word and translate it
‘man-eater’, Palaestra’s metaphor is one of cooking rather than eating, or even the
gory preparation for cooking (LSJ gives ‘slaughterer’, ‘butcher’, and ‘cook’, specif-
ically of fish or meat). The word ¢nqrwpom£geiroj therefore constructs Palaestra
as a man-killer, a man-skinner, and a person who cuts men up. Barthiaume’s study
of the roles of the mageiros in ancient Greece is divided into four sections that
correspond with the different roles. The work demonstrates that the word encom-
passes elements of sacrifice, butchery, selling of meat, and cooking of meat.618 The
roles of sacrifice, butchery, and cooking in particular are difficult to separate.619 It
is these roles that Palaestra embodies when she calls herself a mageiros of men.

The process of preparing a man for being cooked is reminiscent of Oenothea in
Petronius’ Satyricon (137–138). Oenothea is in the process of trying to cure En-
colpius of erectile dysfunction, although this particular ‘spell’ appears to pardon
him for killing a goose:

Infra manus meas camellam vini posuit et cum digitos pariter exten-
sos porris apioque lustrasset, avellanas nuces cum precatione mersit in
vinum. . .
Profert Oenothea scorteum fascinum, quod ut oleo et minuto pipere
atque urticae trito circumdedit semine, paulatim coepit inserere ano
meo. Hoc crudelissima anus spargit subinde umore femina mea
∗ ∗ ∗

616If truf» is read, I would argue that this is still not threatening, when considered with Melite’s
other metaphors: she is simply a woman in control of her sexuality (although, as we shall see
later, this is in itself threatening).

617Morales 2005, p. 12.
618Berthiaume 1982.
619Ibid., p. 5. See also King 1998, p. 37.
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Nasturcii sucum cum habrotono miscet, perfusisque inguinibus meis,
viridis urticae fascem comprehendit, omniaque infra umbilicum coepit
lenta manu caedere

She placed a goblet of wine under my hands and when at the same time
she had rubbed my outstretched fingers clean with leeks and garlic, she
threw some filbert nuts into the wine, with a prayer. . .
Oenothea brought out a leather dildo which, when she had smeared
with oil and ground pepper and crushed nettle seed, she began to insert
it gradually up my anus. The extremely cruel old woman then sprinkled
my thighs with the liquid
∗ ∗ ∗
She mixed the juice of cress with southern-wood, and having soaked
my genitals in it, she took a bundle of green stinging-nettles and began
beating me everywhere below the navel with a persistent hand.

The whole section is (partly because of its fragmentary nature) a mix of magic,
sex and food. Encolpius appears to be being prepared to be cooked. Particularly
interesting is the use of the word caedere, as it is very similar to the language that
Palaestra uses, such as katakÒptein.

In the Onos, however, the man-cooking element runs deeper into the text. The key
to Palaestra’s role within the Onos is the word ¢nqrwpom£geiroj. As I showed
above, it functions as part of the violent ‘edible man’ metaphor, and in extension
to this it also functions in two other intriguing ways: the word not only constructs
Palaestra as destructive but also as receptive and creative.

There is something very physical about Palaestra’s cooking metaphor. It is defi-
nitely about totally overwhelming the man. katakÒptein means ‘to cut up,’ or ‘to
dissect’. Palaestra is capable of taking him apart. Palaestra’s language also implies
that man is something to be penetrated: tîn spl£gcnwn aÙtîn kaˆ tÁj kard…aj

¤ptomai. She is physically getting inside the man. This is what the active and curi-
ous reader does to a text when s/he reads it. As we have seen, reading (especially in
the ancient world) can be theorized as hermeneutic activity: a journey of discovery
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that involves dissecting, deconstructing, getting inside and turning over (perhaps
digesting) the text in the reader’s mind. Palaestra’s metaphor implies that a man
can be treated not only as food, but also as a text. Lucius will essentially become
a text, as his adventures in the body of an ass become a text. Palaestra’s carefully
chosen words here foreshadow this. Brooks argues that what drives narrative is
often the desire to discover the body,620 and in the ancient novel there is often a
link between body and text.621 Palaestra threatens to do what we do as readers of
the Onos : participate in the bodily disintegration of Lucius by reading about his
metamorphosis. Palaestra cannot read, but with her cookery metaphor she fore-
shadows the conversion of Lucius’ body into text (the Ass-narrative), essentially
converting him into text with this speech. She is a mistress of metaphor, and as
such has a powerful voice. Women are on the whole given a good deal of speech
in the Onos, which problematizes the female voice, and makes the reader think
about female power within texts. Male narrators create texts,622 but female power
is more subtle: women can create oral stories and even speak from behind the text
like Leucippe. For example, the old woman in Apuleius is the creator of an oral
tale.623 It is as if language that is non-literacy based (language beyond the text)
becomes women’s narrative, whilst men are confined to text.624

The potential cutting up of Lucius foreshadows his threatened castration in asinine
form at 33,625 which is a violation of the man (/text). At 39 a mere cook’s wife

620Brooks 1993, p. 8.
621König 2008, p. 137: “The desire to know the individuals we encounter in reading, to see

beneath the surfaces of the body and of the text, is a motivating force for readers and characters
alike”. See above, p. 131 ff.

