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Eumathios Makrembolites' novel

Hysmine & Hysminias was written in twelfth-century
Constantinople during the so-called Komnenian renaissance. This period was marked by an
intensified interest in ancient genres, which were reconsidered from new perspectives and in
some cases subjected to revival or transformation. One of the genres that was "revived" was
the ancient novel, with the so-called sophistic Greek novels as models. The aim of the
present study is to describe and explain Makrembolites' relation to his model, Achilles
Tatius' Leukippe & Kleitophon, in terms of Byzantine mimesis and modern narratology.
The investigation consists of three parts: (1) a narratological analysis of Hysmine & Hys¬
minias·, (2) a comparative study of Hysmine & Hysminias and Leukippe & Kleitophon ·, (3)
a discussion on imitation and transtextuality with a point of departure in the quotations of,
and allusions to, ancient literature in Makrembolites' novel.
It is found that Hysmine & Hysminias is based on a complex strategy

of repetition with

variation, which contributes to the novel's poetic character. The text's strong emphasis on
artistry in both painting and writing underlines the artificial structure of the novel itself.
This may be seen in relation to contemporary interests, but also in connection with ancient
philosophical ideas on love and the significance of art in texts such as Longus' Daphnis &
Chloe. The relation between Makrembolites and Tatius is

accordingly more complex than
implies. Leukippe & Kleitophon is not the only hypotext of
Hysmine & Hysminias, but a number of other ancient and Byzantine texts are used for
allusions and as narrative settings. The generic mixture and the complex transtextual rela¬
tions that emerge in Hysmine & Hysminias result from the Byzantines' knowledge of the
ancient novel and the particular interest in ancient genres during the Komnenian period.
The intimate literary milieu in twelfth-century Constantinople allowed elaborate intertextual games and literary subversion.
the model-imitation concept

Key-words: Eumathios Makrembolites, Hysmine & Hysminias, Achilles Tatius, Leukippe
& Kleitophon, ancient novel, Eros, ekphrasis, Byzantine novel, mimesis, imitation,
literary subversion, Byzantine literature, Komnenian literature, intertextuality, transtex¬
tuality, spatiality.
Ingela Nilsson, Department of Classical Studies, Goteborg University, P.O. Box 200, SE405 30 Goteborg, Sweden.

ISSN 0283-1244

ISBN 91-554-4970-0
©

Ingela Nilsson 2001

Printed in Sweden
Elanders Gotab, Stockholm 2001

Distributor:

Uppsala University Library, P.O. Box 510, SE-751 20 Uppsala

To the memory

my

of
mother and father

Acknowledgements

I wish to express my

gratitude to a number of people who have helped me
during my work with this book.
It was Ole Smith who first suggested that I read Makrembolites' novel,
and who stimulated my interest in literary analysis. I am very glad to have
experienced the period of encouragement and inspiration that Ole brought
to our department; it is still strange to think that he will not be here to see
the finished book.
After Ole's

untimely death in 1995, Tomas Hagg helped me to elaborate
subject and encouraged me to pursue my ideas. He continued to su¬
pervise my work during the following years, and he always took his time
to see me and listen to all my questions—whether in London, Groningen or
Stockholm. I have benefited greatly from Tomas' wise and respectful com¬
ments, and his interest in my work has been a great inspiration to continue.
My supervisor, Karin Hult, has patiently directed the development of
my work, and been a constant support through good times and bad. I am
particularly indebted to Karin for helping me to prepare my manuscript for
publication; I could not have made it without her experience and technical
my

skill.

My external supervisor, Panagiotis Agapitos, has offered me plenty of
challenges, criticism, and encouragement over the last five years. He has
put his knowledge of Byzantium and literature at my disposal, he has of¬
fered advice and practical help—and we have had many good laughs. Less
than one year ago, when things seemed hopeless, Panagiotis convinced me
that I could—and should—finish the book; for this I thank him warmly.
I also owe many thanks to Beata Agrell, who has guided me for quite a
few years now through the field of literary theory. Beata's vast knowledge
and, above all, her great scholarly curiosity have made our co-operation
very stimulating.
I am indebted to my teacher and friend Tryggve Goransson for patiently
reading the successive drafts of the book, for intelligent remarks and good
discussions. His sharp eye has saved me from many blunders, and his sub¬
tle irony has helped me through many dark moments.
My thanks are due also to Jan Olof Rosenqvist, the editor of the Studia
Byzantina Upsaliensia, for accepting my thesis for publication in the series,
and also for his careful proof-reading of my manuscript, which led to a
number of useful comments and suggestions.

I also thank the staff of the
been

Gdteborg University Library, who have
constantly helpful, and Jon van Leuven, who has corrected my Eng¬

lish.
I

truly grateful to other colleagues and friends who have helped me
by sending me copies of articles that I could not find, by
offering advice or suggesting improvements of different kinds, or by engag¬
ing in stimulating and pleasant discussions. Ingen namnd, irtgen glomd.
My stays abroad have been made possible thanks to the generosity of
the following funds: Knut och Alice Wallenbergs Stiftelse, NorFa (Nordisk
Forskerutdanningsakademi), Stiftelsen Anna Ahrenbergs fond, and Herbert
och Karin Jacobssons Stiftelse. I also take this opportunity to thank the De¬
partment of Modern Greek and Byzantine Studies at the University of Cy¬
prus, and the Department of Classics, Russian and the History of Religion
at the University of Bergen, for providing me with stimulating milieus and
good working conditions.
am

in different ways:

This book is dedicated to the memory

of my mother and father. They
taught me the patience and persistence that I needed to finish the book, and
the courage that I still need in order to accept the sad fact that they are no
longer here.

Goteborg, 1 March 2001
/. N.

Contents

Introduction

11

The text

11

Motivation and

approach

13

Research situation

15

Achilles Tatius and the ancient

sophistic novel
Byzantium

The ancient novel in

19
25

Method

36

1. Narratological Analysis of Hysmine & Hysminias
1.1 Theoretical and
1.2

46

methodological considerations

46
48

Analysis

1.2.1
1.2.2

Story

48

Composition

51

Opening of the novel 51 Advancing the plot 53 The doubling of
the plot 56 Repetitions with variation 64 The closure 74
1.2.3 Textual structure
Narrative 80
istics 90

79

Description 84 Commentary 87 Narrative character¬

The overall structure of the novel 92

1.2.4 Motifs and themes
The

96

garden 97 Dreaming of Eros 103

Slavery 111

Themes 123

1.2.5 Time and space
Fictional time 137
space

136
Fictional space

139

Spatial time and temporal

141

1.2.6 Point of view
The

145

narrating act 152

1.2.7 Characterisation

Naming of characters 155 Repetition, reaction, accumulation
change? 159

154
or

2. Makrembolites and Achilles Tatius:

Comparative Analysis

166

2.1 Theoretical and

166
170

2.2

Analysis

methodological considerations

2.2.1

Story

2.2.2

Composition
Novel and

2.2.3

170

178

philosophy 181

Advancing the plot 186 Closure 189

Textual structure

192

Ekphraseis and dreams 193 Digressions: paradoxography and
myth 197 General structure 200
2.2.4 Motifs and themes
Eros 202

201

The

garden 209 The storm 213 The chastity test 219
eagle 222 The mother 224 The flirting 227 Apollo and
Daphne 231 The dolphin 233 The palm 235 Themes 237
The

2.2.5

Time and space
Fictional space

239

240 Eventful

vs.

uneventful; temporal

vs.

spatial? 242
2.2.6 Point of view
Restriction of view-point

243

and psychology 245 What happened to

the heroines? 246

2.2.7 Characterisation
Heroes and heroines 249

248
Friends and

helpers 256 Mistresses 258

3. Mimesis and Transtextuality:
Tradition and Innovation

261

3.1 Allusion to ancient literature

262

3.2

Quotation of ancient literature

267

3.3 Allusion to the Christian tradition

279

3.4

Hypotext and architexts: Makrembolites, Tatius, and
other texts

283

Conclusions

287

Appendix
Summary of Hysmine & Hysminias
Summary of Leukippe & Kleitophon

291
291
293

Bibliography

295

Index locorum

314

General index

324

Introduction

In the first part of the twelfth century, during the so-called Komnenian
Renaissance in Constantinople,1 a few authors took up the ancient practice
of novel

writing. The result, to judge from what has come down to us, was
Byzantine novels: one in prose and three in verse. The subject of this
investigation is the prose novel, Eumathios Makrembolites' Hysmine &
Hysminias. For an unprepared modem reader this novel may seem eventless
and rhetorically overelaborated—indeed "Byzantine" par excellence—but at
a closer reading it turns out to be an exciting and highly sophisticated piece
of literature, a multilayered display of literary artistry. It is not my task
here to defend the literary quality of H&H. Instead, the aim of this study is
to show how the novel has been carefully composed by means of mimesis,
conducting an intertextual dialogue with antiquity while also maintaining
links with the contemporary literary scene.
In order to place the analysis of the novel in its proper cultural and liter¬
ary context, this introduction will give a general presentation of the ancient
novel and its place in Byzantium, and also present the cultural and literary
situation of the twelfth century in which the author of H&H worked.
four

The text
Four novels survive from the Komnenian

period: Eumathios Makrem¬
Hysmine & Hysminias (hereafter H&H), Theodoros Prodromos'
Rhodanthe & Dosikles (hereafter R&D), Niketas Eugenianos' Drosilla &
Charikles (hereafter D&C), and Konstantinos Manasses' Aristandros &
bolites'

»

1

On the three Byzantine "renaissances", Macedonian, Komnenian, Late or Palaiologan,
Treadgold (1984) 75-98, Ferruolo (1984), Sevienko (1984), and Schreiner (1989); cf.
Lemerle (1971) on Byzantine humanism. On the Komnenian period, see also Magdalino
(1993) 382-412. For criticism of the use of the term renaissance in the Byzantine context,
see Kazhdan (1995) 4-5, who uses the term "pre-renaissance" for the 11th and 12th cen¬
turies; Kazhdan argues that one should not confuse continuity with revival and renaissance,
which implies a break. On renaissance as a term for the "return of a literary past", see Jauss
(1982) 35. On the 12th-century renaissance in the West, see Benson & Constable (1982).
see

Introduction

12

Kallithea

(hereafter A&K), the latter preserved only in fragments.2 The three
are all written by identifiable authors, whereas we know much
less about the author of H&H? There are even uncertainties concerning his
name, since the manuscripts attribute the novel to varying names: Eustathios Makrembolites, Eumathios Makrembolites, Georgios Makrembolites, or Eustathios Parembolites.4 A number of different titles have also
been added to the name: protonobilissimus, megas chartophylax, and philosophos.5 Makrembolites is known also as the author of a collection of
riddles, preserved with keys written by Maximos Holobolos.6 Attempts to
identify the author of H&H with Eustathios of Thessalonike,7 or with
another Eustathios, the assumed compiler of the 'Z' version of Digenes
Akritas,8 have not proved convincing. The identification of the author is, of
course, closely linked to the question of dating the work. The traditional
dating of H&H to the late twelfth century, ca. 1180, was partly based on a
verse

novels

letter to

certain Eumathios Makrembolites, τω

εττάρχω κνρω Έύμαθίω τω
Μακρεμβολίτρ, written by Theodoros Balsamon and with a terminus ante
a

quem at 1186.9 Another reason for that dating was the hypothesis that
Makrembolites had drawn material from Nikephoros Basilakes (ca. Ill 5—

1180).10 The attempts to date H&H have, however, varied widely,

2

It is

6

Ευστάθιου

even

less

common practice to call the Komnenian texts, as their ancient
predecessors, "novels", whereas the Palaiologan successors are referred to as "romances";
see e.g. Agapitos (1991) 4, n. 5 and (1999) 112, n. 5; Jeffreys (1998) 191; MacAlister
(1996) 1-2. Beaton (19962) 1, prefers to use the term "medieval Greek romance" for both
periods, but cf. id. (2000), where the Komnenian novels are referred to as "novels". On the
term "ancient novel", see HSgg (1983) 4. The four Komnenian novels have been conve¬
niently gathered in one volume with Italian translation by Conca (1994a).
3 For a short
presentation of Prodromos, Eugenianos, and Manasses with further refer¬
ences, see Beaton (19962) 70, 76, 78; Agapitos (1998a) 146-147.
4
The author's name accordingly varies also in modern scholarship. For a possible biog¬
·
raphy, see Hunger (1998), and p. 18 below.
5 On the
different names and titles, see Hilberg (1876) vii-x; Krumbacher (18972) 764,
766; Rohde (19143) 556-558. For fuller and more recent discussions, see Cataldi-Palau
(1980) 107, n. 2; Plepelits (1989) 1.

του

now more or

του

φιλοσοψωτάτου

Μακρεμβολίτου αινίγματα, του δε Μεγάλου Πρωτοσυγκέλλου
και ρητορικωτάτου κυρίου Μα£ιμου τον Όλοβόλου λύσει? αυ¬

τών, pp. 201-217 in Hilberg (1876).
7

Heisenberg (1903).
The theory was put forward by Chatzis (1930); Chatzis believed that Makrembolites
was the author of the "original" Digenes Akritas, an idea that he later elaborated in a series
of articles published in Athena in 1950-1952. Chatzis' theory was finally refuted by Jeff¬
reys (1976). On H&H and Digenes Akritas, see also Tiftixoglu (1974) 60, n. 320.
9
Krumbacher (18972) 766.
10
Schmid (1909) 1075; refuted by Poljakova (1969).
8
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from the seventh to the fifteenth

century.11 Evidence recently brought to the

fore indicates that H&H

the first of the Komnenian novels to be

was

written, and that H&H thus should be placed in the first part of the twelfth
century, ca. 1135.12
H&H is the Byzantine novel most widely copied, with 43 surviving
manuscripts ranging from the thirteenth to the sixteenth century.13 It has
also been

widely printed and translated.14 Despite the number of manu¬
scripts, one should not make too many assumptions about the novel's
popularity in its own time. The audience was probably small, limited to the
literary circle of its author and other intellectuals in Constantinople.15 The
majority of the manuscripts date from the Renaissance, which indicates that
the novel was highly appreciated during that period.16 Like the contempo¬
rary verse novels, H&H is written in the learned, Attic style, but with a
fairly simple syntax. Its simple prose with paratactic sentences and a rather
limited vocabulary has provoked derogatory criticism in both the nineteenth
and twentieth centuries.17

Motivation and

approach

The Komnenian novels

for

long time overlooked by research, in liter¬
ary history as well as classical philology. Indeed, the twelfth century on the
whole was considered a period of political, cultural, and economic decline, a
view which by now has been at least partly rejected.18 On the contrary, the
cultural and literary activity in the eleventh century and during the Kom11

were

a

The

dating of H&H and the internal sequence of the novels will be discussed in fur¬
16-19.
12
Agapitos (2000a).
13 For the
manuscript tradition, see Cataldi-Palau (1980).
14
There are translations in Italian (1550, 1566, 1994), French (1559, repr. 1582, 1625,
1828, 1991), German (1573, 1599, 1610, 1663, 1989), Dutch (1652), and Russian (1965);
on translations, editions and Nachleben, see Plepelits (1989) 76-79. An English transla¬
tion by Elizabeth Jeffreys is in course of preparation, as is a Swedish one by the present

ther detail below, pp.

author.
15

For a discussion on the number of manuscripts and their relation to the novel's
"popularity", see Beaton (19962) 52 and Agapitos (1998a) 126-127; see also Agapitos &
Smith (1992) 66-67. On the literary circles in 12th-century Constantinople, see p. 33
below.
16

Cataldi-Palau (1980) 112. See also Jeffreys (1998) 192 on the novel's success in
17th-century Europe and its influence on the development of the French novel.
17
See the comments on style in the critical notes of Hercher (1859) II, praef. xvi-xl;
Krumbacher (18972) 764-765; Rohde (19143) 561.
18
See e.g. Harvey (1989); Kazhdan & Franklin (1984) esp. 14-15 on Mango (1980);
Magdalino (1993).
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nenian

dynasty appears to have been lively and dynamic.19 In recent years,
increasing interest in the novel genre has resulted in a series of transla¬
tions, monographic studies, and articles,20 but so far there are no compre¬
hensive analyses of the separate novels. As for H&H we do have a number
of studies on specific aspects, but there is no thorough and full-scale study
of the literary structure of the novel, its position in the Byzantine context or
its relation to ancient literature. The right time for undertaking such a study
seems indeed now to be at hand, owing to the improved research situation
concerning the ancient Greek novels as well as the Komnenian period and its
literary production.
Two main aspects of H&H will be investigated here: firstly, the novel's
narrative structure and also its ekphrastic and poetic character; secondly, the
author's use of mimesis resulting in the novel's particular kind of dialogue
with Achilles Tatius' Leukippe & Kleitophon (hereafter L&K).21 The ancient
elements and their function in the new context of the Byzantine novel thus
hold a central position in my inquiry. A closer investigation of the specific
use of mimesis in H&H is needed in order to reach a deeper understanding
of
the nature and effect of the novel itself, and also to increase our knowledge
of the Byzantine mimetic tradition in general. It should be emphasised that
an apparent imitation of a text can result in something very different, and
my aim is to avoid the traditional model-imitation concept, which tends to
degrade the imitation.22 The ancient novel was read and appreciated in the
twelfth century, but the imitation of ancient literature was never quite as
static as used to be suggested. The new design of the novel during the
Komnenian period must be seen in connection with the literary audience's
expectations, and that is why we have to conduct any analysis "from with¬
in", with the cultural and literary context constantly in mind.23
an

19
20

On the cultural context of the 12th century, see further below, pp. 28-34.
For a detailed description of the state of research up to 1998, see Agapitos

(2000b).
April 1998, "Der Roman im Byzanz der Komnenenzeit", was
in itself a landmark in the history of scholarship of the Komnenian novel; the papers pre¬
sented at the conference are now edited by Agapitos & Reinsch (2000).
21
On my use of the term "mimesis", see below, p. 43.
22
See further below, pp. 23-24,43-44.
23
See e.g. Agapitos in Ljubarskij et al. (1998) 24-29, and see also pp. 36-39 below.
At the conference "Pour une 'nouvelle' histoire de la litterature Byzantine", held in
Nicosia in May 2000, the conduct of research "from within" was frequently discussed and
emphasised, which indicates the changing attitudes in the field; the papers of the conference
will appear in 2001 as Pour une "nouvelle" histoire de la littirature byzantine. Actes
d'une colloque international (Cahiers Pierre Belon, vol. 9), edited by P. A. Agapitos and
The conference in Berlin in

P. Odorico.

Research situation

15

In

spite of the apparent hotchpotch of older material and traditions,
a consistent text: it has a balanced structure and its literary elements
are coherent. The text also displays a wish to communicate with the audi¬
ence, particularly in its manifest use of quotations and stock material. It has
already been argued elsewhere that the novel is carefully devised and struc¬
tured; the question here is rather to what purpose. In my view, the only
way to reach such an understanding is to investigate the techniques used by
the author in constructing his narrative and establishing his relation to his
hypotext.

H&H is

Research situation

Byzantine literature, and the novels in particular, were for a long time ne¬
glected and despised by literary historians as well as by Byzantinists.24 The
view of Byzantium as a declining end of antiquity was reflected in the view
of its literature, apparent for example in the harsh judgements of H&H by
Wilhelm Schmid: "der Roman ist das unnatiirliche Produkt eines innerlich

kalten und rohen, mit widerwartiger Pretention griechische Kultur und
schen Geschmack heuchelnden Stumpers", a little later followed by

atti"der
Roman hat als eine Erscheinung des Kunstzerfalls nur pathologisches Interesse."25 The similar opinions of scholars like Erwin Rohde and Karl Krumbacher were long prevalent, and the Byzantine novels were considered even
more tedious and boring than their predecessors.26 As late as 1967 Ben
Edwin Perry, in his study of the origin of the ancient novels, refers to the
Komnenian novels

as

"slavish imitations of Achilles Tatius and Heliodorus

written in the twelfth century

by such miserable pedants as
Eugenianus,
trying to write romance in what they thought was the ancient manner." He
concludes: "of these no account need be taken."27 The picture of the Kom-

which

were

Eustathius Macrembolites, Theodorus Prodromus, and Nicetas

24

On the views of Byzantine

literature formed by socio-cultural and political factors in
Agapitos (1991) 3-10 and (1992); on the Byzantine novels
in particular, see id. (2000b) 1-3.
25
Schmid (1909) 1075 and 1077.
26
On H&H see Rohde (19143) 556-561, esp. 560-61; Krumbacher (18972) 764-765.
See also Huet (1670) 51-52 and Dunlop (1888) 77: "indeed, in this last and feeble exam¬
ple of Grecian fiction, we seldom meet with an incident of which we have not the prototype
in the romances of Heliodorus and Tatius." The ancient novels too were despised; see e.g.
Krumbacher, ibid. 764 on H&H as "eine vergrOberte und geschmacklose Imitation der
nicht sehr geschmackvollen Erz&hlung des Achilles Tatios von Leukippe und Klitophon".
the 18th and 19th

centuries,

see
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nenian novels

as

mechanical imitations of the ancient novels thus

persisted

for several hundred years.
Herbert Hunger's article on Komnenian literature and Alexander Kazhdan's study of Niketas Eugenianos, both published in the 1960s, opened for

interpretations of the Byzantine novels' literary aspects.28 In the same
Gigante made an investigation of Makrembolites' use of
ancient allusions, quotations, and topoi, a study which invited further in¬
vestigation of the novel's use of ancient material.29 When Margaret Alexiou's "reappraisal" was published in 1977, a positive view of H&H began to
be seriously considered. Alexiou's article has been very important for the
reception of the Byzantine novels, particularly for that of H&H. It has, of
course, been of great importance to my own study.
The scholarly work conducted in the last thirty years has concentrated
on two main aspects of the novel: the imagery of Eros, and the chronology
of and internal relations between the twelfth-century authors. These two
fields are, as we will see, closely connected. As a background to my own
acceptance of the date ca. 1135,1 will here give an account of the work done

new

decade Marcello

in this field.

The

recent datings of the novel range from the 1070s to the early thir¬
century.30 The traditional dating to ca. 118031 was first refuted by S.
V. Poljakova, who argued that Basilakes had been drawing on Makrem¬
bolites, and not the other way around, as had been argued earlier.32 She also
suggested an influence of H&H on the French Roman de la Rose (ca. 1230).33
more

teenth

27

Perry (1967) 103. Similar views are displayed in one of the most widely read text¬
Mango (19S0) 237: "it is true that the four specimens we possess are
unbelievably tedious, but we are not now concerned with their slender literary merit."
28
Hunger (1968); Kazhdan (1967); Alexiou (1977) 24.
29
Gigante (1960); Alexiou (1977) 24.
30 Cf. the
early datings referred to by Krumbacher (18972) 766, "vom 7. bis zum 12.
Jahrhundert", and the theory of Chatzis (1930), which places Makrembolites in the 15th
century; see above, p. 12, n. 8.
31 See
above, p. 12.
32
Poljakova (1969); cf. above, p. 12 and n. 10. Poljakova emphasised that conclusions

books of Byzantium,

regarding the chronological relation should be based exclusively on thematic and lexical
correspondences and differences. She went on to investigate by the same method the
relation between H&H and R&D (1971), and came to the conclusion that also Prodromos
(ca. 1100-1170) had drawn material from Makrembolites' novel and that H&H therefore
must be placed in the late 11th or early 12th century. I have read Poljakova (1969, 1971,
1976) and (1979) 89-124 in an unpublished Swedish translation; other references to
Russian scholarship can unfortunately not be given.
33
Poljakova (1976). In this article Poljakova argued that the common features of the
two texts regarding theme, composition and description, and the cultural impact of Byzan-
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Carolina

Cupane perceives the relation between East and West differently,
for an influence in the opposite direction: that Makrembolites' novel was influenced by Western erotic imagery.34 Cupane's analyses
are based primarily upon the imagery of Eros basileus, Eros the king (or the
emperor), in the novel, in which she sees a Western influence. She now dates

and she argues

H&H to

some

time after 1166.35

In contrast to the date

suggested by Cupane, Karl Plepelits has argued
early dating of H&H, the 1070s. His argument was based on an
identification of Makrembolites with John Doukas, brother of emperor Constantine X Doukas (1059-1067) and friend of Michael Psellos.36
Suzanne MacAlister placed the novel in the first part of the twelfth cen¬
tury. She proposed a circle of intellectuals working under Anna Komnene, a
for

a

very

circle where commentators of Aristotle

as

well

as

novelists like Makrem¬

bolites, Manasses and Prodromos might have participated.37 She also argued
for the internal sequence Makrembolites—Prodromos—Eugenianos.38
When Paul Magdalino's article on the imagery of Eros was published

it
finally be firmly placed in a mid-twelfth-century
context, more exactly in the early period of Manuel I Komnenos, ca. 1145—
1150.39 Magdalino's dating was combined with MacAlister's suggested inseemed that H&H could

tium

the Latin world in the first third of the 12th century,

supported the theory that the
by Makrembolites.
34
Cupane (1974, 2000); see also ead. (1978, 1987). Cupane (1974) did not argue that
Makrembolites was influenced by the Roman de la Rose, as indicated by Beaton (19962)
esp. 80-81 and Magdalino (1992) 198; the text she investigated alongside H&H was the
Fablel dou Dieu d'Amors, a French text of the late 12th or early 13th century. One may
add that no possible common source for H&H and the Roman has come down to us.
35
Cupane (2000) 54; cf. Cupane (1974).
36
Plepelits (1989) 1-6. The novel's addressee Charidoux is, according to Plepelits, the
"real" author, who upon decipherment of this pseudonym turns out to be a Doukas (-doux)
with the first name Johannes (chari-). Since H&H according to Plepelits depicts in a bio¬
graphical spirit "an earthly man's way to a monastic quest", he places the terminus post
quern of the novel at the monastic consecration of John Doukas, probably a few years after
the accession to the throne of Michael VII in 1071. Plepelits' interpretation has not met
with much sympathy; see e.g. the review by Cupane (1992).
37 MacAlister
(1990, 1996); see also ead. (1994a, 1994b).
38 MacAlister
(1991); cf. Poljakova (1971).
39
Magdalino (1992); on Manuel I, see also id. (1993). As the title of his article sug¬
gests ("Eros the King and the King of Amours"), Magdalino's analysis is based on the
same aspect of the novel as is Cupane's, namely the imagery of Eros. Magdalino persua¬
sively showed how the representation of Eros basileus together with the eroticism of H&H
reflects the image of the βασιλεύς Ερώτων, the young Manuel I Komnenos (1 143-1180),
who apparently enjoyed being represented as an amorous emperor, at least during the first
years of his reign·
on

author of the Roman had been influenced
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ternal sequence

by Panagiotis Agapitos, adding Manasses in the end.40

However, the recent rediscovery of "new" evidence indicates that H&H af¬
ter all was written in the first part of the twelfth century.
It was Elizabeth Jeffreys who in two articles first brought our attention

dedicatory poem in one of the manuscripts of Prodromos' R&D (Pala43).41 In the dedication, "Theodoros, the son of Prodromos"
presents a copy of R&D, illustrated by himself, to the ceasar. In the second
of her two articles, Jeffreys drew three main conclusions: (a) the dedicatee
of the poem is Nikephoros Bryennios, who was caesar from 1108/1111 to
1138; (b) the illustrator mentioned in the poem is most likely Prodromos
himself; (c) the poem was part of a dedicatory frontispiece illustrated by the
author himself and presented to his patron Bryennios. Accordingly R&D
to a

tinus graecus

must be dated to before 1138.

The poem

has recently been reedited and discussed by Agapitos, who ar¬
the poem is not an actual illumination;
novel of Makrembolites, by using the
painter/painting imagery that is well developed in H&H.42 This hypothesis
can be combined with Hunger's recently proposed biography, which identi¬
fies the author of H&H with the imperial dignitary Eumathios Makrem¬
bolites who became eparchos of Constantinople twice, and signed the acts
of the 1166 synod as protoasekretis 43 Makrembolites could have written
the novel while he was a notary at a young age, ca. 1130—1135, before
starting his career in the imperial administration.44 If we accept the hypo¬
theses of Hunger and Agapitos, H&H was the first of the Komnenian novels
gues that the illustration mentioned in
instead it is a way of referring to the

to be written.

Although the conclusions of Hunger and Agapitos seem convincing, it is
probable that the last word has not yet been said about the dating of the
novels. We must bear in mind that the field is comparatively new and still
40

Agapitos (1998a) 148. The fragmentary novel of Manasses

was

left out of Mac-

Alister's discussion.
41

Jeffreys (1998,2000).
Agapitos (2000a). On the artistic imagery in H&H, see below, esp. pp. 130-135.
43
Hunger (1998) esp. 4-8; Agapitos (2000a) 184-185. A funerary epigram was dedi¬
cated to this person by Theodoros Balsamon (epigr. 13): ei? τον τάφον τον σεβαστού
κυροϋ Έ,νμαθίον του Μακρεμβολίτου, see Homa (1903) 182-183 (text) and 206-209
(commentary). Cf. the letter by Theodoros Balsamon that was used to date H&H\ Krumbacher (18972) 766 and above, p. 12. A number of lead seals that can be ascribed to the
same person, and that are datable to the second half of the twelfth century, survive; see
Hunger, ibid.
44
Cf. the title in manuscript G (Cod. Barb. gr. 29) f. 3r: ποίημα Ένμαθίου νωταρίου
42

τον

Μακρεμβολίτου των καθ' 'Ύσμίνην καϊ 'Ύσμινίαν; Agapitos (2000a) 184-185.
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the Komnenian novels in Berlin in

1998,45 and the number of papers on the Byzantine novels at the Inter¬
national Conference of the Ancient Novel in
the interest in the Komnenian novels is

generally neglected

or

Groningen 2000,46 showed that
growing, and that they are no longer

despised.

Achilles Tatius and the

sophistic novel

Since the first International Conference

on

the Ancient Novel in 1976

growing interest in the ancient Greek novel, and
a number of studies on different aspects have appeared.48 We now know of
a number of texts belonging to the novelistic tradition,49 but traditionally we
speak of five ancient Greek novels: Chariton's Chaereas & Kallirhoe, Xenophon of Ephesos' Ephesiaka, Achilles Tatius' Leukippe & Kleitophon,
Longus' Daphnis & Chloe, and Heliodoros' Aithiopika. These five novels
are usually divided into so-called non- or pre-sophistic and sophistic novels;
Chariton and Xenophon belong to the first group, Tatius, Longus and Helio¬
doros to the second. The term "sophistic" derives from the intellectual
movement in the Roman Empire known as the Second Sophistic, and does
not imply any particular degree of sophistication apart from the distinct
stylistic characteristics of the period. We will here concentrate on the so¬
phistic novels, since they were the Byzantines' primary models. We should,
however, note that the dialogue between Tatius and the non-sophistic kind

(ICAN l),47

we

have

seen a

of novel is similar to that between Makrembolites and Tatius. That

borrowing of certain elements that

45

See

are

reused in

a new context,

is, the
along with

Agapitos & Reinsch (2000).
of the papers presented at the conference, see Zimmermann, Panayotakis
& Keulen (2000); the proceedings of the conference are expected to appear in 2002.
47
See Reardon (1977).
48
There is a still growing number of good studies on the ancient novel; see e.g. the
general studies by Billault (1991), Bowie (1985), Fusillo (1991), Hdgg (1983), Holzberg
(1986), Konstan (1994), Perry (1967), and Reardon (1971, 1991). See also the bibliogra¬
phy in Schmeling (1996). There is an on-line bibliography on the ancient novels and re¬
lated genres, continuously supplemented with new works and managed by Jean Alvarez
and the Petronian Society, at
http://www.chss.montclair.edu/classics/petron/PSNBIB/FMBIB.HTML.
49
See e.g. the narratives translated in Reardon (1989), including several fragments of
lost novels. For the fragments, see Stephens & Winkler (1995). See also the texts dis¬
cussed in Morgan & Stoneman (1994), Tatum (1994), and Schmeling (1996).
46 For abstracts
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intertextual links to other literature, is characteristic of both Tatius and
Makrembolites.50
The Second

Sophistic movement (roughly the first to the fourth centuries
A.D., at its first height in the second)51 received its name already in its own
time, when Flavius Philostratus described it in the first book of his Lives of
the Sophists.52 The Lives consist of a number of short biographical sketches,
presenting not only the main characters involved, but also the centres of the
sophistic art and stylistic trends. The title "sophist" was officially given to
professional, often travelling, teachers of rhetoric since the reign of Nero, a
period that marked a beginning of a philhellenic attitude on the part of the
Roman government. The national revival triggered by Nero's Greek tour and
his declaration of liberty for the Greek states (A.D. 67) led to a flowering of
cultural activity in the cultural and economic centres of western Anatolia.
Even though the period may be best known for its rhetoric and the sophists,
who came to enjoy an especially high social prestige in the second century
A.D.,53 it should be remembered that the cultural movement included the
whole field of paideia

(perhaps best translated as "culture" rather than edu¬
cation), that is, also philosophy, music, sculpture, architecture, and athlet¬
ics.54
It

is, however, the rhetorical field that is most interesting to

us.

A Second

Sophistic implies

a First Sophistic, represented by the rhetors of the fifth
and fourth centuries B.C. In their dialogue with the ideal authors of the past,
such as Thucydides, Plato, and Demosthenes, the writers of the Second
50

For

Tatius,
51

an

analysis of the different "voices" in the ancient novels,

see

Fusillo (1991);

on

esp. pp. 97-107.
On the Second Sophistic

Bartsch

see

in general, see Bowersock (1969) and Anderson (1993).
(1989) sets Tatius and Heliodoros against sophistic practice; see also Anderson

(1990).
52

Philostratus treats both the older (starting with Gorgias of Leontini) and the newer
sophists. He describes the Second Sophistic as η δε μετ' εκείνην [σοφιστική], ην ουχί
vlav, αρχαία yap, bevrepav δε μάλλον ττροσρητίον, "the sophistic that followed it [sc.
the old], which we must not call 'new,' for it is old, but rather 'second'" (Lives, 1.481).
Cf. Bowersock (1969) 9, who argues that the movement was indeed a distinctive growth of
the high empire; "it would not have been a senseless man to call it new." The Lives were
written some time before 238 AD. There is still some confusion as regards the Philostrati;
Flavius wrote the Lives and the Vita Apollonii, and it seems that his son-in-law Lemnius
("the Elder") is the author of the first Imagines, and the grandson of this man ("the
Younger") is the author of the second Imagines. For a more detailed discussion, see
Anderson (1986) 291-296 (appendix 1); on Flavius and his work, see Dihle (1994) 340346. One may note the novel-like features of Flavius' Vita Apollonii·, see Bowie (1994b)
andHagg(1983)115-116.
53
Dihle (1994) 340.
54
Anderson (1993) 8-9.
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Sophistic adopted not only the themes, but also the language: the period is
marked by a strong Atticism, which was also a reaction against the so-called
Asianism, a florid style of oratory developed in the period after Demo¬
sthenes.55 In their search for the ideal form and style, the rhetoricians wrote
handbooks which

were

besides the manuals

on

called progymnasmata

to become

correct

models for

more

than

a

thousand years:

Attic, the collections of rhetorical exercises

(προγνμνάσματα).

Four collections of these

"preliminary exercises" have come down to us:
by Theon, Hermogenes, Aphthonios, and Nikolaos, dating from the
first to the fifth century.56 The handbooks describe fifteen different exer¬
cises of which ekphrasis (εκφρασις; description) and ethopoeia (ηθοποιία·,
character study) are the most well-known.57 The exercises were practised in
schools to prepare the students for rudimentary skills in composition. The
handbooks served as guidelines regarding content and procedure, suggesting
order and proper topics. It was by exercising different kinds of discourse
and style from the beginning of his education that a writer gained his skill,
and this is probably also how our novelists refined the art of storytelling.58
The "acute self-awareness, unrepentant artificiality, the pursuit of stylistic
effect" that John Morgan describes as markers of the movement certainly
apply to the three sophistic novels.59
In the context of this study, the importance of the Second Sophistic for
the Byzantine period must be emphasised. It is the cultural and literary—

those

and also the economic—link between the Classical and Hellenistic world and

the

Byzantine empire.60 That link made possible the transmission of the
heritage to Byzantium. There are also similarities between the Hel¬
lenism of the Second Sophistic and the cultural revival of the Komnenian
period: above all the fruitful dialogue with the Greek literary heritage, which

ancient

55
56

Ibid. 86-100.
On the

Clark (1957) 179-180, but cf. Kennedy (1983) 56-60. There is
examples by Libanios from the 4th century, but it contains no
theoretical discussion and is therefore usually not seen as a handbook.
57
The others are: myth (μύθος), narration (διήγημα), ethical maxim (χρεία), maxim
(γνώμη), constructive reasoning and refutation (κατασκευή και ανασκευή), commonplace
(κοινός τόπος), encomium and invective (εγκώμιον και ψόγος), comparison (σνγκρισις),
thesis (θεσις), proposal of a law (νόμου εισφορά), and dramatisation of character (προσωποποιια); English terms according to Bartsch (1989) 8, n. 6. On progymnasmata from a
strictly rhetorical perspective, see Cizek (1994) 227-319.
58 On
progymnasmata, sophists and the novels, see Bowie (1982); Bartsch (1989) esp.
14-15; Anderson (1993) esp. 156-170; Dihle (1994) 131-134, 236-240.
59
Morgan & Stoneman (1994) 5.
60 Millan
(1964) 174.
also

a

dating,

collection of

see
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resulted in the

sophistic and the Komnenian novels.61 The reason for the
The rhetorical ex¬
ercises, for example, continued to be used in the schools of the Hellenic East
through the Byzantine period.62
similarities in the two cultures is the educational system.

The audience of the ancient novel has been

widely discussed. While the
suggested that the audience con¬
sisted mainly of women and perhaps other uneducated people.63 Now that
our knowledge of the texts has improved we are able to evaluate them differ¬
ently, and there are several articles on the subject.64 Since our main interest
here lies in the sophistic novels, we will look only at their readership, actual
and intended.65 There is no evidence of the reading of the novels in their own
time apart from the papyri that have come down to us. We have six papyri
of L&K, two of the second century and four of the third, and one of the
Aithiopika, of the sixth century.66 The papyri do not differ in quality from
those of more "learned" literature, and there is thus no reason to suspect a
novels

were

still held in low esteem it

was

lower status of the novels.67 We also know of
the fifth century, the learned poet
shows an influence from L&K.6%

a

reader of Tabus' novel in

Musaeus, whose Hero and Leander

It is harder to say something about the intended audience, which has to
be reconstructed on the basis of the texts themselves. Considering the intri¬
cate

61

intertextuality and Attic style of the sophistic novels,
Cf. pp.

one must assume

19-20 above on the relation between the non-sophistic and sophistic novel,
similarity to the relation sophistic-Komnenian novel.
62
See e.g. Kennedy (1980) 163-164. For the development of education and rhetoric
from the Second Sophistic to the 12th century, see Hunger (1978) I, 92-120; Kennedy
(1983). Aphthonios became the main model for the Byzantines: his book followed closely
that of Hermogenes, but also included examples; Kustas (1973) 22-23.
63 For a
possible female reader of Antonius Diogenes' The wonders beyond Thule, see
Bowie (1994a); on a female readership of the novels with references to earlier works, see
HSgg (1994) 55.
64
See e.g. HSgg (1983) 90-101 and (1994); Bowie (1994a, 1996); Stephens (1994).
65
On the readership of the non-sophistic novel, see HSgg (1994); Bowie (1994a) and
(1996) 95-102.
66
Stephens (1994) 410. While the papyrus evidence of the Aithiopika is meagre, the au¬
thor and his novel are mentioned in literary sources, by Socrates Scholasticus and
Theodorus Priscianus in the 5th century; for references, see Bowie (1996) 94-95.
67
Stephens (1994) 412-414; Bowie (1996) 93.
68
See e.g. Hero and Leander 55-57 (cf. L&K 1.4.2) and 92-98 (cf. L&K 1.4.4). On
the relation between Tatius and Musaeus, see Orsini (1968) xvi-xvii; Bowie (1996) 95, n.
24. It should be added that some of Musaeus' adaptations may derive indirectly from
Nonnus, who also drew material from L&K. The dating of Musaeus' poem to ca. 470 is
and its

uncertain.
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good enough education to be able to understand both
highbrow language and all the literary allusions and puns. That does not,
on the other hand, exclude the possibility of less educated readers, who
may
have appreciated the novels on other levels.69
a

the

L&K

be dated to the second half of the second century,

and it is
probable that the author was a native of Alexandria.70 This places the novel
firmly in the very centre of the Second Sophistic movement, both chrono¬
logically and geographically. The dating has, however, been subject to many
questions and speculations throughout the years, and for a long time the
novel was considered to be an imitation of that of Heliodoros. This opinion
goes all the way back to the Byzantine era, when the polymath Michael
Psellos wrote his comparison of Tatius and Heliodoros, often referred to as
De Chariclea et Leucippe iudicium.71 Psellos writes that to 6e κατά Αευκίππην βιβλίον οίμαι προς μίμημα ϊκζίνης άποξεσθήναι, "in my opinion
Leucippe's book was crafted in imitation of Chariclea."72 Modern scholars
shared this opinion, and Tatius was dated to the fourth, the fifth, or even
the sixth century until, in the beginning of the twentieth century, a secondcentury papyrus finding brought forth new evidence.73 L&K has, probably
to a certain degree owing to the idea that Tatius imitated Heliodoros, met
with less sympathy than the Aithiopika. Along with the renewed interest in
the genre Tatius has, however, been re-evaluated and his reputation has been
can now

somewhat restored.
The criticism of both L&K and H&H
tasteless

pieces of rhetoric

can

as

slavish imitations and bad,

be traced back to the idea that imitations

are

69

HSgg (1994) esp. 53-54 and Bowie (1996) 105.
On the dating of L&K, see Plepelits (1996) 388-391. The only information that we
have on the author derives from Byzantine sources, mainly the 1 Oth-century Suda, A 4695
(there by the name Achilleus Statios). A biographical item unanimously transmitted by
both manuscripts and Byzantine testimonia is, however, that he was from Alexandria. For
an English translation of the passage in the Suda, and a discussion on the variation StatiosTatios in the MSS, see Plepelits, ibid. 387. One may note the number of papyri of L&K,
which could indicate a popularity due to the setting of the novel in the native city of the
author; Bowie (1996) 93.
70

71

The full title is Tt? ή διάκρισις των συγγραμμάτων, ων τω μεν Χαρίκλεια, τω δε
Λευκίππη ΰποθεσεα καθεστήκατον; "What is the difference between the novels which
deal with Charikleia and Leukippe?" The latest edition with an English translation and
commentary is Dyck (1986): 90-99 (text), 100-118 (commentary). Here the essay will be

referred to

the

Synkrisis.
Synkrisis 66; English translation in Dyck (1986) 95.
73
For references, see Dyck (1986) 87, 112; Plepelits (1996) 388-390 and 391-394
the history of the text.
as

72

on
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always bad. This relatively modern view74 may be seen in contrast to the
comparison of Tatius and Heliodoros made by Psellos. To the Byzantines
imitation of antiquity was something natural, and even if Psellos saw the
Aithiopika as a model for L&K, that did not necessarily entail that the latter
was less good; just different. The passage quoted above (Synkrisis 66) is
well known, whereas the following passage is often passed over in silence:
αλλ'

πάντα 6

ζωγράφος {λόγος} τά εν τή άρχετύπω γραφή προς τον
χαρακτήρα μετήνεγκεν, άλλα των μεν άλλων άπολελειπται, γλυ¬
κύτερος δέ εκείνον την φράσιν εστί, "the painter did not in all respects
ov

ϊδων

succeed in

transferring the elements present in his model to his own style;
though eclipsed in other respects, his diction is sweeter than his prede¬
cessor's,"75 followed by a discussion of Tatius' style. Psellos brings to the
fore the similarities and differences of the two authors, and his opinion that
L&K is an imitation is not a pejorative judgement.76 Psellos judged the
chronology of the two novels in literary, not historical, time, which is why
his approach differs completely from that of subsequent scholars with their
"the later, the worse" attitude, apparent for example in the concept that
Byzantine literature was imitative and therefore necessarily boring.77 A dif¬
ferent view prevailed during the Renaissance and the Baroque, when both
L&K and H&H enjoyed a great popularity resulting in the production of
manuscripts, editions, and several more or less reworked translations in the
but

sixteenth and seventeenth centuries.78
74

The high value placed on the original—the model—in contrast to the low value of
unoriginal—the influenced—can be traced back to the mid-18th-century interest in orig¬
inality and genius; for a discussion of this tendency then and now, see Clayton & Rothstein (1991) 4-5, 12-13.
75
Psellos, Synkrisis 67-69.
76
See especially Psellos, Synkrisis 11-13: αλλ' εκάτεροι> των συγγραμμάτων και
ήττάσθαι θατίρου και νικάν ίκύνο τταρά μίρος κίκρινα· κρατύν μίντοι ye τω πλείοιη
μίρζι. τό της Χαρίκλεια?, "each novel defeats the other and is defeated in its turn.
However, Charikleia's novel is victorious to a greater degree." Cf. also Photios' Bibliotheke, cod. 87: πολλην δε όμοώτητα ev τή δίασκίυή και πλάσει των διηγημάτων κτλ,
"in the arrangement and structure of the plot it [sc. L&K] is very similar [sc. to Aith.]
etc." On the resemblance of Tatius and Heliodoros as expressed by Photios, see Agapitos
(1998a) 131.
77
Cf. below, pp. 43-44.
78
See above, p. 13, n. 14. Most remarkable of the "Tatian" successors is a Spanish
imitation of L&K by the name La historia de los amores de Clareo y Florisea y de los
trabajos de la sin ventura Isea\ see Futre Pinheiro (1996) 797-798. On H&H and its
influence on the French romance, see Jeffreys (1980). Heliodoros, owing to his strong
position during the Renaissance as a stylistic model, has a long series of imitations and
adaptations in the 16th and 17th centuries; see e.g. Bertoni & Fusillo (1998). On the
changed view of Heliodoros in the mid-18th century, see Doody (1994). See also Doody
the
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Byzantium

considered to have written his

Aithiopika in the late

fourth century, which makes it the last ancient Greek novel known to us.79
There is then a break of about 800 years until, in the mid-twelfth century, a
group of intellectuals in Constantinople take up the practice of writing
novels. The break may not, however, be as drastic as it first seems, since the
narrative tradition was continued in the form of, for example, apocryphal
Acts and Saints' Lives.

Many of the Christian writings share motifs with
emphasis on travel, ordeals and trials.80 We also have a parch¬
ment finding showing that the novels were still being copied (and thus prob¬
ably read and appreciated) in Egypt as late as the early seventh century.81 In
the same century, quotations from L&K and the Aithiopika appear in a
sermon of Maximos the Confessor.82 To the testimonia of this early period
we can now also add the essay on the Aithiopika by Philip the Philosopher,
probably written in fifth-century Constantinople.83
the novel: the

(1996), which aims to prove that the novel is an ancient genre which must be taken into
account in modern criticism, and follows the Nachleben of the ancient novel until the rise
of realism. Unfortunately Doody's interest in the Byzantine novels is slight, which results
in an indiscriminate treatment of the Komnenian and Palaiologan novels in a lump in just
a few pages (pp. 176-178). Apart from being too short and thus superficial, the passage
also includes some blunders: H&H is, for example, mentioned as one of the "verse
fictions" of the 12th century; ibid. 177. For an approach similar to that of Doody, see
Tonnet (1996), who treats the learned novels in pp. 28-30. For both Doody and Tonnet,
see the review by Beaton (1997) 237-245.
79
On the dating of the Aithiopika, see Morgan (1996) 417-418. On the reception of
Heliodoros' novel in Byzantium, see Agapitos (1998a).
80
See Beck (1977) 61-62; Hdgg (1983) 154-165; MacAlister (1996) 84-114. On the
Gospels and Acts, see Pervo (1994, 1996); on Saints' Lives, see Perkins (1994a, 1994b).
On historiography, another "narrative bridge," see Rouech6 (1988). On the interim period
in general, see MacAlister (1996) 84-114.
81
The so-called codex Thebanus deperditus, the lost codex of Thebes, which was found
by Wilcken in 1898; Wilcken (1901). The unlucky circumstances concerning this finding
are also described by Hdgg (1983) 228-229. The manuscript was a palimpsest containing,
under a Coptic sermon, the novel of Chariton and fragments of a lost novel, the so-called
Chione, translated in Reardon (1989) 824-825. On the codex and a possible attribution of
Chione to Chariton, see Reardon (1996) 314-315. On novel papyri, see Stephens (1996)
and Stephens & Winkler (1995).
82 Maximos the
Confessor, Serm. 3 (PG 91.744), cf. Aith. 4.4.4 and L&K 1.5.6 (on the
force of love); MacAlister (1996) 110, n. 39.
83
And not, as argued earlier, in 11th-century Southern Italy; see Acconcia Longo
(1991a); cf. Conca (1994a) 14, who considers it a late text; Agapitos (1998a) 128, n. 21.
Text in Colonna (1938) 365-370.
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In the ninth century

the patriarch Photios included readings of Heliocompliments Tatius
pleasant style which is a feast for the ear, but he censures

doros and Achilles Tatius in his Bibliotheke.u Photios
on

his clear and

his shamelessness.

άφοριστικαί τε και σαφείς και το ήδυ φέρουσα ι αί πλεΐσται περίοδοι και την
άκοήν τώ ηχώ λεαίνουσαι. άλλα το ye Κίαν ΰπέραισχρον και άκάθαρτον των
εννοιών και την του γεγραφότος φαυλίζει γνώμην iν ττάσι και σπουδήν και
τοις άναγινώσκειν έθέλουσι κατάτττυστον την άνάγνωσιν ποιείται και φευκτήν. (Bibl. cod. 87)
Most of the

periods are concise, clear and pleasant, and their sound seduces the ear.
indecency and impurity of the ideas tarnishes the intention and efforts
author throughout. This leads the intending reader to reject and abhor the

But the great
of the

text.85
Photios

prefers the more solemn and chaste Heliodoros, but
similarities between the two novels (Bibl. cod. 87). A

he also points
defence of the
same indecency that Photios censures is expressed in a poem included in the
Greek Anthology. In the title it is attributed to either Photios or Leo the
Philosopher;86 the latter is more probable considering the opinions of Pho¬
tios expressed in the Bibliotheke.
to the

"Ερωτά 7τικρόν άλλα σώφρονα βίον
ό Κλειτοφώντος ώσπερ εμφαίνει λόγοςό Αευκίππης δέ σωφρονέστατος βίος
άπαντας έζίστησι, πώς τετυμμένη
κεκαρμένη τε και κατηχρειωμένη,
το δη μέγιστου, τρις θανοϋσ' έκαρτέρει.
εϊπερ δέ καϊ συ σωφρονεΐν θέλεις, φίλος,
μη την πάρεργου της γραφής σκόπει θέαν,
την του λόγου δέ πρώτα συνδρομήν μάθε·
νυμφοστολεί γαρ τους ποθοϋντας έμφρόνως.
The acid taste of love combined with

chastity
pictured in the tale of Kleitophon.
Chaster still the all-astounding heroine:
is

84

Photios, Bibl. cod. 87 (Achilles Tatius) and 73 (Heliodoros). Photios also read Iam(cod. 94) and Antonius Diogenes (cod. 166).

blichos
85

English translation in Wilson (1994) 93-94. Similar views

are

expressed in Bibl.

cod. 94.
86

Anth. 9.203: Φωτίου

πατριάρχου Κωνσταντ.

εις την

βίβλου Αευκίππης· άλλοι

δέ φασιν Αέοντος του φιλοσόφου, "Photios patriarch of Constantinople on Leukippe's
book; but some say it is Leo the Philosopher." Leo the Philosopher, or Leo the Mathema¬
tician, was a contemporary and friend of Photios. On his life and work, see Wilson (19962)
79-84; on the poem and the attribution, see Gartner (1969) 55, n. 25.

The ancient novel in

Byzantium

27

Leukippe beaten, shaved, and much abused.
But, most astounding!—she endured three executions.
And if you too, my friend, are so inclined to chastity,
Ignore the incidental glitter of his style
And fix your mind upon the termination of the tale
which joins these lusty saints in whole wedlock.87
The poem

is significant for the view of the reception of L&K, since it is the
only defence of Tatius' novel that has come down to us, in contrast to the
proportionately many praises of the Aithiopika.u
In the tenth century we find Tatius' novelistic heroes curiously inte¬
grated into a Christian context, the Life and Martyrdom of Saints Galaktion
and Episteme in the Metaphrastes collection. Kleitophon, living in the
Phoenician town of Emesa, is a rich and intelligent man, married to the ex¬
ceptionally beautiful Leukippe, whose only flaw is that she is infertile. Leu¬
kippe meets a monk who baptises her, she becomes pregnant and gives birth
to the "protagonist" Galaktion, who eventually meets and converts the
"heroine" Episteme.89
As already mentioned, Psellos in the eleventh century held approxi¬
mately the same view as Photios, although he devoted a fuller analysis to
investigating the matter in his Synkrisis.90 Psellos gives an important indica¬
tion of the novels' status in the Middle Byzantine period, saying that many
men, even among those who are highly educated, discuss which of the two
novels to prefer.91 The essay on Tatius and Heliodoros is highly significant
to us, since it offers literary criticism on the ancient novel and thus gives us
a partial view of the literary perception of the ancient novels in the Middle
Byzantine period.92
87

English translation by Winkler in Reardon (1989) 174.
Dyck (1986) 82 suggests that the attribution to Photios may have been intended to
protect the novel against ecclesiastical disapproval. Cf. the identification of Tatius and
Heliodoros as Christian bishops; see below, p. 31.
89
Vilborg (1955) lxxiii; MacAlister (1996) 110-111. In another Life in the collection,
the Life of Saint Xenophon, passages describing a storm at sea have been drawn from
L&K: PG 114.1024, cf. L&K 3.5.4, PG 114.1021, cf. L&K 3.3.1; MacAlister, ibid. 110,
n. 40. Cf. also the anonymous life of the fictitious saint Leo of Catania, in which Helio¬
doros is an evil magician; see Acconcia Longo (1991b) and also Agapitos (1998a) 128, n.
88

22.
90

See above, pp.