622See DuBois 1988, pp. 165–166 on the metaphor of the wax tablet as female body: “the literate
male . . . alone has the power to generate the marks of the text.”

623All the tales told by men in Apuleius are along the lines of ‘once upon a time my friend did
such and such in reality ’, but the old woman tells Charite the myth of Cupid and Psyche, which
is more creative.

624cf. DuBois 1988, p. 160: when in Euripides’ IT Iphigenia tells Pylades from memory what
is in the letter she is sending, because she cannot read “[i]t is as if there were one system
of communication for women, one for men. Women are locked into the oral form”. However,
Barber 1994, p. 229 argues that in pre-literate societies men created oral stories whilst women
documented it in textiles, which indicates that women are the original artisans.

625Cf. König 2008, p. 136: The dismembered bits of people and animals in Pamphile’s magical
store foreshadow the threats to bodily integrity that Lucius will suffer in Apuleius’ Metamor-
phoses.
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nearly becomes Lucius’ downfall: ¹ d� gun¾ ¹ toÚtou, kakÕn ™xa…sion ™mÒn. She
threatens Lucius with the reality of Palaestra’s metaphor. He is very nearly actually
killed and cut into pieces:

tîn kina…dwn tÕn Ônon labën œxw e„j œrhmon cwr…on k¥peita sf£xaj

aÙtÕn tÕ mšroj m�n ™ke‹no tÕn mhrÕn ¢potemën kÒmize deàro kaˆ

skeu£saj tù despÒtV apÒdoj

having taken the ass of the catamites outside to a deserted place and
then having killed him and having cut off the part that is the leg, bring
it here and having prepared it, serve it to the master.

It is not an accident that some of the vocabulary recalls Palaestra’s speech: sf£xaj

recalls sf£ttein, skeu£saj recalls skeu£zw, and ¢potemën reminds the reader
that Palaestra threatens to katakÒptein men. It is a reminder to Lucius and
the the extradiegetic reader just who is responsible for this narrative. Palaestra’s
speech thus foreshadows all the violence he will undergo when he has become an
ass – the beatings he suffers, and so on. Palaestra’s language also serves to remind
the reader that vocabulary of violence and tearing apart (for example, sf£ttein

and dšrein) are used to signify a woman’s loss of virginity. Later on Lucius is scared
of tearing apart the women he has sex with while he is an ass and the vocabulary
at that point recalls Palaestra’s (diaspazw is used at 32 and 51). Various details
of Palaestra’s vocabulary thus foreshadow episodes that will happen later, when
Lucius is an ass. Palaestra is laying down some of his future narrative for him,
dropping hints to the reader who will then read on to find out if this happens.

There is another dimension to ¢nqrwpom£geiroj that constructs Palaestra as re-
ceptive. The word m£geiroj can refer to baking as well as to butchery.626 As we
have seen, in the ancient world, women were regarded as a space, or receptacle,627

a sort of absence of subjectivity on to which (male) impressions are stamped.628

Within this category, women are often considered to be ovens, specifically ovens
for baking,629 and baking is a common metaphor for sex: the woman ‘bakes’ the

626It comes from the verb m£ssw: to knead dough.
627Sebesta 2002, p. 126.
628Lovibond 1994, pp. 93–94. Cf. Carson 1999, p. 79 and see above, p. 208.
629DuBois 1988, pp. 110–129. Cf. Adams 1982, 86–87: female sexual organs are firey.
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penis.630 DuBois writes that “[i]n the representation of the woman’s body as an
oven there is an assumption of passivity, the passivity of a receptacle.”631 In a
sense, therefore, Palaestra is acting as a woman should: as a receptacle for ‘loaves’
(/penis /semen).632 However, when the rest of her speech is taken into account,
this too can be threatening, as she is appropriating her own status as receptacle
and turning it on Lucius, essentially making it active. An oven transforms its con-
tents, and by using this language Palaestra threatens Lucius with transformation.
In the Latin version, Photis’ equivalent speech is much shorter, but she actually
says ‘get away from my oven’ (a meo foculo discede, 2.7), denying Lucius access
(for the time being at least), resisting being a receptacle by turning the idea into
a warning. The Greek version takes it further by incorporating both the receptive
function and the idea of powerful transformation in one word.

Crucially, the same function that makes the word ¢nqrwpom£geiroj receptive also
makes it creative. As I noted in the introduction to this chapter, a woman’s cre-
ativity is her power. In this speech Palaestra works on two levels: creative and
destructive. Acting as Lucius’ oven and his butcher she performs the dual role
of creating him as text and dissecting him, setting him up to be penetrated and
digested by the extradiegetic reader.