91

Psellos, Synkrisis 1-2; πολλούς

τούνταs

περι των

23-24.

οίδα και των άγαν πεπαιδευμένων αμφισβη¬
δύο τούτων ερωτικών συγγραμμάτων, "I know that even many well-

educated persons are in dispute concerning these two romantic novels."
92 There
is no model for criticism of the novel in antiquity, but
Bibliotheke. See

Dyck (1986) 81-82

on

Photios and 83-85

on

cf. Photios in the
Psellos. Dyck, ibid. 83, ar-
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There

frequent literary reminiscences of Tatius in the twelfth cen¬
tury, not only in the novels93 but also in the poems of the so-called Manganeios Prodromos94 and in the Grottaferrata version of the Digenes Akritas.95 L&K is also commented upon by Gregory of Corinth and by John
Phokas.96 Eustathios of Thessalonike alludes to Tatius, but without men¬
tioning his name.97 In a twelfth-century Life by Nikolaos Kataskepenos, the
Life of Saint Cyril Phileotes, there are quotations from L&K and also from
the Aithiopika." By this time the hagiographic genre is declining (since the
eleventh century), but one of the few Lives of the twelfth century is written
by Prodromos, the author of R&D99 It is in this century that the Byzantine
"revival" of the ancient novel takes place.
are

What caused the revival of such

a genre in the twelfth century? We need to
look into the intellectual and cultural environment in more detail. The liter¬

and cultural activities of the eleventh century had initiated a new human¬
ism, with its interest in philosophy and academic study of law and medi-

ary

that Psellos' essay is a defence of Heliodoros in response to an attack from certain,
perhaps ecclesiastical, circles; on criticism and evaluation of the Synkrisis, see ibid. pp.
87-88. Cf. Agapitos (1998a) 133: "his essays are per se of little relevance for the study of
the ancient novel. They are, however, of extreme importance as witnesses to what literary
potential an eleventh-century Byzantine reader saw in these texts and what consequences
such a reader-response might have on contemporary and subsequent literary production."
On Psellos' essay and its four main points, see ibid. 133-137.
93
See below, pp. 35-36.
94
Especially in poem 45, Ets τον έρωτα; Jeffreys (1980) 478-479; see also below, p.
208 and n. 210. Manganeios Prodromos also mentions L&K in a poem concerning
Sebastokratorissa Irene {Marc. gr. XI, 22, f. 64r); ibid. 479, n. 101. On Manganeios
Prodromos and the Komnenian novel, see now Cupane (2000) esp. 35-39. For a possible
biography and the dating, see Kazhdan & Franklin (1984) 87-93; cf. Magdalino (1993)
gues

494-500 with

a

list of the poems.

95

Mavrogordato (1956) 265. For the dating of the compilation of Digenes Akritas to the
or 12th century, see Kazhdan & Epstein (1985) 11; on Digenes Akritas as a "protoromance", see Beaton (19962) 30-51. On the complex manuscript situation, see Trapp
11th

(1971)11-47.
96
Dyck (1986) 86 and nn. 32-33; see also Wilson (19962) 185-187 and MacAlister
(1996) 111-112. Gregory's opinions are critical and close to those of Psellos; cf. e.g.
Synkrisis 91-92. Phokas praises the opening ekphrasis of Tatius.
97
Eustathios of Thessalonike, Comm. ad Horn. Od. on Od. 14.350; Dyck (1986) 86.
Tatius is by Eustathios referred to as 6 τα ερωτικά τταίξας "Αλέξανδρους ρητωρ. For
Byzantine testimonia after the 12th century, see Dyck (1986) 86 and n. 36.
98
Vit. Cyr. Phil. 10.2, cf. L&K 1.9.4 (on wounds of love); Vit. Cyr. Phil. 2.6, cf.
Aith. 4.4.4 and L&K 1.5.6 (on the force of love; cf. also Maximos the Confessor, Serm. 3,
PG 91.744); MacAlister (1997) 110, nn. 41-42. On Kataskepenos, see Sargologos (1964)
13-15. See also below, p. 104, n. 206; p. 204 and n. 186.
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cine.100 The twelfth century saw a continued, or even enhanced interest in
classical literature, with commentaries being written on the tragedians and
other

major authors, and also attempts to work within the classical genres.
Antiquity had provided Byzantium with models and material throughout
the Byzantine period, but in the Komnenian period ancient literature seems
to have been rediscovered from new perspectives; there was a change of atti¬
tude towards ancient literature, an inclination towards assimilation and re¬
flection.101 For

example, in the commentaries on Homer by Eustathios of
interpretations of ancient texts from a con¬
temporary perspective were now undertaken, "more profound and varied
than earlier."102 Both Eustathios and Tzetzes also commented upon the
tragedians and Aristophanes.103 In the same century Aristotle was subjected
to exegesis for the first time since late antiquity.104
There was also an element of literary innovation in the form of experi¬
mentation with ancient genres and styles. A conspicuous example is the
Timarion, an anonymous text which can be dated with some certainty to the
early twelfth century, thanks to internal evidence; the authorship is still un¬
der debate.105 There is an apparent model for the Timarion in Lucian's
Dialogues of the dead, but the text is in fact a generic mixture of at least two
genres: the main narrative is described by one narrator as a "monologic dia¬
logue" with roots in the philosophical dialogue, whereas the motif, the de¬
scent to the underworld, has a narrative background in Homer.106 Other ex¬
amples of innovative literature of the twelfth century are the so-called
Thessalonike and John Tzetzes,

99

(1974) 45; Beck (1977) 63; Beaton (19962) 31.
the two major studies on the 11th and 12th centuries by Kazhdan &
Franklin (1984) and Kazhdan & Epstein (1985). See also Macrides & Magdalino (1992)
118 and Magdalino (1993) 332-334. On the "revival of pagan philosophy", see Beaton
(19962) 54; cf. Agapitos & Smith (1992) 35.
101
Kazhdan & Epstein (1985) 136-138; Macrides & Magdalino (1992) 139-156; cf.
Mango (1980) 241,254-255.
102 Kazhdan
& Epstein (1985) 134. On Eustathios and Tzetzes, see Wilson (19962)
HOrandner

100

See e.g.

190-204.
103

See Kazhdan &

Epstein (1985) 135 and

who had been transcribed in the 9th century,

nn. 38-39. Cf. the renewed interest in Plato,
but studied first in the 11 th century by Psel-

los; ibid. 136.
104 Ibid.
135-136; MacAlister (1990) and (1996) 158-161.
105

The Timarion has been attributed to Prodromos

by Hunger (1978) II, 154; to
by Romano (1974) 30-31; to Michael Italikos or simply to "Timarion
himself' by Baldwin (1984) 28-37. Cf. Alexiou (1982/83) 30. On the text as a criticism of
Byzantine society, see Kazhdan & Epstein (1985) 139-140; on its literary subversion, see
Alexiou, ibid.
106
Qn generic mixture, mixis, in Byzantine literature, see Agapitos (1998b); in ancient
poetry, see Cairns (1972) esp. 158-176 on mixture as "inclusion".
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Ptochoprodromika,107 the Katomyomachia by Prodromos, the Christos Paschon,m and the progymnasmata of Nikephoros Basilakes.109 The powers of
Eros and Tyche were subject to discussion,110 and there was an interest in
questions related to marriage in secular and canon law from the eleventh
century onwards.111 The interest in love, destiny and emotion may be seen
in relation to one of the new developments in the eleventh and twelfth
centuries: the introduction of individual emotions into literary texts.112 An
example is the personal emotions that come to the fore in the works of
Prodromos.113 The powers of the individual and his active role in his own
life are stressed in historical works such as the Hyle Historias and Anna
Komnene's Alexiad.114 This cultural innovation and "originality" must,
however, be seen against the background of the Komnenian dynasty.
Robert Browning's article on enlightenment and repression in the Middle
Byzantine period (1975) underlined the control of thought that the Kom¬
nenian dynasty exercised. According to Browning, there was an active effort
to turn young minds away from critical attitudes; the condemnation of John
Italos marked the beginning of the "emasculation" that characterised the pe¬
riod.115 The educational system, for example, was under the control of the
emperor and the patriarch.116 A cornerstone of Browning's view of the
107

On the Ptochoprodromic poems, see Eideneier (1991);
the life and works of Theodoros Prodromos, see HOrandner

Alexiou (1986, 1999). For
(1974) 21-35; Kazhdan &
Franklin (1984) 87-114, esp. pp. 90 and 104 on Ptochoprodromos. For a summary of the
Prodromic question, i.e. the authorship of the poems, see Alexiou (1986) 32-35 (Appendix
I).
108 The
Christos Paschon is a Byzantine cento consisting of verses drawn from ancient
tragedy, primarily Euripides. The authorship is uncertain; the manuscripts attribute the
work to Gregory of Nazianzos, but it is now usually dated to the 12th century.
109
Pignani (1983); for a short presentation of the progymnasmata with brief examples,
see Beaton (19962) 25-27.
110
See further below, pp. 54-55 (on Tyche), 206 and 208 (on Eros).
111
Laiou (1992) 94-96 and (1993) 109-221; Jeffreys (1998) 195.
112
Kazhdan & Franklin (1984) 112-113 describe this as one of the most important
changes in these centuries. Cf. Browning (1975a) 10 on Psellos; Beaton (19962) 28;
Agapitos & Smith (1992) 24-25. One may compare to the development of "realism" in
the West in the 12th century; Curtius (1953) 485. On the concept of realism, see below,
pp. 90-91.
113 Kazhdan
& Franklin (1984) 112-114.
114
Agapitos & Smith (1992) 39.
115
Browning (1975a) 15. After Italos' condemnation there were, according to Brown¬
ing, at least 25 trials of "intellectual heresy" in the age of the Komneni; ibid. 19. On inter¬
esting parallels in the West, see ibid. 19-22.
116 On
schools in Constantinople and the educational system, see Browning (1962,
1963); Lemerle (1971) 281-308 and (1977) 193-248; Speck (1974); Kazhdan & Epstein
(1985) 121-133; Magdalino (1993) 325-330, 331-382.
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the imitative character of Byzantine cul¬
good taste."117 It is,
however, not necessary to see mimesis in such a sharp contrast to creativity
and innovation.118 Innovation in the Komnenian period was practised within
given boundaries, and the significant aspect is the margin that the authors
managed to create within the boundaries given by the strict tradition of
mimesis, the emperor, and the Church.119
on

ture, which he sees as "uncreative erudition, sterile

As

we

have seen, the ancient novels had continued to be known and read

in the Christian environment

following the novel's demise, and a way had
justify them, namely, as being pious. Both Heliodoros and
Tatius were early said to have been bishops.120 There is also reason to sug¬
gest that the ancient novels were subject to allegorical interpretation within
the spiritual sphere.121 The evidence is, however, rather scarce, since there
are only two such readings, both of Heliodoros.122 In my view there is a risk
of overstating the Byzantine "popularity" of allegorisation and projecting it
on the novels.123 By this, I do not intend to exclude the possibility of alle¬
gorical readings of the novels, but to emphasise that an allegorical interpre¬
tation does not exclude other readings. In the early fourteenth century,
Manuel Philes wrote about the Palaiologan romance Kallimachos & Chrysorroe (or an early version of it) that it could be read in three ways: allegorically (the "best" way), together with friends, or to yourself in bed.124 There
been found to

117

Browning (1975a) 5.
Kazhdan (1995) 8.
119
Cf. Afinogenov in Ljubarskij et al. (1998) 23: "within the framework of rigid genre
prescriptions individual features may reveal themselves sometimes even more distinctly
than in a 'free' environment." On mimesis and originality, see further below, pp. 43-44
118

and 166-169.
120

For

references, see MacAlister (1996) 109-110; see also Beck (1977) 59. It is now,
light of the late dating of the novel, held that Heliodoros may well have been a
bishop; Morgan (1996) 417-421.
121
See e.g. Poljakova (1979) 43-53; Dyck (1986) 85; Plepelits (1989) esp. 29-69;
Wilson (19962) 216-17; MacAlister (1996) 108-109; Beaton (19962) 54.
122
The defence of Heliodorus by Philip-Philagathos in the 12th century, text in
Colonna (1938) 336-370, and that of Ioannes Eugenikos in the 15th century, text in
GSrtner (1971) 322-325; Morgan (1996) 423. Both defend the Aithiopika against accusa¬
tions of immorality by interpreting it allegorically. On Eugenikos, see also Wilson (19962)
in the

272.
123

The

allegorical readings of Homer by Tzetzes do not necessarily imply that all litera¬
interpreted accordingly. There were also different levels of allegorical interpretation
as outlined by the same author: elementary, psychological, and pragmatic; see Hunger
(1954), and also a short summary in Kazhdan & Epstein (1985) 134-135.
124
For Philes' poem, see Martini (1896). Pichard (1956) xvi-xxiii compares Kallima¬
chos & Chrysorroe with Manuel's summary of the early version. Philes believed that the
ture

was
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is

to assume that

all readers up to

this point read the ancient and
allegorically.125 It has also been suggested that allegorisation of the novel was primarily intended to defend it against moral sanc¬
tions,126 and in that case, which I think is most probable, there is certainly
no reason to doubt the existence of other readings.
no reason

Komnenian texts

the

question of the revival. Roderick Beaton has suggested
seen in the light of the intellectual
Angst of Byzantine society in the late eleventh century.127 The birth of the
ancient novel has been explained in terms of a symptomatic reaction to a
society in which individuals saw themselves as victims of chance, living in
an environment where pirates did indeed threaten a safe journey across the
sea.128 In twelfth-century Byzantium, people lived in a "safe" Christian so¬
ciety, no longer spiritually searching like their Hellenistic forefathers, but
Byzantium had suffered two important defeats in the late eleventh century,
which may have somewhat shaken the Byzantines' feeling of safety: the de¬
feat at Manzikert in 1071, and the loss of Sicily to the Norman conquest in
the same year. Beaton thus suggested that the twelfth-century novels repre¬
Let

us

return to

that the revival of the novel should be

sent a

"renewed search for individual salvation", similar to that of the first

novelists and their readers.129 It is, however, hard to prove that such a crisis
ever existed.130 The twelfth century, after the accession to the throne in
1081 of emperor Alexios I Komnenos, is marked by firm and relatively sta¬
ble rule, and also
twelfth century
author of the

by economic expansion.131 As we have just seen, the
is also characterised by dynamic literary activity that, buildAndronikos Komnenos,

nephew of Michael VIII Palaiologos.
Manuel Philes, see KnOs (1962). Cf. the Western
quadriga, often associated with Dante, according to which a Biblical text could be inter¬
preted on four levels: literal (historical), allegorical (typological or figural), tropological
(moral), and analogical (eschatological) interpretation.
125
See Beck (1977) 59 on the novels as erotica: "the Byzantine doctors suggesting
these love stories as an erotic stimulant were hardly thinking about allegory." Cf. the doc¬
tor Theodorus Priscianus who in the 5th century recommended the novels of Iamblichos
and a certain Herodian, which may be a corruption of Heliodoros, as a cure for impotence;
Bowie (1996) 94-95.
126
Dyck (1986) 85.
127
Beaton (19962) 9-21, 52-59; cf. Plepelits (1989), who also sees H&H in terms of
romance was

For the attribution of the poem to

salvation literature.
128

Perry (1967); Reardon (1971).
Beaton (19962) 31; see also pp. 9-10, 53-54. Cf. Kazhdan (1995) 7, who points out
the growing role of provincial centres, with the result that Constantinople was losing its
position as the navel of the Byzantine world.
130
See the objections of Agapitos & Smith (1992) 15-25, 34-44.
131
See Kazhdan (1995) 6-7, and the important study of Harvey (1989).
129
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ing on the intellectual achievements of the eleventh century, seems too
developed and sophisticated to be a manifestation of intellectual Angst. An
interpretation of the Komnenian novel in terms of salvation literature thus
underplays the role of the audience and its educational level.132
The audience in twelfth-century Constantinople is still a matter of de¬
bate. We know that there were so-called theatra and literary circles tied to
the imperial palace, the Great Church, and magnate oikoi, but their actual
form and function still need to be defined.133 Two of the most well-known
circles

those around the patronesses

Anna Komnene and SebastokraManganeios Prodromos, and Tzetzes, and both are accordingly associated in part
with the composition of the Komnenian novels.134 While our knowledge of
the respective patrons and authors is limited, the literature that has come
down to us shows that the works of the period required a learned audience
were

torissa Eirene. These included authors like Prodromos, Manasses,

with

a

certain amount of education in order to understand the level of lan¬

and the allusions.135 The literary production per se thus indicates the
circles as a joint frame of reference for the twelfth-cen¬
tury authors and their audience.
We have already discussed the Komnenian novels' relation to the West,
which has been investigated by Cupane, and the consequences of her sug¬
gestions for the dating of the novels.136 Cupane argues that the revival was
linked to, or dependent upon, the Western courtly love tradition, the influ¬
ence of Western material brought to Constantinople by the Crusaders.137
guage

existence of literary

The existence of contacts between East and West in the twelfth century,

through the Crusades in 1096-7 and 1147, and also the trading with Pisa,
Genoa, and Venice, is a fact.138 The problem lies in the language-area: could
132

Jeffreys (1998).

133

On theatra and

literary circles, see Hunger (1978) I: 70, 210-211; Jeffreys (1980);
(1984); Magdalino (1993) 336-356 (note esp. p. 355 on the context of the novels).
On the Laurentianus manuscript as supporting the existence of patronage and literary cir¬
cles, see Agapitos (1998a) 127 and n. 17.
134
On the Aristotelian circle of Anna Komnene, see Browning (1962) and MacAlister
(1990); on that of Sebastokratorissa Eirene, see Jeffreys (1982) and Magdalino (1993) 344,
350-351, 352.
135
We can accordingly not see the Komnenian novels as "popular literature"; on the
question of Byzantine Trivialliteratur, see Beck (1975) 55 and (1977) 63; Beaton (19962)
19; Agapitos & Smith (1992) 22.
136 See
above, p. 17.
137
Cupane (1974, 1978, 1987); Beaton (19962) 18-21, 211-212; cf. Poljakova (1976)
and Jeffreys (1980) on an opposite influence. In contrast to this, Pecoraro (1982) has argued
for an influence by Eastern material.
138 On the contacts between
East and West during this period, see e.g. Ciggaar (1996).
Mullett
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Westerners and

Byzantines communicate with each other in the twelfth
century? There is a major difference between dealing with trade or cere¬
monial receptions, for which occasions we do know that there were inter¬
preters, and transmitting a literary tradition. The relation of the Komnenian
novels to the West will not be discussed in this study, with the exception of
some general comments. It is, however, my belief that H&H is firmly linked
to the twelfth-century cultural and literary ideas, even if the conclusions of
Magdalino (1992), in view of Hunger's (1998) and Agapitos' (2000a) find¬
ings, must be questioned and reconsidered.139
It has been suggested by Agapitos that the revival of the novel should be
seen against the background of three phenomena in the first half of the
twelfth century: the intense scholarly and literary activities concerning
drama in connection with Aristotelian exegesis, the reading of ancient novels,
and the composition of rhetorical progymnasmata; the novel is thus seen as
an "experimental attempt at a synthesis of these elements."140 Agapitos'
hypothesis is plausible in the light of the surrounding literary and cultural
situation, although the procedure that he describes seems a bit too mechani¬
cal.141 The Komnenian "renaissance" was a period of classicism and return¬
ing to ancient ideals. The same Atticist models that had been cherished dur¬
ing the Second Sophistic were admired once again; the ancient novels were
read from new perspectives and the Byzantines are likely to have been at¬
tracted by their intertextual quality, which was close to their own mimesis.
In the light of the literary activity in Constantinople in the twelfth cen¬
tury—the interest in Eros and ekphrasis, fate and fiction—the "invention"
of a Byzantine novelistic genre seems almost inevitable. Scholarly activities
and rhetorical exercises may have influenced the genre without conscious at¬
tempts to include them, especially through the contacts established in the
literary circles.142 Furthermore, as already mentioned, the break may not
have been as dramatic as previously believed: the novels had continued to be
read, and the Lives of the hagiographic tradition provided a narrative bridge,
temporally and spatially, between the ancient and the Byzantine novel.143

139

See above, pp.

17-18.
Agapitos (1998a) 145. Cf. Macrides & Magdalino (1992) 139-156 on the growing
sensitivity of the intellectuals of the late 11th century as a background against which to see
140

the revival of the novel.
141

Cf. Rohde's

142

See

143

See

(19143) theory of the origin of the ancient Greek novel.

above, p. 33.
above, p. 25.
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unique in his imitative technique; his fellow novel¬
sophistic novels as models for their compositions as well. A
conspicuous difference between H&H and the other twelfth-century texts is
that whereas Makrembolites chose to follow the ancient practice of writing
novels in prose, the others all chose to versify their works. Prodromos' and
Eugenianos' novels are written in iambic trimeters, Manasses' in the Byzan¬
tine fifteen-syllable verse, the so-called politikos stichos.144
It is a common view that Prodromos, Eugenianos, and Manasses chose to
imitate primarily Heliodoros, and that Achilles Tatius held a position in the
shadow of Heliodoros as the "second-best". The intelligentia quarrelled, ac¬
cording to Psellos, about who was the most talented writer, but those whose
views have been recorded all preferred Heliodoros.145 But in fact the imita¬
tion of Heliodoros in the novels by Prodromos and Eugenianos is basically
restricted to two formal elements: the in medias res opening and the thirdperson narration. Makrembolites, on the contrary, follows Tatius' opening
with a description of a city and first-person narration. Apart from that con¬
spicuous difference between Makrembolites and the other twelfth-century
novelists, they all follow the story pattern of the ancient model, with Eros
and Tyche in the centre. One of the many common elements is thus the
treatment of Eros, although with varying iconography in the different nov¬
els.146 Apart from the formal aspects of the opening and the viewpoint,
Prodromos is indebted to Heliodoros and Tatius in about equal measure.147
Eugenianos, in his turn, explicitly imitates his teacher Prodromos,148 but also
Longus' D&C;149 he borrowed from the Greek Anthology,150 and his novel
was

not

ists used the

144

On the use of prose vs. metre in the Komnenian novels, see Beaton (19962) 72, who
suggests an influence from vernacular poetry and Western romances; see also id. (1995) 86.
Tonnet (1996) 29 suggests a connection with the use of the term drama. It has been argued
by Agapitos, (1998a) 146, that the change from prose into metre, introduced by Pro¬
dromos, was an attempt to restore the genre's μεγαλοπρέπεια (magnificence/elevation)
along with the use of Heliodoros as a model.
145
See above, pp. 26-27.
146
H&H 2.7-2.11,3.1; R&D 8.191-8.209; D&C 2.125-143; see also A&K fragments
8, 21, 22, 64, 95, 117. On the representation of Eros in the four novels, see Beaton (19962)
57-59. On the

imagery of Eros in H&H, see below, esp. pp. 203-208.
(19962) 70; for examples, see MacAlister (1994b) 313-316.
148
The Paris manuscript gives the following dedication: -ποίηση κνροϋ Νικητου του
Εύγενιανού κατά μίμησιν τοϋ μακαρίτον φιλοσόφου του Προδρόμου; Conca (1990)
147

Beaton

30.
149

150
n.

32.

Kazhdan

(1967); Hunger (1978) II, 133-6.
Hunger (1969/70) 37-38; on the lyrical style of Eugenianos, see Beaton (19962) 78,
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also shows traces of L&K.]5] As for Manasses,

it is hard to reconstruct the
fragments.152 Possibly there is an in medias res opening, as
in the Aithiopika, but there seem to be elements from Tatius as well.153
From what we have seen here, L&K is as frequently represented in the

novel from the

and in the novels

as the Aithiopika. Tatius was also defended by the
in the Greek Anthology that was quoted above,154 and the Cappadocian nobleman Eustathios Boilas had a copy of Tatius' novel in his li¬
brary, but none of Heliodoros'.155 There is thus no need to explain why
Makrembolites chose to imitate Tatius, and not Heliodoros; there probably
was no definite "number one novelist" in antiquity or in Byzantium.156 For
sources

poem

the Komnenian novelists it

was a

choice of what kind of novel to write:

Tatius

represented eroticism and ekphrasis, which presumably was the lit¬
aim of Makrembolites, whereas Prodromos' novel is essentially seri¬
ous and chaste, even if it also
displays humour. If Prodromos' R&D was
dedicated to Nikephoros Bryennios and Anna Komnene, it may have repre¬
erary

sented

a

reaction to the unchaste H&H.151

This

study is restricted to Hysmine & Hysminias, i.e. the other Kom¬
nenian novels will be included only as a frame of reference and in general
remarks on the literary context. The Komnenian novels are different and
individual works of art, and deserve to be treated separately and not always
as a group. After investigations have been made of the novels individually,
comparative studies will be more fruitful.
Method

Byzantine philologists have in general been more reluctant to take notice of
new methodology than scholars of the Western Middle Ages or classical an¬
tiquity. One of the reasons for this is the Byzantinists' hesitation to see

151

MacAlister

(1994b) 311-12. One passage from L&K was adopted by both authors:
and D&C 8.151-160; ibid. 310-311.
152
For an attempted reconstruction, see Mazal (1967) 75-159.
153
See e.g. A&K, fr. 21; Anastasi (1969) esp. 216-222.
154
See above, pp. 26-27.
155
On the will of Eustathios Boilas, see Vryonis (1957); Lemerle (1977) 15-63; Mango
(1980) 239-240.
156
Cf. the theory of Plepelits (1989) 70-72 on Makrembolites, "Eu-stathios", as the
improver of Tatius.
157
On the dedicatory verses of Prodromos, see above, p. 18. On R&D as a response to
H&H, see MacAlister (1991) 184-194, and Agapitos (1998a) 146.

L&K 4.1.4, cf. R&D 3.66-75
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Byzantine literature as literature,158 but we must also bear in mind the fun¬
damentally different points of departure: there is still so much work in the
Byzantine field that remains to be done, since a number of important edi¬
tions and translations are still under course of preparation, and many ques¬
tions of dating and attribution are still unsolved or not even yet discussed.159
It is a common opinion among classical philologists and Byzantinists
that modern theory has been developed to define modern aspects of modem
literature. And one must indeed be aware of the difficulties in applying
modem theory to ancient or medieval literature. It is true that modem liter¬
ary theory often is based on modem works, presupposing concepts un¬
known to ancient or medieval writers.160 However, we must not forget that
some very important theoretical and methodological studies have been done
in precisely the medieval field, for example the works of Hans Robert Jauss,
Paul Zumthor, and Mikhail Bakhtin.161 As regards the classical field, modem
theory has in recent years caught the interest of many classicists, and we
now have a number of studies in which ancient literature is investigated by
means of modem method; the ancient Greek novel is but one example.162 In
the Byzantine field, the situation has changed rather dramatically in the last
ten years or so, above all with the fruitful studies of Margaret Mullett.
There is, however, still a certain suspicion as regards modem critical the¬
ory.163
It is important to bear in mind that the medieval texts were produced un¬
der conditions completely different from the modem ones, and that in the
case of Byzantium they were firmly embedded within the rhetorical tradi¬
tion. They can thus not be interpreted according to our concepts of original¬
ity and intentionality. Still, as long as one is aware of the particular situa¬
tion, there is no reason why one should not resort to an eclectic use of mod¬
em method. Modem theoretical studies help to sharpen the critic's eye for

158

See Ljubarskij et al. (1998). See also Mullett (1997) 288-289 on Byzantine con¬
cepts of literature; cf. Fowler (1982) 1-19 on definitions of literature.
159
See Jeffreys in Ljubarskij et al. (1998) 36-40.
160

Agapitos (1991) 18.
For a survey of the development of medieval studies during the last 25 years, see
Middleton (1992).
162 On ancient literature and modern critical
theory, see e.g. the introduction in De Jong
& Sullivan (1994) 1-26, with a useful bibliography.
163 See Mullett
(1990, 1992) for a survey of Byzantine "literary history", and also ead.
(1997) 1-7. For a history of the scholarly study of the Byzantine novel (mainly the ver¬
nacular romances), see Agapitos (1991) 3-10, with a discussion on modern literary theory
and medieval texts in pp. 11-19.
161
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composition and narrativity,164 which are major concerns in this study. As
regards theoretical schools, I have not adopted any theoretical apparatus in
its entirety, but rather adopted ideas and borrowed the terms that I have
found appropriate. One of the reasons for employing modern literary theory
in a historical context is to find a way to define that which otherwise is hard
to describe. A certain eclecticism is always necessary, since no methods can
be adopted without adjustment to the material under investigation.
Opponents of modern theory often point to the risks of ahistorical ana¬
lysis and lack of philological method. In answer to this, one may state that
literary analysis should never be separated from the cultural context of the
work under investigation. Furthermore, philologists have something in com¬
mon with the theoretical approach of New Criticism, namely the emphasis
on close reading (although for different purposes).165
The basic method for
any literary investigation is, as Tomas Hagg has pointed out, "to read the
text, to note the characteristics and to try to explain the more remarkable
features."166
Since the Renaissance, ancient and

Byzantine literature has been seen as
declining end.167 Byzantine literature has been considered
imitative and thus, in general, bad.168 From a modern perspective, however,
it is not a literature in decline; instead it has an interesting and interacting,
metatextual and metalinguistic character. It displays conscious dialogues
which must have been seen as creative by its own society. In the light of
this new approach169 we need to underline the importance of aesthetic eval¬
uation.170 We need to combine modern methods with knowledge of the his¬
torical context, and thus achieve a more balanced and just view of Byzantine
an

entity with

164

As

165

Cf. De

a

pointed out by Agapitos (1991) 18.
Jong & Sullivan (1994) 4-5, and see also Mullett (1990) 267 and n. 44 with
references to classicist engagement in New Criticism. On the relation philology/modernist
theory, see Ljubarskij et al. (1998) 9 and 22; cf. Agapitos' response in ibid. 26.
166
H3gg (1971a) 18.
167
Also by Byzantinologists, see e.g. Jenkins (1963) and Mango (1981) 49, n. 2 with
references to the then "present state of the controversy". For an interesting perspective on
the classical tradition, its "legend and reality", see Bolgar (1981).
168
Cf. McKeon (1952) 147: "the term imitation is not prominent in the vocabulary of
criticism today. In such use as it still has, it serves to segregate the bad from the good in
art rather more frequently than to set the boundaries of art." See also above, pp. 23-24.
169
An approach that, it should be underlined, is no more than an approach, since it rep¬
resents our own perspectives, which cannot be considered absolute or timeless.
170
Afinogenov, in Ljubarskij et al. (1998) 23, is one of the few who have pointed out
the crucial problem of literary taste: "to put it bluntly, nobody should devote himself to
serious literary analysis of Byzantine texts unless he or she enjoys them as pieces of art."
Cf. Agapitos in ibid. 25.
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literature.171 If we cannot do that, our

analysis will never stand in any pro¬
per relation to the work under investigation.
In addition to this, the study of hypotexts—in this case the ancient nov¬
els—is useful and necessary, for they are the inter- and metatexts, using
stock conventions that are important for the readers of both the ancient and
the Byzantine novels. This entails different levels of meaning and cycles of
reader-response; hence the necessity of theoretical consideration. We need
tools, and in the studies of the ancient novel narratology has proved to be
useful.

NARRATOLOGY

The critical

approach of narratology assumes a set of statements on narra¬
primarily on the systematics of telling a story and on the struc¬
ture of plot. The interest in this "science of narration" culminated in France
in the 1960s, represented by scholars influenced by Russian formalism and
Saussurean linguistics. Literary theory had previously been focused mainly
on the functions of poetry, with exceptions such as Shklovski's analysis of
Sterne's Tristram Shandy·,172 one might, however, note that the poetic prin¬
ciple of Roman Jakobson applies also to prose fiction.173
Two branches of narratology developed, following the distinction be¬
tween story and discourse: in Massimo Fusillo's words, referring to Gerard
Genette's terms, the narratology of histoire and the narratology of recit. Of
these two, the first branch (histoire) concentrates on describing narrative
content and defining its functions. This approach was developed under in¬
fluence of the works of the Russian formalist Vladimir Propp, mainly by A.
J. Greimas and Claude Bremond. The second branch (r£cit) analyses narra¬
tive structure, its figures, viewpoints, and techniques, and had its ante¬
cedents mainly in the Anglo-Saxon school, Henry James and Ε. M. Forster.174 Different aspects were also developed by a number of important
scholars writing in German, such as Giinther Muller, Wolfgang Kayser,
Franz Stanzel, and Eberhard Lammert.175 This branch was developed in detive genres,

171
172

173

See e.g. Rosenqvist
Shklovski (1966).

in Ljubarskij et al. (1998) 47.

Lodge (1976). On Jakobson's poetic principle, see below, p. 42, n. 193.
Fusillo (1996) 280-281. Fusillo refers to histoire and ricit as story and plot, a
somewhat strange use of "plot"; cf. below, p. 47.
175
For reprints of central articles by Mtlller, Kayser, and Stanzel, see Klotz (1965) and
Mttller (1968). For a full bibliography of these scholars, see Hdgg (1971a).
174
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by Genette, whose work is

now

probably the most influential in the

field.176
A

narcological approach has, as already mentioned, been applied to the
study of the ancient novels for some time now, starting with Hagg's pio¬
neering study in 1971. Hagg's approach has proven influental with other
scholars of the ancient novel, and it was also partly adopted by Alexiou
(1977) in her analysis οϊΗ&Η. Of the two narcological approaches men¬
tioned above, the first has been applied to the ancient novel by Consuelo
Ruiz-Montero;177 the second, structuralist approach has been adjusted and
applied by Fusillo.178 In the Byzantine field, narratology was adopted by
Agapitos in his study of the Palaiologan romances in 1991, and Mullett used
it in her study of the letters of Theophylact of Ochrid (1997). The subject
of narratology and Byzantine historiography was brought to the fore in
1998, when the Symbolae Osloenses opened up a debate with an article by
Jakov Ljubarskij. Ljubarskij underlined the usefulness of the concept of narrativity for Byzantine texts,179 and the responses were positive.180
As for my own approach to narcological analysis, it is influenced by
the structuralist branch, i.e. my primary aim is to investigate narrative struc¬
ture and technique; narrative content is, however, not dismissed, although
discussed more briefly. It is, of course, my hope that this study will also
contribute to a positive view of narratology in the Byzantine field.
SPATIAL FORM

A number of features

displayed by H&H may conveniently be termed spa¬
of achieving spatial form in fiction that are
relevant here: either through a network of recurrent motifs expressed in dis¬
course that delays the linear development of the story, or through a pattern
of forward-and-backward movement in time that plays against the chrono¬
logical development but causes an effect of contemporaneity of events, such
tial.m There

176

are

two

main ways

Esp. Genette (1980, 1988). Genette's work is taxonomic, following the path of
grammarian categories: tense, mood and voice; see further below, p. 47.
177
Ruiz-Montero (1982).
178
Fusillo (1991, 1996, 1997).
179
Especially for texts with unknown authors; Ljubarskij et al. (1998) 8-9.
180
Particularly interesting are Aflnogenov's comments on formalism; Ljubarskij et al.
(1998) 22-23. Afinogenov argues that the clear distinction between form and content makes
formalism well suited to Byzantine studies: Byzantines could appreciate form without
approving of content. See e.g. Photios and Psellos on the ancient novels, above, pp. 2324, 26-27. The conference in Nicosia in May 2000 is another sign of the changing atti¬
tudes; see above, p. 14, n. 23.
181
For a first attempt to analyse H&H within a spatial framework, see Nilsson (2000).
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recapitulation or anticipation.182 These two ways
form do not exclude each other; both can be employed

of achieving spatial
in the same text. Ivo
Vidan describes spatial form in a way that does indeed remind us of H&H:
"spatial form is often associated with the novel as a poem, or as a composi¬
tion dominated by the recurrence and juxtaposition of verbal motifs, opera¬
tive words, and key themes."183
It can of course be argued that all narrative is both spatial and temporal.
Even though the notion of spatial structure is a modern concept, narratives
seem always to have played on both perceptual modes.184 Traditionally,
ancient and medieval narrative has been conceived as mainly temporal, ad¬
hering to a chronological sequence of events. Still, already in Homer we find
examples of spatialising devices such as the description of Achilles' shield.
According to the definitions of spatial form, ekphrasis would be defined as a
highly spatial device, since it delays the linear development of the story and
at the same time, inserted into a narrative, it often contains a key motif or
as

theme.185
The idea of spatial form was introduced by Joseph Frank, who
series of articles that modern narrative technique often tends to

argued in
spatialise
our understanding of narrative. Frank's first article186 was incited by Lessing's Laocoon (1766), which makes a distinction between poetry and mu¬
sic on the one hand, and plastic arts on the other. In spite of Lessing's clear
polarisation between the temporal and spatial arts, Frank emphasised the
qualities of Lessing's work as offering a new approach to aesthetic form.
Frank was interested in the works of the Imagist movement (High Mod¬
ernism), such as T. S. Eliot's The Waste Land and Ezra Pound's Cantos. He
argued that this kind of poetry undermines the inherent consecutiveness of
language and forces the reader to perceive the elements of the poem not as
unrolling in time, but as juxtaposed in space. The same tendency could be
seen in prose, for example in the works of Marcel Proust and in James
Joyce's Ulysses, and it received, according to Frank, a particular and original
development in Djuna Barnes' Nightwood, to which Frank devoted the main
a

182

Vidan

183

Ibid. 133.

184

See e.g. Mitchell (1980) 541-542, 563-565, and also Rabkin
On the ekphrasis and its development, see below, p. 85, n.

185

(1981) 155.

Agapitos (1991)
186

esp. Ill, n. 10.
The first article, "Spatial

(1981) 80.
116. See also Mitsi &

form in modem literature", was published in 1945; it is
reprinted in Frank (1991) 5-66 and in Hoffman & Murphy (1988) 86-100.
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part of his article. Later he revised the concept of spatiality into a literary
constant, not linked to modernist literature.187
Frank's article aroused interest and controversy, and became a startingpoint for many new studies on the subject. If one looks back, similar
thoughts also occurred parallel with, and already previous to, Frank's ideas.
An early study of the interaction of time and space in the novel is Bakhtin's
analysis of the so-called chronotope.m Bakhtin wrote his study of the
chronotope in 1937 and 1938,189 and he may have been influenced by the
same thoughts as was Frank during the same period, although Frank came to
emphasise the spatial aspects of fiction and Bakhtin the temporal ones. And
Bakhtin too had read and been inspired by Lessing. "It was Lessing in the
Laocoon," writes Bakhtin, "who first made clearly apparent the principle of
chronotopicity in the literary image."190
Other scholars have, independently of Frank, touched upon the spatial
aspects of narrative, among them the linguist Roman Jakobson.191 Jakobson,
like Frank, was influenced by experimental modernism, but his ideas had a
systematic point of departure in Saussure's theory of language. Saussure
considered language as a self-enclosed system of sound-images and con¬
cepts, the meaning of which is defined in terms of the differential relations
within the system. Jakobson observed the internal relations of words to
each other, and used this as the basis of his theory of poetic language, simi¬
lar to Frank's concept of so-called space-logic. According to Frank, the pri¬
mary reference of any word-group in a modernist poem is to something in¬
side the poem itself, that is, the system of self-reflexive signs that constitute
the text (so-called reflexive reference). This self-reflexiveness contains a
spatial logic, a space-logic, that demands a reorientation in the reader's atti¬

tude toward

language.192 Such a reorientation did take place in linguistics un¬
der the influence of Saussure, and Jakobson's classical definition of poetic
language incorporated the "space-logical" notion of modern poetry into

a

wider framework.193

187

Frank

188

Bakhtin (1981).

189

(1981) and (1991) 109-132.

It was, however, not published until 1975, after it had been completed with the con¬
cluding remarks in 1973.
190 Bakhtin
(1981)251.
191 For a
summary of similar and parallel theories, see Frank (1981).
192
Frank (1981) 231 and (1991) 14-15.
193
Jakobson (1987) 62-94, first published in 1960. Jakobson's poetic principle: "the
poetic function projects the principle of equivalence from the axis of selection into the axis
of combination," i.e. the organization of words in a poem ("the axis of combination") is no
longer controlled exclusively by the syntactical order of the language being used; the syn-
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already mentioned, narratives have always played on both temporal
spatial modes, and the idea of spatial form may thus be used to describe
phenomena in a Byzantine novel as long as we keep in mind that the inten¬
tional effort to write spatial narrative is a much later and indeed modern
idea, and that a consciously spatial narrative is different from a narrative
containing spatial components.
and

MIMESIS AND TRANSTEXTUALITY

First of all, I use the term "mimesis" here as one uses imitatio when dis¬

cussing imitation in Western literature; the Greek term was introduced in
Byzantine Studies by Hunger already in the late 1960s.194 I do not refer to
any direct, faithful imitation of reality, whether the Aristotelian "imitation
of things" or the Auerbachian "imitation of reality", but rather to an under¬
lying pattern of literary tradition which shines through the surface of the
text in form, motif and language, and which lends the literary work a refer¬
ential meaning or implication: in modern terms, a pronounced transtextuality.w5
It has already been mentioned that mimesis used to be one of the main
reasons for censuring Byzantine literature; the compulsive imitation of an¬
tiquity made Byzantine literature unoriginal, uninventive, and thus uninter¬
esting.196 The nineteenth century's aesthetic standard continued to apply
for most of the twentieth century as well, and it was based on two con¬
cepts: the notions of originality and intentionality inherent in a work of
art.197 Such concepts are, however, irrelevant for Byzantine culture, with its
strong rhetorical and mimetic tradition.198 Mimesis cannot be distinguished
from rhetoric, and the importance of rhetoric for the understanding of By¬
zantine literature must not be underestimated.199 The negative assessments
of rhetoric have been many. To take but one example, Romilly Jenkins de¬
scribed it as "a strait-jacket which held its prisoners in a state of mental re-

tactical order is counterbalanced
their inner relations of

by the "principle of equivalence" between words, based on
similarity or dissimilarity, synonymy or antonomy, which governs

the "axis of selection".
194

Hunger (1969/70). On the concept of imitation in antiquity, see McKeon (1952).
On the term "transtextuality", which more or less corresponds to the more common
"intertextuality", see Genette (1997) 1, and below, pp. 168-169.
196
See above, pp. 23-24 and n. 74.
197
See e.g. Jenkins (1963) 46: "the highest kinds of literary creation were beyond their
[sc. the Byzantines'] achievement, and even their comprehension."
198
Agapitos (1991) 11-12.
199
Kustas (1970); Hunger (1981); Kennedy (1981).
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tardation."200 Now, the art of rhetoric has been re-evaluated as

an

art and as

expression of Byzantine ideology, to a large degree thanks to the studies
of George Kustas.201
After Cyril Mango's highly negative article on Byzantine literature as a
"distorting mirror" (1975), the pendulum has swung, and Mango's view has
been refuted by, among others, Alexander Kazhdan. Kazhdan argued that
the Byzantine imitation of antiquity should be viewed not as a lack of cre¬
ativity, but as an artistic expression.202 Today, mimesis is no longer seen as
a limiting concept, but as a communicative tool by means of which irony
and subversion can be achieved.203 Just as Byzantine art might seem to us
stylised and static, but to a Byzantine was vivid and filled with meaning, the
stereotyped expressions and figures in literature may not appeal to us, but
contained a wide range of images, ideas, and considerations to a Byzantine
reader.204 This, a creative relationship to the past, is mimesis in Byzantium.
an

♦**

The present

study will be carried out according to the following

arrange¬

ment. The book consists of three main sections: Parts 1-3.

Part 1 contains

narratological analysis of Hysmine & Hysminias, treated
separately and independently, i.e. as far as possible without comparison to
Leukippe & Kleitophon.
Part 2 treats Makrembolites' dialogue with Tatius' novel. The focus is
on the function of the elements transposed from the one text to the other.
The reason for this division is to emphasise the literary value of Hysmine &
Hysminias, showing that it is not wholly dependent on Leukippe & Klei200

Jenkins

201

Kustas

a

(1963) 52.
(1970, 1973, 1995). The shift is described by Mullett (1990) 259-261. The
importance of rhetoric in the Byzantine novel has been underlined by Roilos in a recent ar¬
ticle (2000), in which he analyses the play with the conventions of progymnasmata in
Prodromos' R&D (the banquet scene in book 4). Although I agree with Roilos' emphasis
on rhetoric's, and in particular progymnasmata's, crucial role in the Komnenian novels, I
think there is a risk here of seeing the novels not as entities, but as a series of independent
exercises ("self-contained parts", or "independent samples", as Roilos himself puts it),
which I think underplays the literary and artistic qualities of the text. Cf. Agapitos (1998a)
135-136 on episodic structure in Heliodoros as understood by Psellos. On rhetoric and the
ancient novel, see below, p. 170, n. 22.
202 Kazhdan
& Constable (1982) 114-115,
203
Agapitos (1991) 12. Cf. Roilos (2000) on amphoteroglossia. This is also typical of
postmodern literature; see John Barth's essay on "literature of exhaustion" (1967), on
which Stark (1974) esp. 1-10, 118-175. Cf. below, p. 143, n. 366 on Nabokov.
204
Kazhdan & Constable (1982) 114-115.
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tophon and that it sustains an analysis. Parts 1 and 2 share the same dis¬
position, arranged according to narratological categories. Such a disposition
necessarily entails some repetition, but it also serves to give a clear descrip¬
tion of Hysmine & Hysminias as seen from different angles, and is therefore
valuable.
In Part 3,

mimesis and transtextuality, allusion and quotation will be ex¬

amined in further detail. Problems that have been touched upon

in the first
the
study
brought
into
the
discussion,
part of
will be
and this part thus
functions also as a summarising commentary to Parts 1 and 2.
The results are finally assessed in the Conclusions.
I quote

Hysmine & Hysminias from Hilberg's edition (1876), reprinted in
(1994a). The English translation of Hysmine & Hysminias is by
Elizabeth Jeffreys, but with a number of revisions and minor corrections of
my own. These changes have most often been made in order to bring to the
fore elements that are significant to my own analysis. I am very grateful to
Professor Jeffreys for making her unpublished manuscript available to me.
The other Komnenian novels are all quoted from Conca (1994a).
Leukippe & Kleitophon is quoted in Greek from Ebbe Vilborg's edition
(1955). The English translation of Leukippe & Kleitophon is that by John
Winkler in Reardon (1989).
As regards the transliteration of ancient and Byzantine names, I have
adopted the now most common spelling of the ancient Greek novels and
their authors (e.g. Leukippe & Kleitophon, and not Leucippe & Clitophon;
Heliodoros, and not Heliodorus), but kept the more traditional Latin form
for other ancient authors (e.g. Aeschylus and Nonnus). Byzantine names are
transliterated according to their spelling in the Oxford Dictionary of Byzan¬
Conca

tium.

Part One

Narratological Analysis of
Hysmine & Hysminias

The purpose of this part of the study is to describe and analyse how
Makrembolites handled his material, that is, the care that he devoted to nar¬
rative structure and narrative devices. This

investigation will serve as a basis
of the study, the analysis of Makrembolites' mimetic
technique. Here I wish to focus on the particular traits and qualities of the
text and to that end discuss Hysmine & Hysminias as an individual work,
not as an "extension" of Leukippe & Kleitophon and ancient literature. To
completely avoid references to the novelistic tradition is, however, impos¬
sible, for example in the discussions of story, motifs, and themes. These
aspects will be brought up and treated in further detail in Part 2.
I will start by describing the narrative content of Hysmine & Hysminias,
the story (1.2.1). Then I will investigate the novel's structural aspects:
composition (1.2.2) and textual structure (1.2.3). Next follows a chapter on
the novel's motifs and also the themes that those motifs express (1.2.4). I
will then move on to narratological sub-aspects: time and space (1.2.5),
point of view (1.2.6), and characterisation (1.2.7).
for the second part

1.1 Theoretical and

methodological considerations

The first step of a narrative analysis is to establish a description of the way
in which a narrative text is constructed, i.e. a description of a narrative sys¬

Concepts of narratology should be considered as tools, which are use¬
they enable us to formulate this description in such a way that it
is accessible to others. Terms represent and constitute a theoretical and
methodological approach; it is, therefore, of crucial importance to use an
appropriate technical vocabulary to describe the constituents and techniques
tem.

ful in that

of a novel.
The most basic concept
The word itself has
Genette has

in narratology is, of course, that of narrative.
been, and still is, used in different senses, and, as Gerard

suggested,

some

of the difficulties of narratology

may

be due to

1.1 Theoretical and methodological

considerations
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this

ambiguity and confusion.1 Genette, whose taxonomic work has been
highly influential since its appearance in the 1970s, separated three distinct
notions under the term "narrative": narrative as referring to (a) the succes¬
sion of events constituting the subject of the discourse; (b) the narrative
statement, an oral or written discourse undertaking to tell of an event or a
succession of events; (c) the act of narrating.2 Genette emphasised that
analysis of narrative discourse implies a study of mutual relationships, viz.
between

a

discourse and the events recounted, and between the same dis¬

and the act

producing it, and he designated the three aspects of nar¬
by the following terms: story (histoire) for the signified or narrative
content (the chronological order of the events), narrative (recit) for the dis¬
course or narrative text itself, and narrating {narration) for the producing
narrative performance.3 The first aspect (story) coincides roughly with the
traditional use of the term "story"—the narrated events linked together ac¬
cording to temporal sequence and causality; the second (narrative) with that
of "plot"—a rearranged narrative discourse, in which the chronological order
and causal connections may have been disrupted.4
Plot and story are considered basic narratological concepts, but despite
the simple and schematic appearance, the terminology is somehow ambiva¬
lent: story borders upon subject matter or "story-stuff';5 plot, on the other
hand, can be seen both as the intrigue and as the artistic arrangement of the
story.6 The story of H&H will in this study be discussed in terms of its nar¬
rative content. Plot is used only in the word's traditional sense "intrigue";
the story's artistic arrangement will be discussed in chapters 1.2.2 and 1.2.3.
Once a textual description has been established, one has the basis for
step two: an interpretation. But as Mieke Bal points out, "an interpretation
is never anything more than a proposal (T think the text means this')."7
course

rative

1

Genette

2

Id.

6

On the sometimes

(1980) 25; cf. id. (1988) 13-15.
(1980) 25-26.
3 Ibid.
27; cf. id. (1988) 14.
4
Genette's three-layer distinction may be compared to that of Bal (1985): fabula, story
and text, which correspond to Genette's story, narrating and narrative.
5
Cf. Genette's story (1980) 27: "the signified or narrative content (even if this content
turns out, in a given case, to be low in dramatic intensity or fullness of incident)."
toire is defined

as

confusing

use

of plot,

see e.g.

Fusillo (1996) 280-281, where his¬

story, recit as plot; cf. also above, n. 4 on Bal. On the minimal condi¬

narrativity, see e.g. Ε. M. Forster (1927) 82, who concluded that "the king died
and then the queen died" is a plot, whereas "... and then the queen dies of grief' is a story.
On the concept of "classical" and "unclassical plot", see now Lowe (2000) 1-99, with an
tions of

analysis of the ancient novel in
7
Bal (1985) 10.

pp.

222-258.
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that

a

careful textual

are

stated in each

description of a narrative may be useful to
people and for different purposes; we do not have to—and usually
we do not—share the same interpretation of a text. Therefore this part of
the study will be descriptive rather than interpretative, although I do also
state my own views of the text. In order to find the tools that are proper for
this particular text, I have not adopted any complete theoretical system, but
borrow terms according to the needs of my investigation; their origin and my
different

own

cal

definition

approach and terminology

1.2

case.

are

More detailed discussions of theoreti¬

found in the respective chapters.

Analysis

1.2.1

Story

As noted above, the story

of H&H cannot be discussed without involving
novel; the twelfth-century novelists entered a novelistic tradition
that had already existed for a thousand years and that had been discussed
and analysed by learned men of their own time. They drew material from
the ancient novels, and in particular from those of Achilles Tatius and

the ancient

Heliodoros.8
The main

story-line of the novel runs as follows: the hero-narrator Hysown city Eurykomis to another, Aulikomis, as the
herald of the religious feast Diasia.9 He meets and falls in love with the
daughter of his host, Hysmine. After three days in Aulikomis, Hysmine and
her parents follow Hysminias back to his hometown Eurykomis. When it
turns out that Hysmine's parents have arranged for her to marry someone
else, the couple elope on a ship bound for Syria. To calm a storm, the cap¬
tain of the ship sacrifices Hysmine to Poseidon, throwing her into the sea,
and Hysminias is put ashore. He is captured by pirates, who are then cap¬
tured by Greeks, and he becomes a slave in a Greek city, Daphnepolis. Hys¬
mine is saved by a dolphin and becomes a slave in another Greek city, Artykomis. After one year Hysminias travels with his master, who is the herald
of a religious feast, to Artykomis. In the house where they are staying Hys¬
minias recognises one of the slave girls as Hysmine. Her mistress Rhodope
minias travels from his

8

See above, pp.