On a similar (slightly tangential) note, texts can not only be penetrated, but can
also penetrate. In Petronius’ Satyricon, the text is figured as a body to be con-
sumed, like food. Rimell says that “readers are encouraged to associate the act of
eating with the penetration of physical boundaries and hence with the feminiza-
tion of the consumer”633 That is, whoever consumes food or text is penetrated in
some way by that food or text. Food, text and penetration are all closely linked in
this genre. For example, in Apuleius Metamorphoses book 2 food (supper) figures
as foreplay to text (Lucius’ story about the Chaldaean) and sex (with Photis).634

630Henderson 1975, pp. 177–178; see also King 1998, p. 33.
631DuBois 1988, p. 110.
632Ibid., p. 110.
633Rimell 2002, p. 54.
634Ibid., 22: “Literature is a currency that can be exchanged for dinner” in the Satyricon. This

is what happens in the Onos in the episode with the story about the Chaldean: an exchange of
‘text’, or narrative, for food. On the parallel between food and literature as bodily experience
more generally, see Gowers 1993, especially pp. 41–46 and Graverini 2001, p. 434.
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The story of the Widow of Ephesus in the Satyricon also brings together food and
sex. Food acts as foreplay in this tale: “By letting her sacred body be penetrated
by food, the woman implicitly makes herself sexually available to the soldier, as
satisfaction from eating precedes sexual arousal.”635 By turning Lucius into food
and text, Palaestra appropriates her own receptacality and prepares Lucius to pen-
etrate her, but on her terms, rather than on his own male, objectifying terms. This
demonstrates that Palaestra is in control of her own sexuality, and foreshadows
her control in the sex-scene that follows.

It is useful to compare Melite once again, as she also uses a metaphor to invite pen-
etration on her own terms in book five of Leucippe and Cleitophon. The metaphor
is a remarkable one of female fertility and marriage and she uses it to describe
(and essentially sexualize) the ship that she and Cleitophon are sailing on. She
describes various parts of the ship using words associated with marriage in order
to lure Cleitophon into sleeping with her: the yardarm is a yoke (zugÒj, 5.16.4), the
cables she sees as the bonds of marriage (desmo…, 5.16.4). Fortune, she says, is the
helmsman of their marriage (¹ TÚch kubern´, 5.16.5); Poseidon and the Nereids
make up the bridal escort (numfostol»sousi, 5.16.5), and the wind leads the
wedding song (Ømšnaion, 5.16.5). Finally, she says that the sails billow out like a
pregnant woman’s belly: Ðr´j d� kaˆ t¾n ÑqÒnhn kekurtwmšnhn, ésper ™gkÚmona

gastšra: 5.16.6.636 There is a slightly odd phrase in the middle of this metaphor.
Whilst describing the ship Melite says that the rudder is near the thalamos : ¢ll¦

kaˆ phd£lion toà qal£mou plhs…on: (5.16.5). Morales writes:

Thalamos is a metaphor for the vagina (Melite’s) and, with its function
as a place of containment, protection and, possibly even sanctuary, it
can indeed be read as a ‘female metaphor of reception and enclosure’.637

However, the way Melite phrases what she says makes it seem more threatening.
This seems more like a penetrative metaphor than an enclosing one as Morales
argues. If the rudder and the thalamos were the other way round, prioritizing the

635Rimell 2002, p. 132.
636See Morales 2005, p. 9.
637Ibid., p. 10. See also Heffernan 1993, pp. 53–54.
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thalamos, then it would emphasize the enclosing nature of the thalamos. However,
Melite prioritizes phd£lion, and by using the vocabulary in this particular order
here she is actively inviting penetration, but on her own terms, just as Palaestra
invites penetration on her terms. The overwhelming power of female characters
in both Leucippe and Cleitophon and the Onos is demonstrated by a woman ap-
propriating her own receptive nature and turning it into an active metaphor by
inviting and controlling penetration. This is more alarming than a woman sim-
ply appropriating a ‘male’ metaphor like the ‘edible woman’: in the ancient world
women’s bodies are mysterious domains inscrutable to men, and a woman who
understands her own body is a dangerous one indeed.638

Lucius picks up Palaestra’s ‘edible man’ metaphor when he says that she is roasting
his insides (di¦ tîn Ñmm£twn tîn ™mîn tÕ sÕn m¾ fainÒmenon pàr k£tw ™j t¦

spl£gcna t¢m¦ ·…yasa frÚgeij kaˆ taàta oÙd�n ¢dikoànta:). This means that
he has no means of creating his own metaphor and has to follow the example set by
a female character. frÚgeij is noted in Henderson as a word for cooking that is also
a sexual metaphor.639 Lucius also invites Palaestra to skin him (me. . . de‹re, 6640),
which shows that although Lucius inserts new vocabulary, he has no imagination
when it comes to creating a sexual metaphor, and that Palaestra is in control of
both the metaphor and the situation. This is important, because it shows again
that perhaps Lucius is not as firmly in control of his narrative as he would like
to be. Palaestra uses the word ¢nqrwpom£geiroj both to turn Lucius into text in
order to be penetrated by the curious reader of this novel and to take control of
her own sexual experience: another way of asserting power over Lucius.641

638For example, reports of knowledge of contraception apparently passed from woman to woman
down the generations are most probably not true and are part of a wider fear of female knowledge
about things that may be harmful to men: “[t]he myth of effective plant-based contraceptives
may thus be a male expression of fear that women hold knowledge which could enable them to
control the fertility of the household.” (King 1998, p. 156).

639Henderson 1975, p. 178.
640See above on masturbation: p. 240.
641It is important to note that although Palaestra is in control of Lucius, she is not in control

of her social situation, since she is a slave. Her name means ‘training ground’, and coupled with
the tension between empowerment and disempowerment that she embodies she can be read as a
testing-site for power relations. See Hunnings 2009, pp. 113–131 for the argument that Palaestra
is not powerful.
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Powerful female characters

Palaestra is not the only female character to have a powerful presence within the
text. Both Hipparchus’ wife and the woman with whom Lucius has sex while he is
in the form of a donkey are shown to be very much in control of their sexuality.

Hipparchus’ wife turns herself into a bird so that she can go to her lover, which
implies that she is in charge of her own sexuality and sexual experiences. In the
ancient world mindset, women are continuously seen to metamorphose:

In myth woman’s boundaries are pliant, porous, mutable. Her power to
control them is inadequate, her concern for them unreliable. Deforma-
tion attends her. She swells, she shrinks, she leaks, she is penetrated,
she suffers metamorphoses.642

Carson argues that woman is a slippery character, and continuously changeable
— she is tÕ ØgrÒn. Because of their changeable nature, women are always up
to no good. Not only do they lack control of their own boundaries, but they
also transgress or confound others’ boundaries.643 Hipparchus’ wife’s story is a
reification of this changeability. However, she chooses to metamorphose and in
doing so she shows that she is in charge of her boundaries, which makes her even
more subversive, whereas Lucius, a man, makes a mess of it.

The fact that Hipparchus’ wife goes to her lover is unusual — the male adulterer
more usually comes to the woman’s house. In Chariton, for example, Callirhoe’s
‘adulterer’ comes to her house, and her suitors leave evidence of revelling outside
her door.644 The same theme can be found in Latin love poetry: it is always the
(male) lover who pines outside his beloved’s door. The word ™rèmenoj (11) to
describe her lover implies that Hipparchus’ wife is the erastēs of the relationship.
In homoerotic relationships the ™rèmenoj was always the younger, passive partner,
and the erastēs the senior, more dominant, and (significantly) the penetrative

642Carson 1999, p. 79.
643Ibid., p. 77.
644Chaereas and Callirhoe 1.3-4.
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partner. Using this vocabulary constructs a scenario in which Hipparchus’ wife is
in control, to the point of subverting the normative, which adds to the argument for
female subjectivity, or a layer of female narrative, within this text. It is, however,
Palaestra who uses this language of power, which says a lot about her conception
of a love affair. As we have seen, she is a woman in charge of her own sexuality
and sexual experiences. Palaestra is projecting this idea on to Hipparchus’ wife:
the truth is filtered through her and the narrator. Hipparchus’ wife, interestingly,
never says anything, but her statement of independence is made clear by the fact
that she chooses a lover and chooses to go to him: she, like Palaestra, is active in
her sexuality and in control of her sexual experience.

Towards the end of the text Lucius has sex with a woman whilst he is in the form
of an ass. To begin with, it seems as if Lucius has power over the women: e„j

œrwt£ mou qermÕn ™mp…ptei, toàto m�n tÕ k£lloj „doàsa toà Ônou, toàto d� tù

paradÒxJ tîn ™mîn ™pithdeum£twn e„j ™piqum…an sunous…aj proelqoàsa: (‘She
fell head-over-heels in love with me, partly because she saw the handsomeness of
an ass, and partly because she came to a desire to sleep with me through the
marvellousness of my affairs.’ 50) It is therefore in part through seeing („doàsa)
Lucius’ handsomeness that the woman falls in love with him, implying that he has
some control over her. However, this woman is then described in terms that give
a sense of her control over her sexual experience: dialšgetai prÕj tÕn ™pist£thn

tÕn ™mÕn kaˆ misqÕn aÙtù ¡drÕn Øpšsceto, e„ sugcwr»seien aÙtÍ sÝn ™moˆ t¾n

nÚkta ¢napaÚsesqai: (‘She spoke to my master and promised him a large reward
if he would assent to her spending the night with me.’ 50).

Like Hipparchus’ wife, this lady goes to her lover, and like Palaestra, she is in
control of the sex. Lucius is hesitant:

kaˆ m¾n kaˆ toàtÒ m’ e„j dšoj oÙcˆ mštrion Ãge, m¾ oÙ cwr»sasa

¹ gun¾ diaspasqe…h. . . k¢gë m�n Ð deilÕj ™dedo…kein œti kaˆ Ñp…sw

¢pÁgon ™mautÕn ¢tršma

And indeed this immoderate fear came to me, that the woman would
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not have room for me and would be torn apart. . . and I, the coward,
was still afraid and I drew myself away gently. . .