35-36. See also Bakhtin (1981) 4, 5-6 on the ancient novel genre, and
the nature of genre.
9 Athenian festival
in honour of Zeus Melichios, celebrated on 23 Anthesterion in late
February/early March. The Diasia is mentioned in Aristophanes, Nu. 408, and included in
the Suda, Δ 752. On Zeus Melichios, see Nilsson (1950) 411-414; on the Diasia esp. p.
(1984) 106

412.

on
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Hysminias, who pretends to be Hysmine's brother;
Hysmine acts as Rhodope's go-between. They travel back to Daphnepolis
where, at a sacrifice, the couple's parents appear; the families are reunited
and Hysmine and Hysminias are released. Hysmine's virginity is tested in
Artykomis after which they return to Aulikomis where Hysmine and Hys¬
minias marry.10
The plot is not too complicated: there are no complex sub-plots and no
evident parallel action. The text does, however, contain two "stories within
the story", which may well be referred to as sub-plots.11 The first is the
episode of Hysmine's mistress Rhodope falling in love with Hysminias: she
employs Hysmine, who pretends to be Hysminias' sister, as her mediatrix,
which enables the couple to meet as lovers (gradually evolving in H&H
9.12-10.8). The second is that of the advances of Hysminias' mistress: she
(never mentioned by name) comes on to her slave in quite aggressive and in¬
appropriate ways (8.16.4-8.17; 10.6.2-5; 10.8), but without any effects on
the main story.12 There are also a couple of minor digressions inserted into
the story: the story of Apollo and Daphne (8.18) and the story of the statue
and spring of Artemis (8.7.2-5).
As for the apparent lack of parallel action, one should not disregard the
parallel experiences of the protagonists.13 Since the main story-line is nar¬
rated exclusively from the point of view of Hysminias, the experiences of
Hysmine are not reported until the end of the novel {H&H 11.13-16); they
did, however, take place during the same time as did Hysminias' experi¬
ences. In this respect, Hysmine's story may be considered a parallel sub¬
line. The importance of Hysmine's experiences in the main story-line, and
similarly the parallelism of the protagonists' adventures, are emphasised in
the very text, when the priest of Apollo exhorts Hysmine to tell her part of
the story:
Ταΰτ' απόντι

'χαίpots' ό ieptvs μοί φησι και προς την 'Ύσμίνην μετάγει τους
οφθαλμούς '7ταρθίνζ' λίγων 'Ύσμίυη, τα μίν δή περί τουτονι τον νυμφίον
τον σον <ίγω μαθών από γλώσσης αυτού· σύ δί μοι την μηνοζιδή όλοκύκλωσον, 'ίν όλόφωτον (Χη μοι το διήγημα.'' (Η&Η 11.11.1)
'Well done', the priest said to me after my speech as he turned his eyes to
Hysmine, saying, 'Maiden Hysmine, I have heard from his own tongue what befell
this your bridegroom; would you now like to fill out the crescent so that the whole
narrative becomes fully illuminated for me?'

10

For

11

Cf.

12

On

13

Cf.

a more detailed summary of H&H, see the Appendix.
Alexiou(1977) 32.
the development of the two sub-plots, see below, pp. 150-152.
Alexiou(1977)31.
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It may

be noted that the image of the narrative as a crescent to be filled out
by Hysmine is a central metaphor for the novel's gradual revelation of "the
whole truth"; on account of that, we will return to this passage later on.14
We should also note already here that the story contains a doubling,15 or
a so-called repetition with variation:16 the first part of the story is repeated
in a new version, when Hysminias relives his own experiences through his
master herald. This particular structure will be discussed in further detail in
the next chapter.
In the story we recognise a number of novelistic constants drawn from the
ancient Greek novels: the young couple falling in love, the travel motif with
storms at sea,

apparent death and capture by pirates, the final reunion and

marriage. These constants constitute the generic plot that the Byzantine
novelists inherit from their ancient predecessors. There is, however, an im¬
portant variation: the story is strikingly uneventful; the emphasis lies on the
emotional

or

mental level rather than

on

external action.17

The pagan setting in a late antique world ruled primarily by Eros, the
workings of Tyche, and the presence of other gods (in this case Zeus, Po¬
seidon, Apollo and Artemis) are other constants. The realistic geography of
the ancient novels has, however, been replaced by an imaginary world with

fictional cities.
Due to the focus

on

the inner level,

Hysminias' falling in love with Hys¬

mine, his awakening sexuality and emotional development would best de¬
scribe the subject matter of the novel. This, along with the fictional geogra¬

phy of H&H, should be
ventures in

14

seen in contrast to
the Mediterranean area.

See below, pp. 246-248.
use the term doubling in a very

151

the ancient novel's external ad¬

basic sense, to define a repetition of a passage of any
length within the text. Cf. Morgan (1998) on narrative doublets in Heliodoros. On
repetition and doubling in the lyrical novel, see the analyses of Freedman (1963), of which
the concluding chapter is reprinted in Hoffman & Murphy (1988) 191-202.
16
For the expression repetition with variation, see Lodge (1976).
17
Cf. above, p. 47, n. 5. The eventlessness of H&H has led to frequent criticism of the
novel as "boring"; see e.g. as early as the 17th century Huet (1670) 51-52: "rien n'est
plus ffoid, rien n'est plus plat, rien n'est plus ennuyeux: nulle bienseance, nulle vraysemblance, nulle conduite; c'est le travail d'un escolier, ou de quelque chetif sofiste, qui
meroite d'estre escolier toute

sa

vie."

1.2.2

1.2.2

Composition

51

Composition

In this

chapter I will describe the artistic arrangement of H&H\ the opening,
joining together of the story's scenes and events, and the closing. In
chapter 1.2.3,1 will discuss the strictly textual aspects of composition: the
different text-types of narrative and their internal order and frequency. The
aim is that these two sections together will give a detailed description of the
novel seen from slightly different angles.
Despite the apparently simple plot, H&H does contain disruptions of
chronological order and causal connections. Although the episodes of the
overall narrative structure are presented more or less as they happen, due to
the viewpoint of the hero-narrator Hysminias, the text displays a number of
retrospects and a number of doublings and repetitions with variation.18 The
terminology that we need here concerns the internal reference system that
enables backward- and forward-moving in a text. Anticipation, or prolepsis,
prepares the reader for what will come, whereas recapitulation, or analepsis,
reminds him of what has happened. These are, however, not the only func¬
tions of recapitulation and anticipation; they are also means of inserting
such retardations as ekphraseis and other digressions into the plot, to create
a bridge and thus return to the course of events.
the

OPENING OF THE NOVEL

H&H opens

with

short description of the city of the hero-narrator,

a

Eurykomis:
Πόλι?

ταλλα μεν αγαθή, ότι και θαλασσή στεφανοϋται καϊ
λειμώσι κωμα και τρυφαΐς εύθηνεϊται παντοδαπαϊς,
τα δ' eis fleous ευσεβής, και υπέρ τάς
χρυσάς 'Αθήνας όλη βωμός, όλη θύμα
θεοΐς και ανάθημα. Προκηρύσσει τάς έορτάς, -πανηγύρεις άγει, θύει τά
■πρόσφορα και Διι και τοις άλλοις θεοϊς. 2 Παρά δη ταύτη τή Εύρυκώμιδι
καιρός Αιασίων και κλήρος em τους κήρυκας· και τούτο γαρ έ'θος τή ττόλει και
νόμος άγραφος· αν καιρός πανηγύρεως ιεράς, κλήρος έπι τους a£uya? των
προυχόντων τής πόλεως· και προς ον ό κλήρος έκπέσοι, κήρυξ στέλλεται τή

Κύρύκωμις

και

ποταμοϊς καταρρεΐται

και

λαχούση, πρότερον έστεφαν ω μένος τής δάφνης.
2 Κλήρος ούν έπ' έμέ και στεφανίτης εγώ, κάλλιστέ
κήρυξ ιερός ες Αύλίκωμιν. (Η&Η 1.1.1-1.2.1)

μοι

Χαρίδουξ, καϊ

city of Eurykomis is excellent, not only because it is garlanded by the sea and
by the rivers and luxuriates in meadows and flourishes with all kinds of
delicacies, but also because it is pious to the gods, being even more than the

The

watered

golden Athens

18

an

altar,

On these terms, see

a

sacrifice and

above,

p.

50,

an

nn.

offering to the gods. It proclaims celebra-

15-16.
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tions, it holds festivals, it sacrifices offerings to Zeus and the other gods. 2 In this

Eurykomis the time of the Diasia is also the time when lots are cast for the heralds;
for it is both the city's custom and also an unwritten law that, whenever it is the
time for the sacred festival, lots should be cast among the unmarried men in the
prominent families in the city; and the man on whom the lot falls is sent as herald
to the city allotted to him, having first been garlanded with laurel.
2 Thus the lot fell on me, and I was garlanded, my dear Charidoux, and became
the sacred herald to Aulikomis.

The

city of Eurykomis is not the central setting of the story, for it is in
protagonists meet and fall in love and thus trigger the
action on both internal and external levels. The description of Eurykomis
functions (a) as a starting-point for the story of Hysminias, and (b) as a
very short introduction of the hero himself; the reader may presume that he
is a young, unmarried man of a prominent family.
As soon as the reader has been informed of the hero's name and mission,
Hysminias travels to Aulikomis, where he is soon to arrive at Sosthenes'
garden. This is the place where the couple meet, and where Eros appears
and makes them fall in love—one might say, the "true" setting of the novel.
It is also here that the first part, more than one third, of the novel takes
place.19 After spending three days in Aulikomis, Hysminias returns home,
along with Hysmine and her parents, to spend three days in Eurykomis.
After more journeys and adventures, the young lovers are reunited after
about one year, and finally get permission to marry. The wedding is cele¬
brated in Aulikomis, in the garden of Sosthenes. The protagonists never re¬
turn to Eurykomis. The opening description thus functions as a sort of
prologue of informational character.
There is nothing strange about a novel opening with a description of a
city; this is how Tatius' novel opens, and also that of Longus.20 What we
should note here, however, is the way in which the first-person narrator and
an addressee are introduced. The description of Eurykomis gives the im¬
pression of a third-person narration (H&H 1.1.1), when suddenly the firstperson narrator appears (1.2.1). In the same sentence the narrator, "I, Hys¬
minias", addresses a certain Charidoux, a fictional reader or listener. The
presence of an addressee recalls epistolary or philosophical forms.21 If we
Aulikomis that the

19

or three parts, and on the problems related to
division, see below, pp. 92-93.
20 See
below, pp. 178-180. On different kinds of openings in literature, see Nuttall
(1992), who moves from the Aenid (pp. 1-32) to David Copperfield (pp. 171-200).

such

21

On the division of the novel into two

a

Cf.

Agapitos (1991) 132, who describes the opening of H&H as an "epistolary, rather
id. (1998b) 145.

than narrative frame"; see also
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look, for example, at the ethical essays of Plutarch, the pupil or student
addressee is very common.22 Also, an initial epistolary form may be used as
a method of introducing a longer lecture or narrative.23 The
opening sequence
of H&H

displays a mixture of two generic influences: that of the ancient
novel and that of the philosophical essay in the manner of Plutarch, who
was well known and popular in Byzantium.24 The philosophical tone that is
achieved in this

manner

is,

as we

will

see,

maintained throughout the novel

by means of both compositional and literary devices.25
ADVANCING THE PLOT

If

study the opening of the novel as the point of departure
find that the element of chance and coincidence is strong.

we

we

for the plot,

Hysminias is appointed herald of the Diasia by lot and sent to Auliopening description of the city of Eurykomis is important only
in this respect: the city's tradition, "the unwritten law", to cast lots for the
election of heralds. Once Hysminias has arrived at Aulikomis, it is not a
matter of course that he will stay with the family of Hysmine, but Sosthenes "was the victor" in the competition to host the herald {H&H 1.3.3;
cf. also the repetition of this event in 9.3.1). Thus the coming meeting of the
young couple depends on two coincidences. A third coincidence is the
"homonymity" of the hero and heroine. It is pointed out by Hysmine at
their first meeting (1.9.1), and thereafter mentioned another five times.26 The
sacrifice of Hysmine to Poseidon is another event caused by the casting of
lots (7.12.3). The enslavement of Hysminias is described as the result of
lots and an oracle from Apollo,

komis. The

χρησμός με και κλήρος πάλιν δουλογραφίϊ- και πάλιν δούλος
τρίδουλος έγω, και τω δ^σπόττ] περί την οικίαν μϊθίλκομαι, ω χρησμός
κλήρος την Ιμήν Ιχαρίσατο δούλωσιν. (Η&Η 8.11.1)

και

22

και
και

See e.g. Plutarch, Moralia 2, 4, 5, 12,
The order of books is that of Xylander from

follow; for

a

13, 17, 23, 25-26, 31, 40-41, 46, 51-52.
1570, which modem editions most often
list of the works in the Moralia in the traditional order, see Russell (1972)

164-172.
23

E.g. Plutarch, Moralia 6, 30, 42. The dialogue form is often used in a similar way,
a longer lecture or narration; see e.g. Moralia 11 and 47.
24 Indeed influential
enough to earn a notice in ODB 3: 1687-1688, with the comple¬
mentary note of Baldwin (1995).
25 See
below, esp. pp. 181-186.
26 H&H
1.14.1; 2.12.2; 2.13.2; 2.14.2, 2.14.3. On the names of the protagonists, see
below, pp. 156-159.
i.e. to introduce
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and the oracle and the lot

once again made me a slave, and once again I was a slave
triple servitude and taken off to the master's house on which the oracle and the
lot had bestowed my servitude.

in

It may

be noted that Tyche is rarely mentioned as the force behind these
they are presented as a seemingly "natural" course of
events. She is mentioned in a few passages towards the end of the novel,
twice by Hysminias himself, and once by his new master (H&H 8.21.3).
Hysminias' comments on Tyche show that she is indeed the force behind
his adventures, even if it has not been emphasised earlier in the novel. He
describes himself as "the exemplification of Fate, a ghost from the under¬
world, the plaything of the gods, the Erinnyes' banquet."27 He also blames
his enslavement on Tyche: "through Fate I was the herald's slave."28 In the
last passage, Tyche is presented as the force behind both the drawing of lots
and Apollo's oracles. It is the same god, Apollo, who later delivers the ora¬
cle that the couple should be set free (10.13.3). Tyche, without being fre¬
quently mentioned, does rule the world in which Hysmine and Hysminias
live, just as she did in the ancient novel.29
Tyche plays an important role in the ancient novel, often seen as con¬
nected with the passivity of the hero and heroine; the helpless protagonists
are thrown about in a world ruled by the cruel goddess.30 It has been argued
by Beaton that the same theme was "considerably extended" in the twelfthcentury novels, and that the novelists took pains to create a world in which
the initiative did not lie with the individual.31 The phenomenon is seen as
related to the novel's reappearance, which by Beaton is considered a conse¬
quence of intellectual anxiety.32 Although I agree that Tyche is an important
force in H&HΡ I object to the connection made with the passive hero, and
also to the connection made with the revival of the novel.34 Firstly, the crit¬
icism of the novel's protagonists as passive is most often anachronistic and
machinations and that

out-of-date. It deals with character construction not from

Byzantine, but from
27
ννων

H&H 8.11.2:

a

ancient

modern point of view. A discussion of the issue

eas-

παράδειγμα Τύχη? εγώ, νερτέρων σκιά, δαιμόνων παίγνιον, Έριν-

28

Η&Η 9.7.1: δούλος
Pace Smith

32

Ibid. On Beaton's view of the revival of the novel, see above, p.
Not as important, though, as seen by Beaton, ibid. 63, with

εκ

τύχης τοΰ κήρυκος.

(1980), who argues that Tyche plays
placed by Eros. Cf. also Harder (2000) 68.
30
See e.g. Billault (1991) 97-98, 107-109.
31
Beaton (19962) 62.

no part

in H&H, but has been

See Beaton

re¬

32.
reference to Hunger

(1980) 18-19.
34

or

τράπεζα.

29

33

an

(19962) 61-65, and cf. Macrides & Magdalino (1991) 151,

n.

178.
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ily turns first humorous and then patronising.35 Secondly, the power of
Tyche in H&H does not necessarily have to be seen in relation to the exist¬
ing or non-existing intellectual anxiety of the twelfth century. There were
indeed discussions of Tyche, both in the twelfth and other centuries,36 but it
may be dangerous to assume an intellectual and emotional movement on the
basis of literary interests and tendencies. Instead, I would like to emphasise
the literary challenge that Tyche constitutes: the opportunity to depict an
exciting plot and grand feelings.37 We have already seen how, in H&H,
Tyche has been used in an elaborate manner in the construction of the plot
(the series of coincidences that leads to the couple's meeting, relationship
and reunion), and how the goddess is recalled at emotional moments to un¬
derline the tragic pathos of Hysminias' experiences (e.g. H&H 8.11.2).
When the first meeting has taken place another element is introduced to
advance the story: the paintings in the garden of Sosthenes {H&H 2.2-9;
4.5-16). The first painting depicts the four Cardinal Virtues, and then Eros
seated on a throne surrounded by a crowd of people, Night and Day, birds
and fishes. The second is a representation of the twelve months.38 The
paintings, along with his discussions with his friend Kratisthenes, teach
Hysminias about love and help awaken his feelings for Hysmine; they func¬
tion as somewhat enigmatic anticipations of the coming action, and they
represent the novel's main themes: love and art. An interesting aspect of the
paintings on the compositional level is that they advance, but at the same
time delay, the development of the plot. They are thus an important ele¬
ment in the slow process of falling in love that H&H displays, and they also
contribute to the spatial character of the novel.39
The first painting, that of Eros, provokes yet another important element:
the dreams of Hysminias {H&H 3.1; 3.4.2-3.7; 5.1-5.4.1; 6.18; 7.18-19).
The dreams have a double function, since they both mirror the sexual awak¬
ening of Hysminias and forebode the coming sexual and marital union. As is
the case with the paintings, the dreams both advance and delay the devel¬
opment of the story.
It is not until the return to Eurykomis that the external action of the
novel is triggered: when Hysmine's parents want to marry off their daughter
with another suitable young man the couple decide to elope. This decision
35 For
a
36 See

discussion

on

the anti-hero concept, see

Kazhdan & Franklin (1984)

below, pp. 249-250, 256.
180-182, and Agapitos & Smith (1992) 39 and

79.
37

Cf.

38

On the construction of these

39

On

Agapitos & Smith (1992) 39.
ekphraseis, see below, pp. 85-86.
the concept of spatiality, see above, pp. 40-^3, and below,

pp.

141-142.
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leads to the

separation that will last for about one year; for about one and a
(H&H 7.16-9.5) the reader is held in suspense as regards the for¬
of Hysmine.

half books
tunes

THE DOUBLING OF THE PLOT

A

peculiarity of the plot, which is also a peculiarity of the composition, is
repetition of the first part of the story in the second part of the novel,
i.e. a doubling of the story.40 In book 8 Hysminias is taken prisoner and sold
as a slave in the city of Daphnepolis. In Daphnepolis a feast to Apollo is
celebrated at about the same time as the Diasia was celebrated in Hysminias'
hometown Eurykomis. Hysminias' master is sent as a herald to Artykomis,
and Hysminias accompanies him. They are there entertained by a host
named Sostratos, who has a young daughter, whose slave girl turns out to be
Hysmine. The parallels are striking: the cities Daphnepolis and Artykomis
have the same kind of relation as had Eurykomis and Aulikomis; Hysminias

the

was once a

herald himself; his host was called Sosthenes; Sosthenes had a

daughter, Hysmine etc. I will describe the two "versions" in closer
bring forward both the similarities and the differences.
H&H 1.1.2-1.2 = 8.18-21. In book 1, the tradition of celebrating the
Diasia in Eurykomis, the lot that fell on Hysminias and the procession that
sees him off to Aulikomis are described in a few paragraphs; the emphasis

young

detail in order to

lies

on

his brilliant escort:

ΪΙρόειμι τον ιερού περιεστεμμένος δαφνίνω στεφάνω, ιερώ χιτώνι, άρβύλη
σεμνή· δέχεται με το παρεστώς προπομπή ποικίλη λαμπάδων, κυμβάλων,
δάδων, προπεμπτηρίων ωδών, όλης ιεράς προπομπής. 2 Όρθή γονν ή πόλις,
και πάν το ταύτης περι εμε· ό μεν ασπάζεται, ό δε περιπτύσσεται,
άλλος
όρχεΐταί μου προ ποδών, και κατ άλλος άλλον τον θρίαμβον εζυφαίνει μον
εϊποις ιδών ποταμόν εροβρύχην και πολΰρρουν περιρρεΐν με τον κήρυκα.
(Η&Η 1.2.1-2)
of the

temple, my head garlanded with a laurel wreath, wearing the sa¬
sandal, and the bystanders welcomed me with a glittering
escort of torches, cymbals, flares, processional songs, the entire sacred parade. 2
The city was in a hubbub and all people there surrounded me; one man saluted me,
another embraced me, yet another danced before my feet and one here, another there
contrived a triumph for me; if you had been watching you would have said that a
raging flood of river-water was pouring around me, the herald.
I

came out

cred chiton and august

40 Pointed
out, but not described in any detail, by Alexiou (1977) 30; Meunier (1991)
16; Beaton (19962) 81-84, 212-214 and (2000) 186.
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8, the tradition of Daphnepolis and the feast of Apollo are de¬

scribed at greater

length and in

detail, and the herald, Hysminias' mas¬
procession. The herald is here
appointed by an oracle and not by lot, but the processions are similar, as is
noted by Hysminias:
more

ter, returns to his house for dinner after the

Και

πλήθος περί τον κήρυκα, καΐ προπομπή λαμπρά και ποικίλη, και ταλλ'
κάμε κατέπαιζε το κηρΰκειον ων πάντων μεμνημενος εγίο μέσω
λαμπρω θεάτρω καΙ λαμπρά τελετή πληροί χαρίτων και ήόονής θρήνων
έπληρονμην και κωκυτών, και ώς εν κεραυνω τή μνήμη την ή/υχήν ολην
κατεκεραυνοβολονμην πυκνά. (Η&Η 8.19.2)
όπόσα

There

crowd around the herald and

brilliant

procession and all the other fun
I recalled all this in the midst of the
brilliant theatre and the brilliant rite that was full of grace and pleasure, and I was
overwhelmed with lamentation and grief and my whole soul was riveted by the
memory as if transfixed by a thunderbolt.
was a

stuff that the office of herald had

a

brought to

me.

The master herald is also

nias:

a

equipped with the same insignia as was Hysmi¬
sandals (8.19.3).41 After the dinner in
second procession, again reminiscent of the first one

laurel wreath, a tunic, and

Daphnepolis comes a
in Eurykomis: και πάλιν ή πόλις ορθή,
πάλιν
ρυκας,

πανήγυρις,

και

πάλιν ωδαί,

"once again the city

was

πάλιν λαμπρά προπομπή, και
τάλλ' 07τόσα κοαμουσι τους κή¬

και

και

astir and

once

again there

was a

brilliant

procession and once again a celebration and chanting and everything that
brings honour to heralds" (8.21.4). The repetition of similar events, or as¬
pects of events, entails a certain repetition of words, which may seem
unimaginative.42 In the light of repetition with variation as a narrative strat¬
egy it should, however, be seen as a stylistic and rhetorical effect, and not as
a failing on the part of the author.43
H&H 1.3 = 9.1-9.3.1. Hysminias' arrival at Aulikomis and the "victory"
of Sosthenes in book 1 is mirrored in book 9 by the master's arrival at
Artykomis and the "victory" of Sostratos. Again, the first version is com¬
paratively short and condensed, and the people's tribute to Hysminias is

41

Two different words

άρβνλη in H&H 1.2.1;
πέόιλον. Since the author refers to the same foot¬
πέόιλον, both are probably used in the same sense; both are

are

used for the heralds' footwear:

8.13.1; 10.15.1, and in all other
wear

both

as

άρβύλη and

therefore translated here
42

as

as

cases

"sandal".