51

The woman then takes charge:

¹ d� tÁj te ÑsfÚoj tÁj ™mÁj e‡ceto, éste m¾ Øpocwre‹n, kaˆ aÙt¾

e†peto tÕ feàgon.

But she held on to my manhood, so that it could not withdraw, and
she followed it as it retreated.

51

This again shows that this woman has a certain control over her own sexuality, and
furthermore will not let Lucius do as he wants. Both the woman in this section and
Hipparchus’ wife demonstrate that they have a control over their own experience
within Lucius’ narration, but I think that this control goes further. The women
in the Onos not only control their own experience, but they lie behind the entire
structure of Lucius’ narrative, since they direct and shape it. This sublayer of
female narrative becomes a goal for which the curious reader can reach.

Choosing Lucius’ narrative

Lucius does not get to choose what happens to him in this text, from the moment
he sees Hipparchus’ wife smear her metamorphosis-inducing potion on her body,
to the indignities he suffers as a pack animal, to right at the end when his lover
rejects him. It is significant, then, that he does not see which ‘narrative’ is chosen
for him in Hipparchus’ wife’s room.

At 12 Lucius, looking through a crack in the door to her room, watches Hipparchus’
wife transform into a bird. She takes a potion from a jar that is inside a box and
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smears it on herself in order to effect the metamorphosis. The fact that the ‘potion’
is inside a pux…j, which is inside a kibètion (which is itself inside a room with a
closed door) represents the very closed nature of Hipparchus’ wife’s narrative.
It is telling that Lucius cannot see what is inside this woman’s box. He says: ¹

d� e�cen ™mbeblhmšnon Ó ti m�n oÙk o�da. Women’s narratives are thus totally
impenetrable to Lucius, and he should not try to experience them as he does when
he begs Palaestra to get him a potion.

The idea of narratives inside boxes is one that can be found elsewhere in nov-
elistic literature, for example, in Dictys’ Ephemeris Belli Troinani and Antonius
Diogenes’ The Wonders beyond Thule:

Prosštaxš te tù KÚmbv d…ca taàta t¦ diamuqologhqšnta ¢na-

gr£yasqai, kaˆ qatšran m�n tîn dšltwn aÙtÕn œcein, t¾n ˜tšran dš,

kaq’ Ón ¢pobióh kairÒn, t¾n Derkull…da plhs…on toà t£fou kibwt…J

™mbaloàsan kaqe‹nai.

He ordered Cymbas to write this story twice, and to keep one tablet
himself – but the other he ordered Dercyllis to put in a small chest and
place near his tomb at the time when he died.

apud Photius Bibliotheca 166, 111a25–29

As we saw earlier,645 it is the woman, Dercyllis, who provides these tablets, which
are a metaphor for women (being a blank space for men to fill).646 She is also the
one who puts the narrative in the box.

Lucius has watched Hipparchus’ wife transform into a bird, and wants to become
a bird himself, so he asks Palaestra to get him the jar (narrative) in question, but
Palaestra picks the wrong one. There are many potential narratives within the
box in Hipparchus’ wife’s room, but Palaestra chooses one that Lucius, once he is

645See p. 208
646See DuBois 1988, p. 28.
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inside it, does not want to experience.647 He cannot just put the narrative down
and step away from or out of it. Women’s power, then, lies in directions other than
text: Palaestra may not be able to read, but she does know how to construct a
good tale. The woman who tells the tale of Cupid and Psyche in Apuleius also falls
into this category — it is unlikely that she can read, given her status, but she tells
a riveting story. Women in these texts certainly have creative and/or narrative
powers.

The ‘wrong box’ motif found in both the Greek and Latin versions of the Ass
narrative648 calls to mind the myth of Pandora who takes the lid from her jar and
scatters all manner of evils into the world.649 Pandora’s threatening jar can be
read as a womb,650 turning Pandora herself into a container, much as Palaestra
turns herself into a container that can wreak havoc.651 Significantly for this chapter
as a whole, Pandora is taught how to weave by Athena (Hesiod Works and Days
63–64),652 and thus can be read as weaving a narrative for future mankind, just
as the women who I have discussed shape narrative in the novels and direct the
reader. In particular the evils that are released into the world resonate with the
trials undergone by Lucius whilst he is an ass.653 With this in mind, I shall now
show how integral the female characters in the Onos are to Lucius’ narrative.

Shaping and framing Lucius’ narrative

Very near the beginning of the text, before his conversation with Palaestra, Lucius
meets a woman called Abroea. In a sense it is Abroea who begins Lucius’ narra-
tive. He has been looking for a narrative: ™peqÚmoun d� sfÒdra me…naj ™ntauqa

647Perhaps he should have taken Hesiod’s advice in Works and Days: mhd� gun» se nÒon
pugostÒloj ™xapat£tw. . . ‘Never let a woman with an attractive behind trick you. . . ’ (373),
something which Lucius himself has noted Palaestra does have: `Wj eÙrÚqmwj, œfhn, ð kal¾
Pala…stra, t¾n pug¾n tÍ cÚtrv Ðmoà sumperifšreij kaˆ kl…neij (Onos 6).

648Although Photis seems to know the recipe for the potion, she still picks the wrong box (Ap.
Met. 3.23–24).

649Hesiod Works and Days 94–5.
650King 1998, pp. 26, 40; Zeitlin 1996, p. 65.
651Above, p. 247.
652Barber 1994, p. 236.
653I owe thanks to Paula James for pointing this out to me.
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™xeure‹n tina tîn mageÚein ™pistamšnwn gunaikîn kaˆ qe£sasqa… ti par£doxon,

À petÒmenon ¥nqrwpon À liqoÚmenon. (‘But I wished very much, remaining here,
to find one of the women accomplished in sorcery and to see something unusual, a
man either flying or turning to stone.’ Onos 4). Abroea lets him know that what
he is looking for is in the house where he is staying: Ful£ttou. . . t¾n `Ipp£rcou

guna‹ka p£sV mhcanV: m£goj g¦r ™sti dein¾ (‘Guard against the wife of Hip-
parchus in every way, for she is a clever witch’. Onos 4). She also informs him that
Hipparchus’ wife has the ability to turn men into animals. Lucius then says 'Egë

d� puqÒmenoj Óti tÕ p£lai moi zhtoÚmenon o‡koi par’ ™moˆ k£qhtai, prose‹con

aÙtÍ oÙd�n œti (‘When I discovered that what I had been seeking for a long time
was in the house with me, I had no more interest in her.’ Onos 5). His curiosity and
desire for a narrative are immediately activated by what a female character says.
Abroea thus gives Lucius the tools with which to discover his narrative, and it is
significant that she is a woman: she starts the whole adventure for him, indicating
that women are more important in the Onos than Hall would contend.

Women are responsible for shaping Lucius’ narrative, but they also form the frame
to it, and I shall explore this in what follows.

The actions of Hipparchus’ wife and the lady at the end of the narrative are similar:

¹ d� lÚcnon œndon œkaie mšgan tù purˆ lampÒmenon: œpeita ¢po-

dusamšnh paršsth tù lÚcnJ gumn¾ Ólh kaˆ mÚron œk tinoj

¢lab£strou proceamšnh toÚtJ ¢le…fetai

Inside she lit a large, bright lamp. Then she stripped, stood naked next
to the lamp, poured out an oil from an alabaster vase and anointed
herself with it.

51

This extract picks up Hipparchus’ wife standing naked by a lamp and smearing
herself with oil at 12.654

654Ðrî oân t¾n m�n guna‹ka ¢poduomšnhn. e�ta gumn¾ tù lÚcnJ proselqoàsa. . . ™k toÚtou
laboàsa cr…etai Ólh, ¢pÕ tîn ÑnÚcwn ¢rxamšnh tîn k£tw.
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This similarity is significant, as it should warn Lucius that something (perhaps
a change?) is going to happen — the first time he is in this situation, watching
Hipparchus’ wife through a chink in her door, he is just about to be turned into
an ass. Shortly after the second ‘smearing’ scene he returns to human form.

Outside these ‘smearing’ scenes, two sex scenes frame Lucius’ ass narrative: the
scene with Palaestra and the scene with the woman at the end. The woman at end
is not just like Hipparchus’ wife, but is also similar to Abroea: they are both young,
rich and attractive. She actually seems to be some kind of fusion of Abroea, Palaes-
tra, and Hipparchus’ wife and therefore signals the end of Lucius’ ass-adventures
that these three women at the beginning of the text set in motion between them.

It appears that in the text of the Onos, Lucius is in the wrong narrative. He is in
a narrative entirely created for him and controlled by the female characters. He
wanted to be in a narrative created and controlled by himself: a bird-narrative (13:
™deÒmhn tÒte tÁj Pala…straj pterîsai k¢m�). He wanted someone to give him a
narrative, and that was when he came across Abroea (4). At the beginning of the
text, he is specifically looking for a woman so that she can show him ti par£doxon

— he thinks he can control a woman into giving him a narrative, but ends up with
an narrative that is framed and shaped by the female characters.

In the Onos, then, women frame and control Lucius’ narrative. It is a woman who
is there at the beginning to point him in the right direction for the narrative he is
seeking, and another woman who ‘chooses’ his narrative for him. His adventures
are framed by two sexual encounters (in human form) with women. The one at
the very end of the narrative does not even get started: the woman laughs at him
and sends him away because he is no longer an ass. It is this that finally ends his
tale, as he gives up and goes home with his brother.

Hall is right when she says that female characters in the Onos are all portrayed in
a bad light, but this does not have to indicate, as she suggests,655 that they lack
a narrative voice; rather it enhances the fact that they do have a voice within the
narrative, even a control over the narrative, as they are the ones who frame and

655See p. 232.
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shape it.