Hilberg (1876) points out in his introduction, p. xxii, n. 2, that ολος is used 399
frequent words are λαμπρός and, quite naturally, πάλιν. On λαμπρός and its
common use especially in H&H 8.13-9.1, see Plepelits (1989) 74, who discusses stylistic
features in pp. 73-76. On lexical repetition, see Poljakova (1979) 108-110.
43
On the rhetorical character of H&H, see also below, pp. 73-74 and n. 70.
times. Other
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emphasised (1.3.1-2); the details of the procession are repeated in the sec¬
ond version (9.1-9.2.1). It is interesting to note how the "victory" scene has
been slightly, but significantly, changed:
έφέλκονταί με πάντες προς έαυτού?, έυτυχίαν ηγούμενοι προς δν καταλύώ? ΰιτέρ μεγάλων ex μεγάλης στελλόμενον κήρυκα. 3 Νικα Σωσθένης,
καϊ άρμα φέρων ανάγει μοι και άγει με περί την οικίαν και φιλοφρονείται με
μάλα φιλοτίμως και εισάγει με περι τον κήπον. (Η&Η 1.3.2-3)
σαιμι,

Everyone tried to

carry me off for themselves, thinking that I would bring good
host, since I had been sent as herald on great matters from a great
city. 3 Sosthenes was the victor and, bringing up his chariot, led me off and
brought me to his house and took most generous care of me and showed me round
his garden.

fortune to my

Ot της Λ Αρτυκώμώος

προύχοντες ζητοϋσι ξενίσαι τον κήρυκα, και δλον έκασ¬
εαυτόν άνθέλκεται καί μεθέλκεται, και καινή τις ερις και φιλοξενίας
άγων είποι τις ίδών
αγαθή δ' ερις βροτοΐσι.
3 Σώστρατος νικά τον αγώνα και άρμα φέρων άνάγει και περί την οικίαν
μετάγει τον κήρυκα και φιλοφρονείται τούτον φιλοτιμότατα, όσα και Σωσθενης 'Τσμινίαν εμε πλην 'Τσμίνης πολυτελώς εφιλοφρονήσατο- α πάντα
μέσης ήπτετό μου ψυχής, και λήθης ηύχόμην κρατήρα πιείν. (Η&Η 9.2.3τος

προς

9.3.1)
The

leading citizens of Artykomis sought to have the herald as their guest and each
pulled and thrust to have him entirely for themselves, and there was a fresh contest
and a struggle over hospitality; one might say that a contest is goodfor mortals ,44
3 Sostratos won the struggle and, bringing up his chariot, led the herald off and
brought him to his house and cared for him most honourably, as Sosthenes cared
for me, Hysminias, most extravagantly, except for the matter of Hysmine. All this
struck deep in my soul and I prayed to drink the cup of forgetfulness.
As

we can

of detail is
what he

see,

the second version is longer and more detailed. The fullness

brought about by Hysminias' now external perspective: he sees
experienced and puts it in relation to his own life as he re¬

once

members. The events

are

described in the

same or

similar words

(έφέλ-

άνθέλκεται, μεθέλκεται; άγει, άνάγει, μετάγει; φιλοφρονείται,
φιλοτίμως, φιλοτιμότατα). In passages like these we must also note the
similar names Sosthenes and Sostratos: in the second part of the novel,
Sosthenes has been replaced by Sostratos. The similarity of the names in the
confusingly similar versions of the story causes a comic or ironic effect.
κονται,

44

Hesiod, Erga 24. I owe the identification of quotations of and allusion to ancient
primarily, Gigante (1960); most of the ancient sources are also noted
in Conca (1994a). On quotation, allusion, and Quellenforschung, see further below, part 3.
literature in H&H to,
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detail,

with

particular care devoted to Hysmine and her actions: how she mixes and
pours the wine, how she flirts with Hysminias. At the corresponding dinner
at Sostratos' house in book 9, Rhodope has taken Hysmine's place as a
wine pourer. The passage contains explicit comparison of the two maidens:
Rhodope is καλή μεν κατά παρθένου απλώς, προς δέ ye την έμην έκΠνην
'Τσμίνην ώς προς Άφροδίτην μι,μώ, "a lovely girl if you compare her
with the general run of maidens, but in comparison with my Hysmine, she
was like an ape compared to Aphrodite" (9.3.2), and it is twice pointed out
that Hysmine was the one who poured the wine in Aulikomis (9.4.2, 9.4.3).
In 9.4.1, there is a twitch in Hysminias' right eye, a good omen that predicts
the presence of Hysmine.45 The omen and the frequent mentioning of
Hysmine hint at the girl's presence, a presence that is similarly represented
through the parallels to the very first dinner in Aulikomis.
H&H 1.12 = 9.5. The footwashing that Hysmine performs in book 1 is
repeated in book 9, now by Rhodope. The procedure is the same: after din¬
ner, the daughter of the family, followed by three servant girls, washes the
feet of the herald. The manner is different: Hysmine took the opportunity
to play with Hysminias' feet, pressing, tickling and even kissing them.46
Rhodope does no such thing, but her performance still reminds Hysminias,
and apparently one of the servant girls, of that first episode:
εγώ δέ τα περι τους έμους άναλογισάμενος πόδας εκ re χειρών και χειλέων της
έμής εκείνης "ΐσμίνης χαριεντίσματα πνεύμα τι μέγα και λίαν όδυνηρόν έζ
έμών μέσων εγκάτων άνέσττασα καϊ δακρύων έττληρώθην τους οφθαλμούς· 3
και θεραπαινις ή των ποδών το μάκτρον άνέχουσα προ χειρών μικρόν
ύπεστέναξεν, ώσπερ μιμουμένη το της ήχους υστερόφωνον, και οίον 'Ύσμίνη
λεπτόν ΰπεστέυαζεν, δτε τω πόδι μου τον πόδα ταύτης έπι της του Σωσθένους τραπέζης έπέθλιφα. (Η&Η 9.5.2-3)
I, recollecting the caresses given my feet by my Hysmine's hands and lips, gave
vent to a great and grievous sigh from the depths of my entrails, and my eyes filled
with tears. 3 And the servant girl who was holding the towel for the feet in her
hands moaned

cately

as

gently, as though imitating the echoes of my sigh, and sighed deli¬
Hysmine had done when I pressed her foot with mine at Sosthenes' table.

The scene's similarities with the

episode in book 1, Hysminias' explicit
recollections, and also the behaviour of the "servant girl", juxtapose the two

corresponding
Hysmine.

passages

and

prepare

for the soon-to-follow recognition of

45

On this allusion to Theocritus, see below, p.

46

On this passage

266.
and the different interpretations of it,

see

further below, pp. 280-281.
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H&H 2.12-2.13

=

9.7.2-9.11.1 and 3.10-4.2

=

9.16. All in all there

are

eighteen dinners,

or banquets, in the novel, while not all are described
three dinners at each private house in each of the four

in de¬
cities:
Aulikomis in 1.7-11, 2.12-13, 3.10—4.2; Eurykomis in 5.9.3-5.12, 6.1.26.4, 6.15; Daphnepolis in 8.12-8.15.1, 8.20-21, 10.7-8; Artykomis in
9.3.2-4, 9.7.2-9.11.1, 9.16-9.21.1. There are also two dinners among the
barbarians (8.4 and 8.8.2-3), and two dinners at the priest's house in Daph¬
nepolis (10.16-10.18.1 and 11.2-11.17.1). Finally the couple's wedding is
celebrated with a banquet in the garden of Sosthenes in Aulikomis (11.18.211.19). One dinner also occurs in a dream (3.5).
We have seen how the first dinner in Aulikomis corresponds to the first
dinner in Artykomis, and the same may be said of the second and third ban¬
quets in the two cities. At the second dinner in Aulikomis (2.12-13), Hysmine continues to flirt with Hysminias, who does not give in at dinner, but
afterwards relives the banquet in a dream in which he returns all her ad¬
vances (3.5).
At the dinner in Artykomis, Hysmine reveals herself in a letter
(9.9), which means that the couple are now formally reunited—as they were
informally united in Hysminias' dream in 3.5. The third dinner in Aulikomis
(3.10-4.2) is filled with flirtation corresponding to Rhodope's kisses trans¬
mitted to Hysminias by Hysmine in 9.16.
There are also other corresponding dinner sequences. For example, the
first dinner in Eurykomis (5.9.3-5.12) has an analogue in book 10, the ar¬
rival dinner in Daphnepolis (10.7-8). The flirting of the first version is re¬
flected and augmented in the second, as three women now are coming on to
Hysminias.
H&H 4.3 = 9.21-10.4.1. The protagonists' meeting in the garden in the
beginning of 4.3 is first repeated in 4.21-23. The episode then appears in a
second version in the garden in Artykomis in book 9. Both episodes are im¬
mediately followed by dreams (5.1-5.4.1 and 10.4.2-3), which occur on the
last night in Aulikomis and Artykomis respectively.
H&H 5.6-5.7 = 10.5. Hysminias' departure from Aulikomis is mirrored
in his master's departure from Artykomis in book 10.
tail.47 There

are

?Hkci> ό Σωσθένης και

irtpl την πΰλην του δωματίου γενόμενος ''Τσμιυία
κήρυξ' φησίν 'ιδού σοι πάσα Αύλίκωμι? προ πυλών πάντ(ς ζητουσι τον
κήρυκα· την κεφαλήν στεφανώθητι, τω χιτώυι και τω πεδίλω κατακοσμήθητί,

47

Cf.

Poljakova (1979) 107, who counts 12 dinners, and Burton (1998) 208, who men¬
"symposia" of the novel. On the dinner motif, which will not be discussed in
detail here, see below, p. 227, n. 282.
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όλον

πζριδΰθητι το κηρνκίΐον, 'ίνα σε και Ποσειδών αιδεσθή καϊ πνεύμα θΰση
ματάγον ει? 'Ευρυκώραδα.' [...]
7 "Ηκω περι τήν πύλην του κήπου καϊ πάσαν ορώ τήν Αυλίκωμιν
ποικίλην μοι τήν προπομπήν έξυφαίνουσαν ωδαΐς, κυμβάλοις, λαμπάσι,
παστάσι, ρόδοις, άυθίσιν, ϋμνοις, άλαλαγμοϊς καϊ πάσιν άλλοις δσα μή
κήρυξιν άλλα θεοί? άφωσίωται. 2 Και ίνα μή δοκώ σοι δοξομανεΐν κατά μέρος
καταρρητορεύων τω λό^ω τήν προπομπήν, ου τω τήν καλήν έξήλθον
Αύλίκωμιν, τήν της 'Ύσμίνης πατρίδα, τήν καλλιγυναικα, ώς 'Ολυμπιονίκης
και νικήσας το πένταθλου,
και, 'ίνα τάν μέσω παρώ, περί τήν έμήν ήκον
Εϋρυκωμιν. (Η&Η 5.6-7)

Δα

Sosthenes

herald,

up and, standing by the door to the chamber, said, 'Hysminias the
the entire city of Aulikomis is before your door. Everyone is looking

came

see,

for you,

the herald. Put the garland on your head, put on your tunic and your san¬
herald's costume so that Poseidon may honour you and offer to
Zeus a wind that will convey you to Eurykomis.' [...]
7 I came to the gate of the garden and saw all Aulikomis preparing a brilliant
escorting procession for me with songs, drums, torches, flares, roses, flowers,
hymns, ululations and everything else that is dedicated to gods, though not to her¬
alds.48 2 And so that I do not seem to you to be glory-mongering in my detailed
account of my procession, I departed from the lovely Artykomis, fair in women,
Hysmine's homeland, like an Olympic victor who had been victorious in the pen¬
tathlon, and—to pass over what happened next—I came to my own city of
Eurykomis.
dals,

assume your

Έφίσταται Σώστρατος και φησιν 'ιδού σοι, κήρυξ, πάσα πόλις Άρτύκωμις
πυλών συνεκπλεΰσαι ζητούσα σοι προς Ααφνήπολιν συ δε μοι περιδΰθητι το κηρύκίΐον και δλος κήρυξ γίνου.' Στίφανοϋται τήν κίφαλήν ό
κήρυξ, τω χιτώνι και τω πεδι'λω κατακοσμύται, και 'όλον περιθε'μευο? το
κηρυκίΐον ε£εισι του δωματίου. 2 Και πάλιν ή πόλις ορθή, και πάλιν όρχίΐται
τό πλήθος και τον προπζμπτήριον λαμπρόν υφαίνει τω κήρυκι, οίον καϊ τον
ίίσιτήριον πολυτελή προίξΰφαινε· και ίνα τάν μέσω παρώ, της νίώς επιβάντί,ς εκείθεν άπέβημζν και περί τήν Δαφνήπολιν έγενόμίθα. (Η&Η 10.5)

προ

said, 'Look, herald, the whole city of Artykomis is at the
asking to sail with you to Daphnepolis. Put on your herald's garb and take up
your herald's role.' The herald garlanded his head, arrayed himself in his tunic and
sandals and in the herald's full panoply left the chamber. 2 Once again the city was
in a hubbub and once again the crowd was dancing and had prepared a magnificent
escort for the herald, as glorious as the welcome that had been offered earlier. To
pass over what happened next, going on board ship, we left there and arrived at
Daphnepolis.
Sostratos arrived and
door

48

Cf. Hysminias' arrival to Aulikomis, where he is received not
god, in H&H 1.3.1.

as a

herald but

as a
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Words and formulas

are

repeated,49 most remarkably the elliptical formula

that closes the passage: "to pass over what happened nextThe descrip¬
tions of the processions are similarly reflections of the arrival scenes, of
which the first

was

Hysminias' arrival in Artykomis (1.3). Again, we may
in similar positions of the names Sosthenes and

also note the appearance

Sostratos.50
H&H 5.8

=

10.6.

tars of Zeus and

Arriving in their hometowns, the heralds
Apollo respectively.

Οϋτω τοίνυν, οϋτω λαμπρώς,

ήκω βωμόν Ξειαου Διός, καί
μώος. (Η&Η 5.8.2)
So I

go to

the al¬

οϋτω φιλοτίμως, οϋτω βασιλικώς όπ' αυτόν
συνίίπζτο πάν τό συν^κπλεϋσαν όξ Αύλικώ-

μοι

with such splendour, such honour, such imperial pomp to the altar of
god of strangers and the entire group that had sailed with me from Aulikomis
accompanied me.
came

Zeus

δη κήρυξ καϊ δεσπότης ίμός συν τοις ίξ Άρτυκώμιδος συνεκτον του Δαφνιού βωμόν κατά τό ϊίθισμόνον τοις κήρυξι γόγοvev ίγώ δε συν όσοι τω κήρυκι σύναξατλζύσαμίν εϊ? Άρτύκωμιν περί τήν
οίκίαν του δεσπότου γ^γόναμ^ν {Η&Η 10.6.1)

Ό μεν ου ν

πλεύσασιν ίπί

The herald, my master, together with those who had sailed from Artykomis,
for the altar of him who wears the laurel, as is customary for heralds. I, with
of us who had sailed with the herald to

The

Artykomis, went to

my

made
those
master's house.

subordinate

position of Hysminias is underlined in the second
he, together with Hysmine, goes to the house, where he is at¬
tacked by his lovesick mistress.
H&H 5.15-5.20 = 10.9.3-10.15. When Hysminias has returned to
Eurykomis, his and Hysmine's parents go to the altar of Zeus to make sac¬
rifices, first in 5.15.1, then repeated in 6.5.2 and 7.1.1.51 The time formula
used in book 5 is repeated in book 10, when the same procedure takes place
in Daphnepolis:
now

version

as

Περί δε τρίτην φυλακήν της νυκτός Σώστρατος συν 'Ροδόπη καί δίσπόταις
ίμοϊς 7τερί τον βωμόν διανυκτΐ,ρζύουσιν, 'Ύσμίνη δέ κάγώ τοις δεσπόταις κατά

49

(ιδού σοι πάσα Αύλίκωμις προ πυλών) = 10.5.1 (ιδού σοι, κήρυξ,
Άρτύκωμις προ πυλών)', 5.6.1 (τήν κεφαλήν στ^φανώθητι, τω χιτώνι
καί τω 7Γεδιλω κατακοσμήθητι, όλον π^ριδύθητι τό κηρύκζιον) = 10.5.1 (συ δε μοι
πζριδύθητι τό κηρύκζιον καί όλος κήρυξ γ(νοϋ κτλ); 5.7.1 (ποικίλην μοι τήν προ7τομπήν όξυφαίνουσαν) = 10.5.2 (τον προπιμπτήριον λαμπρού υφαίνει τω κήρυκι).
Η&Η 5.6.1

πάσα πόλις

50
51

τών

Cf. above, p.

58.

δε τρίτην φυλακήν της νυκτός; 6.5.2: πάλιν ούν ό συνήθης
θυμάτων καιρός; 7.1.1: ίπά δέ καί θυμάτων καιρός, καί πάλιν κτλ.
Η&Η 5.15.1: 7τερι

1.2.2

δούλου? επόμενοι

συν αυτοί? δεσπόταις περί
δάφνην γεγόναμεν. (Η&Η 10.9.3)

τον

βωμόν
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τρίποδα καϊ

About the third watch of the

night Sostratos, with Rhodope and my masters, went
keep vigil at the altar while Hysmine and I followed our masters in our roles as
slaves and came with them to the altar and the tripod and the laurel tree.

to

Again, the similarity in the shaping of the episodes underlines the subordi¬
nation of the protagonists. The drama of the scene 6.10-11, when the sac¬
rifice is snatched by an eagle and Panthia laments her daughter's fate, is
partly reflected in the parents' laments and the final reunion in book 10.
Traditionally, repetition and recapitulation are used to remind the reader of
previous events, or to emphasise particularly important points of a story.
In H&H this is not their main function. For example, recapitulations often
follow directly upon the event itself,52 and the frequency is extreme: almost
half of the novel consists of repeated material, story-wise or lexically.53
The story takes place again at another, but in a way the same, place:
Daphnepolis has the same customs as Eurykomis, and Artykomis is an ana¬
logue to Aulikomis. The sequence of events in the two parts is almost the
same: the same number of dinners, the same rituals and procedures.54 There
are, of course, also differences, primarily the now subordinate position of
the hero and heroine: they are now slaves, not only to Eros, but to "real"
masters.

This state mirrors the enslavement to Eros in book 3.55

The

ekphraseis, the detailed descriptions of Hysmine's flirtation, and the
of the novel have been replaced in the second
part by long dialogues and monologues, some detailed description and the
sub-plots of Hysminias' mistress and Rhodope. The protagonists are forced
to see themselves from a new (sub-) perspective, which is underlined by
means of the mentioned sub-plots. As Hysmine tries to convince Hysminias
(H&H 9.19, 9.22), they have to adjust to their subordination in order to
pass the "trial" and be reunited; the period in slavery may be seen as a vari¬
erotic dreams of the first part

ation of the

more

traditional adventures and trials in the ancient novels. The

doubling of the plot thus emphasises the ritualistic nature of the slavery
episode.

52

E.g. Hysminias' retelling of events to Kratisthenes in H&H 1.14 and 2.14.2.
Poljakova (1979) 106; Poljakova discusses repetitions of situations and lexical repeti¬
tions in pp. 106-110. See also Meunier (1991) 15-17.
54
Cf. Beaton (19962) 84, who argues that the second part runs in close parallel with the
first, but with significant displacements in time, place, and action.
55
Beaton (19962) 84.
53
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REPETITION WITH VARIATION

In addition to the

doubling of the plot, the novel contains a large number of
repetitions with variation. Passages are repeated in the same or in a slightly
different manner, functioning as a kind of internal reference system—most
often as recapitulations, but sometimes also as anticipations. In all, there are
ten regular recapitulations: H&H 1.14.1-3; 2.14.2-3; 3.3.2; 5.5.1-2; 6.12;
8.10; 8.13; 8.16.2-3; 9.13; 11.3-10. They vary from brief, but most often
detailed, summaries of events such as dinners to long recapitulations of the
whole story. They are all retellings of events that the reader already knows
of. That is not really the case with the story of what happened to Hysmine
after she was thrown overboard at sea (11.13-16). It has, however, been
hinted at in her letter to Hysminias:
'Ύσμίνη παρθένος 'Ύσμινία τω έραστη γαίραν. 'Ύσμινία Θεμιστειδη, ϊσθι ώς
'Ύσμίνην την σην δελφιν θαλάσσης έρύσσατο, καϊ πηγη και τόξον Αρτέμιδος,
παρθένου θ(άς, παρθένου σοι ταύτην παρξφυλάζατο· (Η&Η 9.9.1)
The maiden

Hysmine to her lover Hysminias, greetings. Hysminias son of Themisteus, know that a dolphin rescued your Hysmine from the sea, and that the
spring and the bow of Artemis, the virgin goddess, have preserved her a virgin for
you.

The letter is

kind of

recapitulation—it deviates backwards from the time
same time it has a proleptic function,56 hinting at
full story told by Hysmine in book 11:
a

of narration—but at the
the

δ'

έξβσφίνδονηθην εις θάλασσαν, δζλφίν έπι νώτόν με δε'χεται, τοις
κυβιστών και ολος κονφως ιηχημένος' [...] Έπα δ' ηδη την ψυχην
απ(,φνσων τοις κΰμασι, μίΐράκιον έφίσταταί μοι γνμνόν (έπ\ δελφίνος έστώς
καϊ αυτό) και χΎιρά μοι προτεινει και λαβδν έπι την χέρσου έξάγει με, και
πτερυζάμζνον τοΐν ποδοΐν (ην γαρ πταρωτον τω πόδε) άπέπτη μου των
επει

κυμασιν

οφθαλμών. (Η&Η 11.13.2-11.14.1)
When I

into the sea, a

dolphin took me on his back as it plunged through
lightly. [...] When I was at the point of breathing out my
soul into the waves, a naked youth appeared before me (he was also standing on a
dolphin); he stretched out his hand to me and, taking hold of me, brought me to
dry land; then, fluttering his feet (for both feet were winged), he flew away from my
sight.
the

was

waves

cast

and

swam on

Hysmine's rescue has also been anticipated in Hysminias' dream in book 7:

56

On the function of the letter in the Komnenian novels, see Harder

(1997b).

1.2.2
Ό δ'

Composition

έπτερύξατο τοΐν ποδοΐν και κατά μέσα πελάγη γενόμενος εμπίπτει
κύμασι και χωρεί προς βυθόν και μετ ου πολύ μοι πάλιν εφιστάται
'Ύσμίνην άνέχων προ των χειρών [...]. {Η&Η 7.19)
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τοις

την

He

[sc. Eros] took wing with his feet and darting to the middle of the ocean
plunged into the waves and sank down to the deep and not long after appeared be¬
fore me again, holding Hysmine in his hands [...].

The

reader, used to the conventions of the ancient novel, may suspect that
a real event, and that Hysmine is actually saved—whether by

this mirrors
Eros

in

other

way.57 The passage also shows that Eros' nakedness
just a weapon aimed at the fish, as was ex¬
plained by Kratisthenes (2.11.3), but also a means of opposing Poseidon.
Even if Poseidon succeeded in forcing the captain to sacrifice Hysmine to
the sea, Eros saved her. He did answer Hysminias' prayer in book 7: 77677
has

or

some

double function: it is not

a

καιρός και rfj γυμνώσει του σώματος χρησασθαι καθ' όλης 'Αμφι¬
τρίτης και Ποσειδώνος αντοϋ, "now it is time for you to use the naked¬
σοι

of your

body against Amphitrite herself and Poseidon too" (7.17.7).
anagnorismos of Hysmine is anticipated also in a few other pas¬
sages in book 9, so that the recognition is gradually revealed. First, Hysmi¬
nias' right eye gives a start (.H&H 9.4.1), a good omen which according to
the ancient tradition is a sign that one will meet a good friend or a beloved.58

ness

The

Then he thinks he

recognises Hysmine in
sleepless and wonder:

one

of the slave girls (9.5.3),

which makes him lie

'dp' ην 'Τσμίνηβ λέγων προς εαυτόν 'άλλ' εκ χειρών άπεσπάσθη τούτων
έμών, καϊ χερσϊ κυβερνήτου δημίου προ τούτων έμών ελεεινών οφθαλμών
έξεσφενδονήθη τοις κύμασιν. 3 Άλλα Ζεύς, αλλ' νΈ.ρως την κόρην έρρύσατο,
και πάντως
εχει ταύτην Αύλίκωμις· ούδε γαρ έπι κακώ και δουλα'α ταύτην
έσώσαντο.' {Η&Η 9.6.2-3)
I said to

myself, 'Surely it was Hysmine? But she was torn from these hands of
mine, and before these pitiable eyes of mine she was cast into the waves by the
hands of the murderous helmsman. But Zeus, but Eros has rescued the girl and
now

certainly Aulikomis shelters her. They would not have saved her for misery

and servitude.'

We may note how Hysminias hints at the
how he misinterprets Eros' actions: the god

truth without knowing it, and
has indeed saved Hysmine "for
misery and servitude". The next day he once again sees the girl and is re57

But cf. in

opposition to this, the reaction of Hysminias: τα δ' ησαν πάντα και πάλιν
once again, was but a dream in the service of

δνειροι δουλεύοντες "Ερωτι, "all this,
Eros"
58

{H&H 7.19).
On this allusion to Theocritus, see below, p.

266.
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minded of

Hysmine (9.8.1), and shortly afterwards he receives the letter
girl with the words έξ 'Τσμίνης παρθένου σης ερω¬
μένης καϊ νυν έμής 6μoboύλoυ τοντό σοι το επιστολών, "this letter is
for you from the maiden Hysmine, your beloved and now my fellow slave"
(9.8.4). There are thus three basic steps in the anagnorismos: the first sight
of the girl who looks like Hysmine, the second sight of the same girl, and
finally the letter that confirms the reader's and Hysminias' own suspicions.
There are no regular anticipations in the novel, but there are a few more
passages that mirror and anticipate future events. The bad omen at the sac¬
rifice in book 6, when an eagle swoops down from the sky and seizes the
sacrifice (H&H 6.10), mirrors three events: the unsuitable marriage between
Hysmine and the young man that her parents have found for her; the elope¬
ment of Hysmine and Hysminias; the sacrifice of Hysmine to Poseidon at
sea. Another series of
proleptic passages are those that concern the protag¬
onists' wedding. After Hysminias has seen the paintings of Eros in the gar¬
den he experiences a dream in which Hysmine "recruits him for Eros' ser¬
vice".59 Hysminias is "given" to Hysmine by Eros himself with the words
έχεις εραστήν, "you have your lover" (3.1.6). The passage obviously
marks the awakened erotic feelings of Hysminias. The next night Hysminias
dreams that he marries Hysmine:
from another slave

κατέπηξε, νυμφοστολήσας ταύτην λαμπρώς και φιλοτίμως
νυμφαγωγήσας, και στεφανώσας μοι την 'Ύσμίυηυ μεγαλοπρεπώς συνεκάθισε
καϊ τράπεζαν παρετίθετο και τον ΰμέναιον η&ε και τους έρωτας επλαττε περι
την τράπεζαν όρχουμενους και παίζοντας οσα παίζουσιν ερωτες. (Η&Η 5.2)

"Αλλο? πaστάba

Another dream set up a

bridal chamber, preparing a brilliant bridal procession for
girl, escorting her honourably, and crowning Hysmine together with me mag¬
nificently; it sat us down together and laid out a table and sang the marriage song
and conjured up Erotes dancing around the table and sporting in the way that
the

Erotes do.

The dream may be seen as a kind of guarantee of the coming wedding,
we will see, the
vocabulary here anticipates the description of the

and as
actual
event in 11.19. Another dream of Hysminias hints at the wedding and union
in a less obvious way. It is worthwhile to quote the whole passage, includ¬
ing the description of Hysminias' mood after Kratisthenes has promised to
arrange the elopement:
17 Ό μεν ovv

Κρατισθενης εξήλθε του bωμaτίoυ, εγώ δ' όλος επι την κλίνην
θαλάσσας επικλυζούσας μου την ψυχήν, καϊ

άνακλιθεις όλας ειχον λογισμών
59

112,

Η&Η 3.1.4:
n.

238.

τούτον

boυλoγpaφήσω. On the word boυλoγρaφέω,

see

below,

p.