Conclusion

Female characters are found to impact upon the narrative in various different ways
in the novel, by what they say, do, or write. They encourage the reader to follow
their perspective, and because they are women they draw attention to the reader’s
going against the grain of the text by prying into what they are doing. The fact
that the most famous female silent narrator, Philomela, is alluded to in two novels
highlights female characters’ subversive creativity and their leading of the reader.
The omniscient narrator, by aligning himself with a female subjectivity, injects an
extra, subversive, narrative layer for the reader to uncover.

There is a slippage between woman as writer and woman as written, which the
Aethiopica and Leucippe and Cleitophon do not shy away from. The display of
women’s thoughts and feelings within a male-narrated text creates a tension be-
tween direct access to woman as writing subject and filtered access to woman as
always-written object. In other words, there is a tension between women’s direct
readability and their inscrutability, and the novels deliberately exploit this by pre-
senting female characters who speak through the narrative in some way and by
having women’s texts read by and narrated or interpreted by men. In the case of
Palaestra in the Onos, it is even evident that her power lies outside the realm of
literacy, but within the realm of narrative. The letters of Persinna and Leucippe
are interpreted by, and through, Calasiris and Cleitophon respectively, and their
representation and interpretation of female narrative problematize the idea of the
woman as inscrutable. Whitmarsh writes that although the novels as a genre are
more interested in women’s subjectivity (that is, their speaking or thinking) than
previous literature is, they confine them within interiors, or to women’s work (e.g.
Persinna’s embroidery). This confinement makes women inscrutable and therefore
fascinating or alarming to men.656 In turn, this inscrutability makes them powerful:
“the most memorable women in Greek literature derive their power precisely from

656Whitmarsh 2004, pp. 193–195.
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their inscrutability.”657 The women in the novels appropriate this inscrutability,
challenging the reader to find them and their narrative voice.

Female characters in ego-narration lead the reader further astray: they effectively
break the rules of focalization in narrative. They do not allow themselves and their
point of view merely to be focalized through the male ego-narrator, but they resist
him. It seems as if when Lucius and Cleitophon are focalizing through female char-
acters, the focalization is just beyond their grasp. A resisting female character is
more prominent in ego-narrative because the narrator is not omniscient: he cannot
always be certain of what his characters think or feel. The female characters in the
novels push the curious reader to his or her limit. It becomes increasingly difficult
to ‘find’ female narratives and what they stand for because of their inscrutable
nature.

657Whitmarsh 2004, p. 195.
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Conclusion

This investigation set out to find a method for theorizing what kind of reader
reads the Greek novel. More specifically it aimed to discover whether the novels
themselves put forward a conceptual framework for how their readers might engage
with the texts, based on their construction of the reader as one with the qualities
of a polypragmōn. I have not tried to be exhaustive in my examples, but hope to
have shown different ways in which the novels construct their reader as curious,
involve this reader in becoming aware of the process of reading, and encourage him
or her to analyse his or her encounter with the text. Some suggestions I have made,
for example what Cleitophon’s reading material is, go beyond the boundaries of
what the reader can know, and that is the point of the novelistic narratives: the
texts invite the reader to speculate and to innovate.

Chapter one demonstrated that the novels use episodes in which characters them-
selves are in the position of intradiegetic reader or interpreter to guide or misdirect
the extradiegetic reader’s interpretation, and to draw attention to the experience
of reading as a process. Lessons can be learnt from how the characters within the
text treat and react to their own narratives and those of others. These lessons not
only teach the reader how to read that text, but they also highlight the curious
nature of the reader by encouraging and playing to his or her desire to know more
and to seek out the various storylines. Narratives that reflect upon themselves in
this way shape a reader who is self-aware. The multiplicity of storylines in even the
simplest of novelistic texts adds depth to the narrative, leading the reader to inter-
rogate the text to find out as much as s/he can: the novels are not just about the
main protagonists’ stories, but include many and varied subplots that run counter
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to, or complement, the main thrust of the narrative. In Longus’ Daphnis and Chloe
Chloe’s reaction to the inset tales provides for the reader a metanarrative lesson
in how s/he can develop as a reader, and so the educational journey of the novel,
mentioned in the Prologue, becomes twofold. Letters in particular, by dramatizing
the reception of physical texts rather than just stories or dreams, encourage the
reader to ask him or herself what kind of reader s/he is, by engaging with the
process of reading, and thus to analyse his or her reading experience.

Chapter two concentrated on the experience of reading narrative as a spatial one:
the reader is complicit with the characters in finding things out by looking through
gaps in doors and entering interior spaces, sometimes even by force. Using interior
space in this way to map the reader’s encounter with the text brings to the reader’s
attention the fact that s/he is often allowed a privileged view into private matters.
This makes him or her realize that the text is constructing him or her as curious,
and as a reader who will engage with the text in an interrogative manner. The
space of the ship symbolizes the narrative in ‘adventure time’, since it is found on
the uncertain space of the sea, which is rife with narrative potential. The novel
reader’s ability to see into private interior spaces draws attention to the fact that
the novels will only go so far in their description of a scene, particularly scenes of
an erotic nature, and so the reader is encouraged to collaborate with the narrator,
completing the narrative with his or her own fantasy. The reader who is curious
will thus be led to self-analysis and so the novels become a vehicle for discovering
what s/he is like as a reader.