1.2.2
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σάλω

κατεκυματούμην καί κλύδωνι- 2 ήνιώμην, έχαιρον, έδειλίων,
έθάρρουν, όλος ήμην ηδονής και φόβου μεστός- το μεν γαρ έττιτυχεΐν σφόδρα
μου κατέσαινε την ψυχήν, τό δ' άποτυχεΐν και λίαν κατεσειεν.
18 Έν μεσοις δη τούτοις τοις κύμασιν, εν δλαις θαλάσσαις και κλύδωνι,
ϋττνος μου τους οφθαλμούς -περικέχυται, και ττλήθος ουκ ευ άριθμούμενον ορώ
περί το δωμάτιον νεανίσκων καί τταρθένων εστεφανωμένων ρόδω τας κεφαλάς, τας χείρας συνδουμένων άλλήλοις κατά σειράν και μέλος οδόντων
οιον Σειρήνες αδουσι· και ην τό μέλος "Ερωτος ύμνος και Αφροδίτης
εγκώ¬
μια- το δ' ασμα καθ' ύμέναιον ήδετο και οίον επί παστάσιν αδουσιν ν Ερωτες. 2
Τό μεν ούν δη ττλήθος ηδε τό μέλος, και μου την ψυχήν ηδονής έττλήρου και
χάριτος ερωτικής, και ήμην όλος [έ'ρως] ώί έκβεβακχευμένος έζ έρωτος. 3 'Ey
μέσω τούτω τω συμμίκτω χορώ τω λαμπρώ τω χαρίεντι, εν μέσοις στεφάνοις, εν μέσαις ωδαΐς, εν μέσοις έρωτικοΐς μελώδημασιν ορώ καί -πάλιν εκεί¬
νον τον εφ'
υψηλού του δίφρου καθήμενου "Ερωτα βασιλικώς έσταλμένον
και την 'Ύσμίνην
τής χειρός μεθελκόμενον εγώ δ' όλος έζεθαμβήθην ίδών. 4
Ό δέ μοί φησιν "'Ύσμινία, ιδού την 'Ύσμίνην έχεις,' και την χείρα ταύτης τή
δε£ια μου χειρί παραθείς άττέτττη μου τών οφθαλμών, καί τούς ύττνους συμμεθελκόμενος. (Η&Η 6.17-18)
εν

17 So Kratisthenes left the chamber and 1 stretched out

completely on the couch
heaving through my soul, and I was like a ship
tossed around by waves and storms; 2 I despaired, I rejoiced, I was terrified, I grew
bold, I was completely full of happiness and fear; the thought of success gladdened
my soul exceedingly, the thought of failure dejected me excessively.
18 In the midst of these billows, these seas and storms, sleep overwhelmed my
eyes and I saw in my chamber an innumerable host of youths and maidens, their
heads garlanded with roses, their hands linked in line, and singing a tune such as
the Sirens sing. The tune was a hymn to Eros and an encomium of Aphrodite. The
song was like a wedding ode, such as the Erotes sing in a bridal chamber. 2 The
throng sang the melody and filled my soul with pleasure and passionate delight. It
was as though I was completely in an erotic frenzy. 3 In the midst of this brilliant,
graceful mingled throng, in the midst of the garlands and the song, in the midst of
the passionate melodies, I saw once again seated on his lofty throne Eros, clad in
imperial robes, and leading Hysmine by the hand. I was totally astonished at the
sight. 4 He said to me, 'Hysminias, see, you have Hysmine', and put her hand in
my right hand; with that he flew away from my sight, taking sleep with him.
while I had

a

whole

sea

of thoughts

We should note here how the

imagery of the stormy sea (6.17.1 and 6.18.1)
anticipates the coming storm and sacrifice, still unknown to Hysminias the
hero, but certainly known to Hysminias the narrator.60 The mentioning of
the Sirens in 6.18.1 probably has the same function: it is not primarily an
allusion to the Homeric episode,61 but rather emphasises the imminent

60

Cf. also

61

Cf. Conca

Hysmine's paradoxically expressed feelings for the dolphin in H&H 11.13.
(1994a) 598, n. 14, with a reference to Od. 12.41-45.
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threat of the sea.62 The words of Eros,

"Τσμινία, Ιδού

την

'Ύσμίνην ^χρις,

"Hysminias, see, you have Hysmine", should be compared to his words to
Hysmine in H&H 3.1.6, €χ€ΐ? έραστην, "you have your lover."
Eros hands over Hysmine to Hysminias once more, again in a dream, af¬
ter Hysminias has been put ashore and fallen asleep on the beach. The first
part of the passage has already been quoted above, as an anticipation of
Hysmine's rescue; let us now look at the closing of the passage:
[...] την 'Ύσμίνην άνέχων προ των χειρών και ώς έκ θαλάσσης ύγράν και
λελουμένην ταΐς Χάρισι, και ταΐς έμαΐς ταύταις χερσί παρατίθεται· εγώ δ' ώς
την 'Ύσμίνην λαβών ύφ' ηδονής έζανέστην των ύπνων τα δ' ησαν πάντα και
πάλιν όνειροι δονλεύοντες "Ερωτι. (Η&Η 7.19)
[...], holding Hysmine in his hands, damp from the sea and washed by the Graces,
and placed her in these hands of mine. But I, just as I took hold of Hysmine, woke
up from my dream in delight. And all this, once again, was but a dream in the ser¬
vice of Eros.

It is not

just a dream, as it turns out later, and the passage prepares for the
assumption that Hysmine has been or will be saved. Finally, we
have the real wedding, when Hysmine is handed over by Eros for the third
and last time. The wedding is described in a highly rhetorical manner, repeat¬
ing and recalling previous passages and events:
reader's

έζ Άρτυκώμιδος γινόμεθα περι την Άυλίκωμιν και θύομεν τους
γάμους πολυτελώς εν μέσω τω του Σωσθένους κήπω, εν εκείνη τραπέζη και
φρέατι, οίς πρώτον έρωτικήν παστάδα κατεπηζάμεθα.
19 'Ορθή γονν πάσα πόλις Άυλίκωμις, υμνούσα κροτούσα χαίρουσα,
όρχουμένη προ της παστάδος, προ του ννμφώνος, προ τών νυμφίων ημών,
ωδήν ύμέναιον αδουσα, έπιθαλάμιον άλαλάζουσα και λαμπρόν άγαλλομένη
γαμήλιον. 2 Tts ούν οϋτω και την μούσαν ηδύς και την φωνή ν μεγαλόφωνος
και την
γλώσσαν άττικευομένην έχων cos τα πολλά και κομψευόμενη ν ύπόσεμνα, ώ? καταζωγραφείν τω λόγω τους γάμους και όλους αύτούς διαγράφεσθαι; 3 θεών ην όντως εκείνη παστάς, "Hpas γάμος και 'Αφροδίτης νυμφών.
'Eyaj δ' έχαιρον ούτω λαμπρώς καϊ λίαν φιλοτίμως ννμφοστολούμενος, και
μάλλον ότι και την 'Ύσμίνην "Ερως συνενυμφοστόλησέ μοι πολυτελώς και
βασιλικώς συνεκάθισε και μεγαλοπρεπώς μοι συνεστεφάνωσεν. 4 'Αλλ' ηύχόμην πέρας τά της τραπέζης εύρεϊν και νή τον "Ερωτα την ήμέραν έμίσησα
την νύχτα ζητών, και το της κωμωδίας μικρόν ύπαλλάζας ύπεψιθύρισα 'ώ
Ζεΰ βασιλεϋ, το χρήμα τής ημέρας όσον.'
Και ού'τω?

62

Cf. Η&Η 7.10.5 where the ship is about to be wrecked: όντως ναύς αντη νεκροπομπός εις "Αιδου μετάγουσα, όντως παστάς 'Αφροδίτης και Περσεφόνης νυμφών,
όντως μυθευομένη Σειρήν, "truly this ship is the funerary vessel that conveys us to
Hades, truly it is Aphrodite's bridal bower and Persephone's marriage chamber, truly it is
the Siren of the

myth." Cf. also L&K 1.8.2; 3.10.3; 6.10.4. See also below,

p.

264.

1.2.2
20 Οϋτω μεν ουν μοι

τά τών γάμων νπερ
πάσαν μοΰσαν, ΰπερ πάσαυ γλώσσαν
(Η&Η 11.18.2-11.20.1)

νιrep
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Όμηρου μεγαλοφωνίαν,

κατεστομωμευην

ρητορικώς.

from

Artykomis to Aulikomis, where we celebrated the wedding
magnificently, in the middle of Sosthenes' garden, at that very table and fountain
so we came

where

we

had first laid the foundations of our erotic bridal chamber.

19 So the whole

city of Aulikomis was in a state of excitement, singing, ap¬
plauding, rejoicing, dancing before the bower, before the bridal chamber, before us
the bridal couple, singing the wedding ode, chanting the marriage songs, and creat¬
ing a glorious marriage scene. 2 Whose muse is so sweet, whose voice so elo¬
quent, whose speech usually so refined in the Attic style and eloquent in the ap¬
propriate manner that he can depict in words the wedding and describe it in its en¬
tirety? 3 That was truly a bower of the gods, Hera's wedding, Aphrodite's bridal
bower. I rejoiced to be arrayed so brilliantly and honourably for the bridal proces¬
sion, and even more so because Eros escorted Hysmine for me in splendour and
made her sit beside me in imperial magnificence and crowned her with me in glory.
4 But I prayed that the banquet would reach its conclusion and by Eros, I hated the
day and sought for night and, changing the words of the comedy a little, I
whispered, Ό king Zeus, how drawn out are day's affairs.'
20 And so my wedding defied the grandiloquence of Homer, every muse and
every tongue made eloquent by rhetoric.

wedding is described with words similar to those used in the descrip¬
also repeats, in 11.19.1, the festive
processions that Hysminias has experienced so many times already. The
expression 'Αφροδίτης νυμφών, "Aphrodite's bridal bower" has been used
earlier, then in a negative context.64 The change in the word's connotations
may symbolise a restoration of the erotic balance: the couple are reunited,
not in Hades but in the garden of Sosthenes, where Eros first gave them to
The

tion of the dream in 5.2.63 The passage

each other.
The

repetition of Hysminias' festival experiences is indeed conspicu¬
processions have already been described several times throughout
the novel with the same vocabulary, starting with H&H 1.2.1 (departure
from Eurykomis) and 1.3.1-2 (arrival at Aulikomis): 5.7; 5.8; 8.19; 8.21.4ous.65 The

9.3; 9.4.3-9.5; 10.5; 10.7.

63

passage: άλλο? παστάδα κατεπηξε, νυμφοσκα\ φιλοτίμως ννμφαγωγήσας, και στεφανώσας μοι την
"Τσμίνην μεγαλοπρεπώς σννεκάθισε και τράπεζαν παρετίθετο κτλ. For the whole pas¬

Especially the beginning of the

τολησas ταντην λαμπρώς
sage
64

and translation,

see above, p. 66.
Of the stormy sea in H&H 7.10.5;

65 See

above, pp. 57-58, 60-62.

cf. L&K 5.16.3-6 (in

an

erotic context).
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A similar

repetition

be seen in Hysminias' dreams of Hysmine, in
paraphrased (H&H 3.4.2-7; 3.5.1-6). We will look
first example.
may

which her behaviour is
in closer detail at the
άν

θλίψη

δάκτυλου, άντιθλιβήσεται γενναιότερου. 'Αλλ' έθλιψε χθές.
πάλιν. "Αν θλίψη, θλιβήσεταν ει δ' ου θλίψει, θλιβήσεται.
3 "Αν τον πόδα ταύτης έπιθήση μου τω πόδι, τοΐν ποδοίν εγώ προσεπιθήσω
τον 'έτερον
αν 'χαιροι?' εϊπη, 'έκατονταχαίροις' άκουσεγ αν το "προσκύνημα
κλέψη, προσκυνηθήσεται φανερώς- αν προεκροφή μου του ττοτηρίου, ολην
έκροφήσω την κόρην αυτός· 4 άν έπέχη την κύλικα, και, την χ^ΐρα της κόρης
τω
ποτηρίω συνεφελκύσομαr άυ του? πόδα? συνεχή καϊ συνέχουσα θλίβη και
θλίβουσα φιλή καϊ φιλούσα κλέπτη το φίλημα, συνέξω κάγώ και θλίψω και
θλίβων φιλήσω, πλην ούχ ΰποκλέψω το φίλημα· 5 άν γαργαλίση μου τον
πόδα, καταγαργαλίσω την κόρην αυτός, και πείσω ταύτην έζ ηδονής άνακαγχάσαι και έρωτος· άν μετά το δείπνου άλγήση τον πόδα, άν δευτέρα του
πατρός ερχόμενη μονωθή της μητρός, επιλάβωμαι τοϋ πληγέντος ποδός, 6
καταφιλήσω τό τραύμα, την πληγήν πολυπραγμονήσω, ζητήσω τα πρόσφορα
φάρμακα, κατεπιθήσω ταύτα, την ούλήν καταμαλάζω πάσαν ιατρικώς,
επιστημονικώς ερευνήσω και ολην ίάσομαι. 7 Ούκέτι τον θυμόν ΰφέζω του
"Ερωτο?, ούκέτι κατονειδισθήσομαι τον παρθένον, ούκέτι τον σώφρονα κατειρωνευθήσομαι και τάλλ' όπόσα νή τον "Ερωτα πέπονθα. "Αν τα πρόσφορα
τή νυκτι ζητήση, συγκοιμηθήσομαι τή παρθένω, και νήδυμον τον ύπνον
άνακηρύζω ποιητικώς. "Ηδη δέ μοι τοις όφθαλμοϊς σπένδεται, και ήδη κοιΝαι

τον

θλιβέτω

και

μώμαι. (Η&Η 3.4.2-7)
if she squeezes my

finger, she will be squeezed more firmly in return. But she did
it yesterday! Very well, let her squeeze it yet again; if she does, she will be
squeezed; but if she doesn't, she will still be squeezed. 3 If she puts her foot on
mine, I'll add my other foot to the two already there. If she says, 'Welcome', she
will hear Ά hundred times welcome.' If she greets me surreptitiously, she will be
greeted openly. If she drinks from the cup before me, I'll drink the whole girl down
myself. 4 If she holds the goblet back, I'll grab hold of her hand as well as the
goblet. And if she keeps hold of my feet, and squeezes them as she holds them, and
as she squeezes them kisses them, and as she kisses them steals other kisses, then I
too will keep hold and squeeze and as I squeeze will kiss; except that 1 will not
steal my kiss. 5 If she tickles my foot, I too will tickle the girl, and I will make her
burst out laughing from pleasure and passion. If at dinner her foot hurts, if as she
goes out behind her father she is separated from her mother, I will take hold of the
squeeze

sore

foot, 6 I will kiss the hurt, I will make

a

fuss of the wound, I will ask for the

right ointments, I will put them on, I will soothe the scar like a doctor, I will
make a learned investigation and I will make it all better. 7 I won't put up with
Eros' wrath any more, I won't be reproached any more for my virginity, I won't be
made fun of any more for my chastity, and all the other things, by Eros, that I have
put up with. If she is looking for what is appropriate for the night, I will go and
sleep with the maiden and I will proclaim in poetic manner that sleep is sweet. But
sleep is already being poured over my eyes, I am already falling asleep.
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The incidents that

Hysminias refers to took place in books 1 and 2: 1.8.3-9;
1.12.3—4; 2.12-13. The dream in book 3 includes an inversion: Hysminias
will now repeat all the actions that Hysmine has performed, and to which he
previously responded negatively. Accordingly, this is not just repetition
with variation, but a case of elaborate amplification. Let us look at each ac¬
tion that Hysminias claims he will perform, and at its previous version.
1. He will squeeze her finger. Hysminias' finger was squeezed in 1.11.3:

ττροτάνω την
βουσα στέν€ΐ

λαβεΐν, η δέ τον δάκτνλον έπιθλίβ€ΐ μου καϊ θλίφύσημα λ€πτόν ώ? έκ καρδίας φυσα, "Ι held out my

\eipa

και
hand to take the cup and she pressed my finger, and as she
moaned and breathed a gentle sigh as if from the heart." This is
the events that will

did so she
also one of
happen later: Hysmine's hand will be squeezed by Hys¬

minias in 4.1.3.
2. He will squeeze

πόδα

τον

ταύτης

her foot. Hysminias' foot

€7τι τον

έμόν έπιτέθ€ΐκ€

και

was

squeezed in 1.9.1: και

προσεπίθλιβζν εφ' όσον

τον πόματος βπινον, "and she placed her foot against mine, and kept it
there for as long as I drank from the cup." This too will come true: Hysmi¬

έγω

nias will squeeze Hysmine's foot in 4.1.1-2.
3. He will say "a hundred times welcome".

At the very first meeting in
1.8.3, Hysminias is bidden welcome by Hysmine: ήκεν ovv η παρθένος και

παρατιθεμένη

μοι το ποτηριον

'χαίροις' νπζφιθύρισζν έγίο δ' άκούσας

ουδέν, "so the girl came up and, placing the cup beside me, whis¬
pered, 'Welcome.' I heard her, though I made no reply."
4. He will greet her openly. Hysmine calls Hysminias "herald with the
same name" in 1.8.3, and repeats the epithet in a greeting in 2.12.2: rjKev η

€17τον

μοι κήρυξ'' ύπ€ψιθύρισ€, "the girl
the wine and 'Welcome, herald with the same name as
mine,' she whispered." Unlike her, he will not whisper but speak openly.
5. He will "drink the whole girl down " if she first drinks from his cup.
This is the only event that has not yet taken place; it will, however, occur in
book 5 (5.10.3-5.11). Hysminias will then "drink down the girl" in 5.11.4

κόρη

came

κιρνωσα

καϊ 'χαίροις, συνώνυμέ

up to pour out

and 5.12.3.
6. He will grasp

her hand if she holds back the cup. The episode of
Hysmine holding back the cup took place in 1.9.2-3, and it ended in the
girl's shame and her parents' reproaches.
7. He will play with her feet. Hysmine played with the herald's feet in
1.12.3-4; Hysminias recalls this event in 5.14.2-3.
8. He will take care of her hurt foot. In 2.14.1 Hysmine pretends to
stumble over her foot, so that she gets a moment alone with Hysminias to
say

πείσθητι

τω

πατρί, "obey

my

father." There is

a

sexual connotation
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hidden here.

Hysmine refers to her father saying "let

us

make due offerings

the

nighf\ τα πρόσφορα τρ νυκτί (2.13.3). This is at first, of course, un¬
as sleep, but when Hysminias says in 3.4.7 "if she is looking for
what is appropriate for the night (τα πρόσφορα τρ νυκτί), I will go and
sleep with the maiden [...]", we understand how he, and possibly Hysmine,

to

derstood

understood her father.66
9. He will

longer put up with Eros' wrath or be made fun offor his
chastity·. Eros expressed his anger in the dream (3.1). Kratisthenes made fun
of Hysminias' ignorance (1.14.5) and reproached his chastity (Sophrosyne)
(2.14.4-6).
So all the actions that Hysminias describes here have already been en¬
acted (with the exception of no. 5), but in a slightly different manner and in
different situations. The amplification of textual elements most probably
signifies an augmentation of emotional and sexual intensity. We must also
note that the same events have already been retold by Hysminias in regular
recapitulations, and furthermore, that yet another paraphrase of the "same"
series of events appears in H&H 3.5.1-6.
There

are

no

other

4.21.3-4 is

examples of similar repetitions or doublings. In H&H 4.25,
repeated in a compressed and negated version:

Kai πάλιν

καταφίλουν αυτήν, καϊ πάλιν συνάσφιγγον και δλην αίλκον προς
προς την φυχήν ματαβίβαζον, καϊ τοις δάκτυλοι? κατάθλιβον, και
δλην κατάδακνον, δλην αναρροφούν τοις χαίλασι καϊ δλος δλην ώ? κιττό?
συναΐχον κυπάριττον 4 συναπλακόμην τή κόρη, συναρριζούμην αυτή καϊ την
φύσιν άζητούν κοινώσασθαι καϊ ήθαλον δλην καταφαγαΐν και δλην αυτήν
καταραύγασθar δλην ήγον παρϊ το χαϊλος και ώς άκ σίμβλου τοϋ γαίλους της
κόρης μάλι γλυκάζον (.τρύγων τοις χαίλασιν. (Η&Η 4.21.3—4)
άαυτόν,

και

And I embraced her

again and clasped her again and held her very close to me and
quite transported her into my soul and squeezed her with my fingers and nibbled at
her and quaffed her with my lips and altogether was caught up with her like ivy
round a cypress. 4 I was entwined with the girl, I was rooted in her, and I sought
to unite our being and I wanted to devour her completely, and gulp her down. I
pressed her to my lip and I harvested sweet honey on my lips from the hive that
was the girl's lip.
την καλήν 'Τσμίνην καταφιλήσω, ούκάτι καταθλίψω τους
άρωτικώς, ούκάτι κατά κιττδν συμπλακήσομαι, ούκάτι νάκταρ,
κόνδυ πικρίας κατακαράσομαι, 2 ούκάτι τρυγήσω του μάλιτος, ούκάτι τω

[...] 'ούκάτι
δακτύλους
αλλά

66

Cf. also H&H 11.19.4:

νή

τον

"Ερωτα

την

ήμάραν άμίσησα

την

νύκτα ζητών,

"by Eros, I hated the day and sought for night"; cf. Aristophanes, Nubes 1-2.

1.2.2

κέντρω πληγήσομαι, ουκ έκροφήσω την κόρην
δάζων ερωτικώς έπαιζον.' [...] (Η&Η 4.25)
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γείλεσιν,
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σπου¬

[...] Ί shall never embrace the fair Hysmine again, I shall never clasp her fingers in
passion, I shall never be entwined with her like ivy, I shall pour not nectar but a
cup of bitterness, 2 I shall never harvest her honey, I shall never be wounded by her
sting, nor shall I quaff the girl with my lips—all of which I pursued so eagerly in
my passionate sport.' [...]
A similar

pair of erotic passages are the dream in H&H 5.1 and the
"playing" in 5.16; the erotic embrace in 5.16 seems to be modelled upon the
dream that Hysminias described in 5.1. In the same book there is an interest¬
ing example in which not only the first passage is textually paraphrased in a
new version, but also Hysminias remarks on the similarity: Hysminias sees
"an innumerable host of maidens" in the garden of Sosthenes and he is re¬
minded of the dream {H&H 3.1) in which he saw Hysmine, crowned with
roses in "a crowd of inestimable size, a mixed throng of men, women,
youths, maidens":
καΐ νη τον

τύραννου "Ερωτα τοις έργοις αυτόν όράν έδόκουν τον
δεΐν και αυτήν την φυχην άπεφύσησα, ει μη καϊ την
'Τσμίνην ειδον εν μέσω κατά σελήυην έν άστρασι, ταλλα μεν κατακεκοσμημένηυ βασιλικώς, την δέ κεφαλήν έκ δάφνης έστεφανωμένην παρθενικώς.
EtSoy

ovv

ονειρον και μικρού

{Η&Η 5.6.3)
I

looked, and by the despot Eros, I thought I recognized the dream in these events;

and I would have all but
moon

expired had I not

amidst the stars, in all other respects

head crowned like

a

Hysmine in their midst, like the
dressed like an empress but with her

seen

maiden with laurel.

It is obvious from these

examples that doubling and repetition, quite often
amplification, have played a crucial role in the composi¬
tion of H&H. Repetition and doubling are examples of what modern theoret¬
ical terminology refers to as spatial devices.67 The repetition of parts of his
own text, the "auto-mimesis" that Makrembolites employs so intensely,
reminds us of the epics, and also of the lyrical genres.68 Spatial elements
such as repetition and delay of time contribute in making a text artful, which
in its turn makes the intrigue appear less important. These elements, along
with the extensive number of rhetorical figures, have probably contributed

with inversion and

67

See above, pp.

68

One should note that

40—41.
poetical language is not the only way to define a lyrical novel;
see the spatial features of the so-called lyrical novel in Freedman
(1963) esp. 1-17. On
H&H as "poetry in prose", see Plepelits (1989) 70, 74. See also Meunier (1991) 15-17 on
the poetic "refrains" in H&H.

74
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to the assessment of H&H as

boring, artificial, and laboured.69 We should
are based on
repetitive principles

bear in mind that several rhetorical devices

and that the overall rhetorical character of Makrembolites' novel thus

flects and underlines the

re¬

doubling of the plot and the repetition of epi¬

sodes.70
The function of the

repetition of episodes in H&H, as pointed out ear¬
lier, is not to remind the reader of the previous events.71 Instead it empha¬
sises the novel itself

work of art72 and

produces an element of insecu¬
rity or vagueness in the intrigue, as the narrator shifts from reality to dream,
from dream to reality.73 Lexical repetitions give the text an epic or lyrical
atmosphere and underline the novel's central events.74
as a

THE CLOSURE

If the

opening passage (H&H 1.1.1-1.2.1) can be called a prologue, the clos¬
ing of the novel could certainly be called an epilogue: the narrative proper
ends with the wedding at 11.19, after which follows a prayer to the pagan
gods.75
Οντω μεν ουν μοι τα των
ττάσαν

γάμων ΰπερ

την

Όμηρου μεγαλοφωνίαν, ΰπζρ

μοϋσαν, νττίρ ιτάσαν γλώσσαν κατζστομωμίνην ρητορικως. Άλλ\ ώ

ου κήρυξ ήκον us ταυτηνϊ την Αυλίκωμιν, ω τύραννε νΕ/οα>?, ου δούλο?
ίξ Aύλικωμιδos ταύτη? α? την Ιμήν έττανήκον Εύρυκωμιν, 2 ω ΓΙόσέΐδοί' ό

Zev,

69

See above, pp. 15-16 and 50, n. 17.
There will be no attempt in this study to deal with rhetoric or style in any detail. On
rhetorical figures in H&H, see Hilberg (1876) xxi-xxvi on De ornamentis rhetoricis,
70

xxiii-xxiv

Tropi, xxiv-xxvi on Figurae verborum and sententiarum\ Plepelits (1989)
on the role of rhetoric in the Komnenian novels; Meunier (1991) 1112 on style and rhetorical pathos in H&H. See also above, p. 44, n. 201. On rhetoric and
its importance in Byzantine education, see e.g. Hunger (1981); Kustas (1970, 1973);
Kennedy (1981); Schouler (1995).
71 See
above, p. 63.
72
On literary texts as works of art, see Ingarden (1960) esp. 25-196 on the composition
of the artistic text, and Lotman (1977) esp. 94-208 on different kinds of repetition in the
artistic text. Cf. also above, p. 42 and n. 193 on the poetic principle of Roman Jakobson.
73
Cf. Poljakova(1979) 110.
74 On
repetition of words, see above, p. 57 and n. 42. Cf. Poljakova (1979) 106-108,
who argues that repetition in H&H has a function contrary to the traditional one, i.e. that
it weakens or even negates the significance of the events. This view should, however, be
seen within the framework of Poljakova's interpretation of the novel as an allegory.
75
Zeus, Eros, Poseidon, Apollo, Artemis, and Gaia, all of whom have been mentioned,
even when not really participating in the story. Tyche is not mentioned here; cf. above, pp.
53-55. See Meunier (1991) 26-28 on the functions of the ancient gods in H&H, and
Harder (2000) on religion and faith in the Komnenian novels, including magic and
theological discussion, esp. pp. 67-69 on H&H.
on

73-76; Roilos (2000)

1.2.2

Composition

75

ταυτηνΐ την 'Ύσμίυηυ εν σάλω λΰτρον λαβών, ώ μεγ' "Απολλον ελενθερίαν
ήμϊν χαριζόμενος, ω τόξον Αρτέμιδος και πηγή την παρθενον ελέγχουσα, μη
βυθός αμνηστίας κατεπικλΰση ταύτα τα καθ' ημάς, μη χρόνος μακρός, μη
ρυτίς, μη λήθης κρατήρ kv "Αώου κιρνώμενος. (Η&Η 11.20)
And

so

my

wedding defied the grandiloquence of Homer,

every muse

and

every

tongue made eloquent by rhetoric. But, ο Zeus, as whose herald I came to Aulikomis, ο tyrant Eros, as whose slave I returned to my Eurykomis from Aulikomis,
2 ο Poseidon, who took Hysmine as a ransom in the storm, ο great Apollo who
bestowed freedom

on us, ο bow of Artemis and spring which judged her virginity,
abyss of oblivion overwhelm our adventures, nor the passage of time
nor decay nor the cup of Lethe mixed in Hades.

do

not

let

an

The narrator wishes that his story may not

fall into oblivion. This topos
historiography, through which it reached
Byzantine literature.76 The use of the topos here may have a double func¬
tion: besides creating a sense of authenticity it also underlines the formal
analogy between narrative and historiography.77 The narrator, however,
does not believe that the gods will immortalise the protagonists, obviously
because of their service to Eros: Zeus is angry because of the "exchange" of
Zeus for Eros,78 Poseidon is afraid of showing his defeat (Eros saved Hys¬
mine from him),79 and Mother Earth is afraid of Poseidon.80 He thus rests
his hopes on the art of rhetoric.
well established in ancient

was

Τοίνυν εί Ζεύ?