The third and fourth chapters were similar in their aims: to explore the possibilities
that can be found within the narratives of the novels once the curious reader’s
imagination has been ignited, and once s/he has realized that s/he can (and does)
read in an interrogative and active way, which is shown in the first two chapters.
The novels bring the reader through a process of self-identification as polypragmōn,
and these two chapters demonstrated the effect of pushing this kind of reading
further, and making the both the text and the reader work harder. They asked
where the narrative can take the reader once s/he has identified him or herself as
curious.
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Chapter three asked what possibilities deception activates within (or beyond the
end of) the texts. Deceptive narratives, whether they deceive the characters (as
Anthia’s fabricated stories do) or the reader (as does Cleitophon’s narrative, if it is
fraudulent), cause questions to arise. These questions are not ones that should be
avoided, but rather explored by the reader, and the answers to them are not simple,
and sometimes they are not evident within the texts themselves. In making the
curious reader consider varying narrative possibilities the novels cause him or her to
take note of the processes involved in the experience of reading and interpretation.
Deceit in narrative tests the reader through encouraging him or her to explore
alternative narrative paths.

The final chapter continued to ask where the narrative can take the reader once
s/he is curious, this time within the specific framework of searching for the female
voice within the novels, in particular the voices of women who are not the main
protagonists. A layer of subversive female narrative can be found, as a female
perspective can be grasped through the male narration. This female narrative
makes use of women’s creativity as a means of communication, aligning the female
characters with the author — in Leucippe’s case the hidden author — of the text.
In taking this perspective on the author adds another nuance to the the multiple-
layered narrative. Finding the female-based narratives within the texts pushes the
curious reader to his or her limit as s/he searches within the fiction for the elusive
female voice. Reading against the text, resisting the main thrust of the narrative, is
the ultimate in active reading, and requires the reader to have identified as curious
before s/he sets out to read in this way.

Once the reader has been through the process of reading a novel and has had
his or her curiosity tempted and tested by this process, s/he will be in a position
to analyse him or herself. The reader of a given novel may, on beginning to read,
already be on a level at which s/he is aware of his or her reading experience, that is,
aware of what the text is doing to him or her and how s/he is approaching it, and
if this is the case s/he will interrogate the text, approaching it in an active way and
exploring alternative narrative possibilities. If the reader is not already self-aware,
the novel creates this experience for him or her, teaching him or her how to read
the novel as the text unfurls, and taking him or her through the transformative
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process of reading to the point at which s/he is aware both of what the text is
doing to him or her and of his or her approach to the text. Thus, the Greek novels
speak to many levels of reader at once. The texts also provide opportunities for the
reader to create his or her own narrative, and that is the point at which the novels
draw a veil over the events in the story, such as wedding nights. The reader realizes
s/he is creating narrative and is collaborating with the narrator to complete the
scene, as the novels draw attention to this fact by using euphemisms or showing
the reader to him or herself.

The introduction to this thesis showed that Plutarch says that polypragmosunē
should be directed away from other people’s business towards one’s own busi-
ness.658 I have shown that the novels invite and provoke active and curious read-
ing, reading by poking one’s nose into the text, and that they bring the reader to
the position of self-analysis, that is, the position of examining his or her reading
process and experience. They thus fulfil Plutarch’s suggestions for where to direct
one’s curiosity and how to turn it away from being a negative activity. The Greek
novels reclaim polypragmosunē, making it a positive aid to interpreting the texts.
The texts provide a short-cut to becoming self-aware, and in playing on the tension
between the curious reader’s sōphrosunē and his or her desire to know the whole
story they show the reader to him or herself in such a way that s/he is led to
analyse what kind of reader s/he is.

Curiosity thus becomes, through reading the novels in an active way, a tool for
self-analysis: it is reframed as positive and put to good use by the novelistic texts,
thus becoming çfšlimoj (‘useful’) and swt»rioj (a ‘saving grace’) as Plutarch
suggests it will if directed towards the correct subject-matter (Peri Polypragmo-
sunēs 515f).659 I set out to discover if the Greek novels themselves put forward a
way for conceptualizing their readers: that is, do they provide a template for the
kind of reader who read the Greek novels and his or her approach to reading, thus
moving us closer to discovering a theory for reading ancient novels? I suggest that
the reader that these novels promote from within themselves is one who can be
understood as curious, interrogative, active and above all self-aware in his or her

658See p. 20.
659See p. 20.
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reading strategies. Reading the novels is an explorative experience, and the more
curious the reader is, the more questioning and searching his or her approach, the
more s/he will get out of these multifaceted masterpieces.
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