καταστερίσει τα καθ' ημάς, εί Ποσειδών ου καταστηλογραφήσει τοις ϋδασιν, εί Γη μή φυτουργήσει τοις φυτοϊς καϊ τοις άνθεσιυ,
αλλ' ώ? kv άμαράντοις ξύλοις και λίθοις άδάμασιν Έρμου γραφίδι καϊ μελάνι
καϊ γλώσστ) πυρ πνεουση ρητορικόν τα καθ' ημάς στηλογραφηθήσεται, και τις
ου

76

Agapitos (1991) 95 refers to the prefaces of Prokopios, Anna Komnene, and Georgios
Akropolites; see also Conca (1994a) 684, n. 9.
77
Conca (1994a) 684, n. 9. On the ancient novel and related genres such as historiogra¬
phy, see e.g. Holzberg (1996) with references.
78 Άλλ'
ώ κατεψευσμαι τό κηρυκείου, "Ερωτα παΐδα Διός άντηλλαζάμην πατρός,
καϊ Ζευς ου καταστερίσει τα καθ' ημάς και την εν ούρανω μνήμην ουκ επινεύσει χαρίσασθαι, "but, alas, I betrayed my herald's wand and exchanged the father Zeus for his
child Eros, and Zeus will not place us among the stars and allow memory of us to be pre¬
served in heaven" (H&H 11.21.3).
79

'Αλλ' α'ώή την ήτταν
γραφήσης τά κατά σου, "but
our

και δεδοικας μή τά καθ' ημάς καταζωγραφών στηλοyou are ashamed of defeat and you dread that in depicting
adventures you lay yourself open to mockery" (H&H 11.21.4).

80

ενοσίγαιος ό Ποσειδών, αλλ' ενοσίχθων, και καταβρυχήσεταί σου τρόπον
κατακυκήσει σε την μητέρα στηλογραφοϋσαν τά καθ' ημάς κα'ι την εζ
"Ερωτος καταφαυλίζουσαν ήτταν αυτού, "but Poseidon the earth-stirrer, the earthΆλλ'

λέοντος,

και

shaker will unleash his lion's

picted

our

roar against you and will shatter you, the mother who de¬
adventures and his demeaning defeat by Eros" (H&H 11.22.3).
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όψιγόνων καταρρητορενσει ταντα και ώς άθανάτω στήλτ] τοις λόγοις
ανδριάντα χαλκουργήσει κατάχρνσον.
23 "Οσου μεν ουν εν άνθρωποι ερωτικώτερον, των πολλών ερωτικών
χαρίτων ημάς άποδέζεται, και 'όσον παρθενικού και σεμνότερου, της σωφρο¬
σύνης πάλιν άγάσεται- 2 όσον δε συμπαθέστερου, ελεήσει των δυστυχημάτων
ημάς, και οΰτω? ήμΐν εσται τα της μνήμης αθάνατα. 3 Ήμεΐς δε καταχαριτώσομεν την γραφήν και όλην την βίβλου κατακοσμήσομεν και χάρισιυ ερωτικαϊς και τοις άλλοις όσα βίβλους κοσμούσι και τους λόγους κατακαλλΰνουσικλήσις δ' εσται τή βίβλω το καθ' 'Ύσμίυην δράμα και τον 'Ύσμινίαν εμέ.81
των

(Η&Η 11.22.4—11.23)
So, if Zeus will not place our deeds among the stars, if Poseidon will not inscribe
them in the waves, if Earth will not

embody them in plants and flowers, our ad¬
imperishable tablets and slabs of adamant, with the pen
and ink of Hermes and a tongue which breathes the fire of rhetoric. And anyone
from a later generation will be able to retell these matters and will be able to forge a
golden statue in words, like an imperishable image.
23 Whatever is most responsive to passion in men, will appreciate the many
passionate elements in this story; whatever is chaste and virginal, will respond to
the chaste elements; 2 whatever is more inclined to sympathy, will pity our misfor¬
tunes, and so memory of us will be undying. 3 We will grace this story and adorn
this book with erotic charms and everything else that adorns books and beautifies
words. And the title of this book will be 'The adventures of Hysmine and of me,
Hysminias'.

ventures

will be set forth in

Seen from the fictional world's

angle, i.e. the framing narrating act, this is
book, because at this point the book has not yet been
written. It is the fictional narrator's end of his story, urging someone else to
not the end of the

write it down

book. We must note that the author

distinguishes be¬
(i.e. the actual events) that is to be depicted "with the pen
and ink of Hermes", and the handing down of that story to a later generation
that will produce the book—the golden statue to admire and imitate.82 The
passage closes the narrative frame opened in book 1 with the address to
Charidoux. Such a frame should have suited an oral performance, and the ex¬
hortation to write down the story as a book with the aid of rhetorical art
should have pleased a learned audience, signalling that the text—even if
tween

81

as a

the story

Cf. the version in Oxon. Baroc. 131 (E), fol. 507v, quoted by Agapitos (1998a) 145:
κλήσις δ" εσται τή βίβλω το καθ' 'Ύσμίνην και 'Ύσμινίαν δράμα. On the MSS, see
Agapitos (2000a) 183, n. 55. Hilberg's edition, reprinted in Conca (1994a), is based on
Vat. gr. 1114 (G) and its family; H&H 11.23.3 is there probably influenced by 11.22.2:
των καθ' 'Ύσμίνην ταντηυ και τον 'Ύσμινίαν ε με, όλον δράμα το καθ' ημάς κτλ.
82
On the wish for immortality and the image of the statue, see Agapitos (1991) 95;
Agapitos & Smith (1992) 43 and n. 93; Cupane (1996) 101.
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manuscript-culture where rhetoric played

a

crucial role.
The passage

is difficult, and the discussions of it have all evolved around
position of rhetoric in the novel. Beaton sees the passage as the final and
definite expression of the novel's main theme, which is the art of rhetoric.83
The theme of rhetoric has been anticipated already in the closing commen¬
taries on the wedding: "and so my wedding defied the grandiloquence of
Homer, every muse and every tongue made eloquent by rhetoric" (H&H
1 1.20.1).84 It has also recurred throughout the novel. There are, however,
further aspects of the passage that need to be considered.
The epilogue functions as a commentary to the story, and a number of
elements are being tied together in just a few paragraphs. Not all of them are
obvious, for example the figure used in H&H 11.22.4: "with the pen and ink
of Hermes". It is easy to read it only as a metaphor for the art of rhetoric,
but we should remember that Hermes was the protector of both heralds and
orators, and that the expression thus may refer back to both Hysminias the
protagonist and Hysminias the narrator.85 The metaphor thus reflects both
the double function of the hero-narrator and the art of rhetoric by means of
which the story is depicted.
The opening prayer to the gods is also important for our understanding
of the passage: not only does it pick up recurrent motifs from the novel, but
it also helps us understand the work's character: what will be immortalised
is not traditional, heroic or mythic acts, but the service to Eros, i.e. a new
kind of "heroic epic" with a new kind of hero.86 We must note, in this con¬
text, the echo from Longus in H&H 11.23.1-2, establishing a generic back¬
ground for the device.87 The allusion to Longus also underlines the image of
the

83

(19962) 85-87.
Quoted above, pp. 74—75.
85
Agapitos & Smith (1992) 43; cf. Plepelits (1989) 194, n. 154. Cf. also H&H 4.20.3
(Έρμου μοι ακόντων), 2.3.3 (γραφεΐον "Apeos) and 4.13.3 (γηττόνων ανδρών γραψζΐον).
86 Cf.
Beaton (19962) 86, "it is the art of rhetoric and not the discredited mythology
[...] that can immortalize the [...] love of the hero and heroine [...]." On the transformation
of desire into rhetorical performance in Longus, see Alpers (1996) 328. Cf. also the lyrical
novel and its "symbolic hero"; Freedman (1963) 19-23, 57-72.
87
Longus, D&Cprooem. 3: κτήμα bk τερπνόν πασω άνθρώποις, ο καϊ νοσονντα
Ιάσζται, καϊ λυττούμ^νον τταραμνθήσεται, τον Ιρασθόντα άναμνησα, τον ουκ kpaaθέντα ττροτταώΐΰσα, "[...] and something for mankind to possess and enjoy. It will cure
the sick, comfort the distressed, stir the memory of those who have loved, and educate
those who haven't." See Agapitos (2000a) 183. Trans, by Gill in Reardon (1989). We
may note the transference of the device from the preface of Longus to the epilogue of
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painting, painting as narrative, which is a central aspect of the
poetics of Η&Η.%%
The imagery of writing as painting recurs throughout the novel, and here
it is explicitly expressed in the equation of γραφηυ with βίβλου in H&H
11.23.3. Furthermore, the sphragis, the "seal" that closes the book, read in
the Baroccianus version (E),89 emphasises additionally the novel's relation
to painting. To καθ' 'Ύσμίνην και 'Ύσμιυίαν δράμα ("the drama of Hysmine and Hysminias") is a twelve-syllable iambic verse that in its turn re¬
flects the verse inscriptions accompanying the paintings in Sosthenes' gar¬
den.90 The author has provided the book with an inscription as has the artist
his paintings.91
The epilogue and its sphragis may be referred to as paratextual. This
term originates with Genette and includes, for example, titles, subtitles, intertitles, prefaces, dedications, and commentaries.92 In ancient literature the
paratext was most often incorporated into the text and not separated from
the narration, but in the Hellenistic period it grew more important thanks to
as

the metatextual character of that literature.93 In the ancient novels paratex¬
tual devices were generally used to give a sense of historiographic authentic¬

ity to the fiction.94 We will investigate those aspects of the epilogue in fur¬
chapter 2.2.2, in comparison with L&K and other ancient nov¬

ther detail in
els.

Due to its

times

peculiar status,
throughout this study.

we

will return to the epilogue

a

number of

Makrembolites, and compare it to the historiographic topos in 11.20.2, which also was
moved from opening to closure; see above, p. 75 and n. 76.
88

Agapitos (2000a) 184;

89

On this

90

MS,

see

see

further below,

esp. pp.

130-135.

above, p. 76, n. 81, and below, p. 185, n. 102.

Agapitos (1998a) 145 and (2000a) 183-184.
Agapitos (2000a) 184 takes it one step further: "Makrembolites places himself in his
own text as the όψίγονος
painter craftsman who has taken up the challenge to erect a vi¬
sual monument of his verbal art." Cf. Beaton (19962) 86: "the author, stepping out of the
character of his narrator, recommends the book to his readers."
92
Genette (1987); cf. id. (1997) 3-4 and below, p. 168 on transtextuality. On paratex¬
tual endings in the ancient novel, see Fusillo (1997).
93
Fusillo (1997) 211-212; Genette (1987) 152-154.
94
Fusillo (1997) 212; cf. above, p. 75 on the historiographic topos in the epilogue of
91

H&H.
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1.2.3 Textual structure
We have

already noted that H&H contains little action, and that it has been
as a genre is traditionally
on causation and time, and there is very little "epic flow", i.e. narra¬

criticised for its uneventful content.95 Narrative
based

tive in its traditional sense, in H&H. Makrembolites introduces a number of

descriptive and spatial elements, and the plot is partly presupposed as part
of the postulated reader's knowledge of the ancient novels.
The chronological and causal character of narrative is, however, inter¬
rupted by its so-called inclusiveness: summary accounts of what is happen¬
ing are, for example, interspersed with scenes in dialogue.96 Especially when
dealing with a text that does not contain much narrative in its traditional
sense, it is useful to look at the different kinds of discourse, the text-types,
that constitute a narrative. Traditionally, four types of narrative are distin¬
guished: scene and summary, description and commentary.91 Due to the
particular descriptive and spatial character of H&H, it is important to find a
method through which its nature may be defined. I have therefore partly
adopted Seymour Chatman's approach to narrative (Chatman 1990).
Chatman argues that there are three kinds of discourse in a narrative text:
narrative, description and argument (= the traditional commentary)98 Tem¬
porality is present in all narrative texts, but what, according to Chatman,
makes "pure" narrative unique among the text-types is its so-called chrono¬
logic. By this he means a "doubly temporal logic", i.e. narrative entails
movement through time both externally (the duration of the presentation of
the novel = narrative time) and internally (the duration of the sequence of
events that constitute the plot = fictional time).99 Non-narrative text-types,
description and commentary, do not have the internal time sequence.
Part of Chatman's study (chapters 1-4) is concerned with "textual ser¬
vice", that is, the way in which the three text-types operate at each other's
service. In a narrative text, the narrative text-type is generally subserved by
description and commentary, as the narrator digresses to describe or argue;
the overriding text-type is still narrative. Usually narrative consists of two
types: scene and summary.100 Scene is the part of the text in which the nar95

See

96

above, p. 50 and n. 17.
Wellek & Warren (19633) 216.

97

For the

98

I will not

origin and use of the terms, see e.g. HSgg (1971a) 87-89; Bal (1985) 68-76.
adopt Chatman's term "argument" but instead use the traditional "com¬

mentary".
99

Chatman (1990) 9. For a general discussion of the terms fictional and narrative time,
Hagg (1971a) 23-24, and see also below, p. 136.
100 Cf. Genette's use
of the same terms, (1980) 93-94; see below, p. 84, η. 112.

see

80

Part 1:

Narratological analysis

makes things happen under the reader's eyes, and summary is that in
which the narrator says that things are happening, or happened.101 The
combination of different text-types and of different forms of narrative de¬
cides the tempo of a text: when description and scene are used we can ex¬

rator

pect the tempo to be slow; when summary is dominant the tempo is gener¬

ally faster. The advantage of Chatman's approach is the strengthened posi¬
description and commentary, considered not as types of narrative,
but as text-types in close co-operation with narrative. When studying a
Byzantine novel in which description and—although to a lesser degree—
commentary play an important role, I believe that this is an appropriate
tion of

method.

NARRATIVE

Even at first

sight it is obvious that narrative in H&H is interspersed with
descriptive detail. Although it is rather easy to define and to find examples
of scene and summary, it is difficult to specify the borderline between the
two.102 Scene can consist of direct speech, dialogue and concrete detail. It of¬
ten reports inner processes: what and how the character feels. Summary, on
the other hand, tells the reader of events seen as if from a distance, thus gen¬

erally not in great detail. These two types of narrative can be mixed freely in
a text, ranging from rich detail to meagre summary.
As mentioned, the combination of scene and summary decides the tempo
of a narrative. The first part of H&H (books 1-6) covers 6 days and nights
of fictional time; the second part (books 7-9) covers a little more than one
year; the last part (books 10-11) covers 7 days. The result is a slow tempo
in books 1-6 and 10-11, and a fast tempo in books 7-9. The changes are
gradual: book 7 displays a small increase of summary, as the action takes
place in new surroundings; in book 8 the amount of summary is clearly in¬
creasing; in book 9 detailed summary recalls scene from book 1, but scene
becomes more dominant towards the end of the book. There are, of course,
exceptions: when, in book 2, we find less scene, a large part of the book is
covered by the extensive ekphrasis, the tempo thus already being very slow;
when, in book 8, we find large pieces of scene this is because Hysminias

101

On

scene

and summary,

also referred to

as

showing and telling,

see e.g.

HSgg

(1971a) 87.
102

See e.g.

Booth (19832) 8: "the complex issues involved in this shift [sc. between
narration] have been reduced to a convenient distinction between
'showing' [...] and 'telling' [...]." For a discussion of the problems related to the use of
these terms, see HSgg (1971a) 87-8.
different modes of
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new

him to describe his

81

surroundings and the tempo slows down in order for

new

situation. The

use

of scene is at the

same

time

con¬

nected with the novel's

emphasis on inner feelings and thoughts: when scene
is limited, often in connection with journeys or everyday occupations, such
as eating or sleeping, it consists mainly of speech, and summary becomes
more detailed. Scene—particularly in the form of monologue, dialogue and
inner thoughts—is a good medium to represent the characters' feelings and
thoughts to the reader.
What is significant in H&H is the mixing of scene and summary. The
transitions from scene to summary, summary to scene, are gradual and
usually hard to pinpoint. One of the reasons why the borderlines between
scene and summary are so hard to perceive in H&H is that small pieces of
summary are inserted into larger pieces of scene, particularly in the first part
of the novel, and likewise scene is inserted into summary, particularly in
books 8-9.103 One may argue, then, that the concept of scene and summary
is not appropriate for a text in which the distinctions cannot be clearly
shown, but in fact it can help us to see how the novel is not structured. As
Booth points out, the line between showing and telling is always to some
degree an arbitrary one: "everything he [the author] shows will serve to
tell."104 This is the case particularly with first-person narratives.105 To in¬
vestigate how scene and summary are shaped and how they function will
still tell us something about the novel's texture.
Scene is the dominant type of narrative in H&H, quite often with ex¬
treme detail. One example of many is H&H 5.9-11, a long passage from
which we will look at an extract. Hysmine and Hysminias engage in a love
play at dinner, drinking alternately from the same cup.
ή be κατά παρθένου άκροις be£αμένη

το ϊκπωμα καϊ τοις χει'λεσι παρθ€νι.κώς
προσ€γγίσασα καϊ μόνου γeυσaμέυη τον πόματος όλον άντώέόωKe το ποτη¬
ριού, πapθevικής aibovs καθνπουργησάσης τω πλάσματι. 3 Και προς Κρατισθένηυ έγώ (ovbe γαρ ούδ* εμε το πλάσμα όιέλαθ€ν, όλην άτevώς όρώντα την
κόρην, όλην eUovi(ovTa κατά νουν και όλην άναπλαττόμ€νον έμέ δ' έ^πύpωσe το κηρύκειο^ και διφητικώτατον ε0ετο)'κάμοϊ παράσχον τό έκπωμα.' 4
Ό δ' άλλα (τι γαρ άλλο ποΐ€Ϊν εμελλε;) παρβτίθ€Τ0, και νη τον "Ερωτα την
παρθένου έδόκουν niveiv αυτήν τα χει'λη ταύτης κaτeφίλoυυ έρωτικώς και
φιλών ΰπέ^πτον τα φιλήματα· νπηρέτην eiyov τό όκπωμα της έμής φίλης
'Τσμίνης τα χείλη μ€τακομίζον μοι. 5 Έξζρρόφουν του 7τάματος και νή τους
θ€θύς τοιούτον eh αυτήν κaτέppeι μου την ψυχήν, οιον ev oveipow από μασ-

103

The

104

Booth

105

See

pieces of scene are longer in H&H 8.12-14, when Hysminias has settled down.
(19832) 20.
Cohn (1978) 143-265, esp. 153-159 and 161-165.
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έζερρόφησα· και περιεργότερον όλον εβλεπον το ποτήριον, μη τι του
χείλους της κόρης τω χείλει του ποτηριού κεκόλληται. 6 Ή δ' όρώσά μου και
το
σχήμα καϊ το βλέμμα καϊ την μεθ' ηδονής του ττάματος αναρροφήσω ερω¬
τικώς εμειδία και Χάριτας όλας ώς εν κατόπτροις ΰπεζωγράφησε τοις όφθαλτων

μοϊς

και

όλον

τον

"Ερωτα. {Η&Η 5.11.2-6)

She, in maidenly fashion, took the cup with her fingertips and put it to her lips
with

maidenly decorum; taking only a small sip from the cup she handed it back
completely, maidenly modesty playing its part in the game. 3 And I said to
Kratisthenes (for the game had not passed me by as I watched the girl intently, pic¬
turing her entirely in my mind and imagining her, for the herald's wand had seared
me and left me parched), Offer me the cup too.' 4 So—what else could he do—he
offered it and, by Eros, I seemed to be drinking down the girl herself. I kissed her
lips passionately and, as I kissed, I stole the kisses. For the cup was my assistant
who conveyed my beloved Hysmine's lips to me. 5 I sipped from the cup and, by
the gods, there flowed into my soul what I had sipped from her breasts in my
dreams. I gazed deep into the cup inquiringly in case a part of the girl's lip had ad¬
hered to the lip of the cup. 6 She saw my gesture and glance and my delighted
drinking from the cup, and smiled passionately and depicted in her eyes, as if in a
mirror, all the graces and Eros himself.
The

is

descriptive that it borders upon a tableau, a detailed picture
piece of action.106 It does, however, entail time and action, and should
thus be seen as part of the narrative. The scene described is to a large extent
inner scene: the feelings that the narrator experiences while he and the hero¬
ine play. Scene in H&H often displays this tendency, and in that respect
sometimes borders upon commentary.107
Summary may be very detailed and close to scene. We will look at one
example of summary as well. The passage occurs after a discussion on the
painting of the twelve months.
of

scene

so

a

Οΰτω τοίνυν

καταφιλοσοφήσαντες την γραφήν περι τό δωμάτων άνεχοϋπνου γαρ έκάλει καιρός. Καϊ ό μεν Κρατισθένης ττερι την κλίνην
έγένετο, εγώ δ' ένεκαρτέρουν τω κήπω, την 'Ύσμίνην έθέλων ιδεϊν, και όλους
■προς την πύλην εϊχον τους οφθαλμούς· 2 νους γαρ ερωτι τρωθεϊς όλον καθ'
αυτόν άναττλάττει τον έρωτα και τους οφθαλμούς μετάγει περί τό πλάσμα και
όλον όράν δοκεΐ τό πλαττόμενον ουτω πυρ έρωτος πεσόν εις ψυχήν και τάς
φύσεις αύτάς μεταπλάττει και μεθαρμόζεται. Καϊ ό Κρατισθένης της κλίνης
άναστάς μεθεΐλκέ με περι τό δωμάτων 'νύ£ δ" ήδη τελέθει'1 λέγων, 'αγαθόν
ρουμεν

και νυκτι

πιθέσθαι.' (Η&Η 4.19)

106 On

tableaux with references, see HSgg (1971a) 93; cf. Chatman (1990) 32. It is vir¬
tually impossible to distinguish tableau from ekphrasis, for example the opening scene in
Heliodoros, Aith. 1.1. Cf. Palm (1965/66) 183-190, 194-202 on ekphrasis in the novel
and the difference between Heliodoros and Tatius.
107

Cf. below, pp.

87-89.
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Having thus discussed the painting, we made our way back to our chamber, for the
time for sleep summoned us. Kratisthenes lay on the couch, but I lingered in the
garden, wishing to see Hysmine, and kept my eyes completely on the doorway. 2
For the mind that has been wounded by love constantly creates in itself the beloved
object and transfers the eyes to the figure, and seems always to visualize what it has
invented; such is the effect of the fire of love when it attacks the soul and transforms
and

reconfigures its nature. Kratisthenes got up from the couch and led me to the
chamber, saying, 'night-time advances apace: 'tis good to pay heed to the night¬
time.'

The form of narrative here is summary

telling us quite briefly what hap¬
pened, but it is provided with additional information: we went to the bed¬
room—because it was time to sleep; I stayed in the garden—because I
wanted to see Hysmine. There is also a piece of commentary inserted in
4.19.2 (yous yap epam τρωθάς κτλ.), and the passage closes with scene in
the form of speech, a transition to scene in the following passage.108 Sum¬
mary is here made detailed by means of inserted commentary; it may be
compared to the passages 2.6.2-7 (the discussion of the painting of the
Virtues) and 4.18 (the discussion of the painting of the twelve months).
Detailed as these are, they are expressed in summary form and not as
scene—they do not quote, but only report, the discussions of the young
men.

Summary often functions as recapitulation, repeating
This is of course in line with the novel's repetitive scheme

previous scene.
that we have de¬
scribed earlier. There are many examples (e.g. H&H2.14.2-3; 5.5.1-2; 6.12)
and one should note the fullness of detail in these passages; they are indeed
close to scene. The tendency is particularly conspicuous in book 9, in which
Hysminias "relives" his previous experiences through his herald master.
Scene functions as recapitulation only when the past is retold in direct
speech (e.g. 8.13; 9.13).
Events of a story may also be omitted from a narrative. In Genette's
terms, this is called ellipsis, which refers to the part of the text in which "a
non-existent section of narrative corresponds to some duration of story."109
Ellipsis occurs in H&H in connection with journeys. It may be explicitly
announced by the narrator, as in 1.3.1: ηκω tolvvv kit αυτήν τι γαρ δει
ταυ μέσω
φίλοσοφαν; "and so I came there. Why should I dwell at length
on what had taken place in the meantime?"110 It may also be carried out
108

For

a

the passage

similar example, see e.g. H&H 2.13, where descriptive detail is inserted and
closes with scene in the form of speech.

109

Genette( 1980) 93.

110

See also H&H 5.7.2 and 10.5.2.
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silently, as in 11.17.2: άτταίρομ^ν ck Ααφνηπόλεως ds Άρτύκωμιν, "we
left Daphnepolis to go to Artykomis."111 The other extreme, i.e. when
"some section of narrative discourse corresponds to a non-existent diegetic
duration", is by Genette called descriptive pause.112 This is, however, a term
that we will not use, since description will here be treated as a separate texttype.
DESCRIPTION

Description here designates "pure" descriptive discourse: a pause in the fic¬
tional time-flow with no internal temporal movement. This should be distin¬
guished from narrative filled with descriptional detail, which does not con¬
stitute description as a text-type. The fundamental difference between de¬
scriptive scene and description as a text-type is that scene is temporal
(being part of the narrative), while description is spatial. Chatman defends
the notion of description as a text-type in its own right by arguing that de¬
scription does not "fuse" with narrative at the level of the underlying struc¬
ture, but only at that of sentences.113 Instead, one text-type comes in to as¬
sist the other in a reciprocal textual service. Description can thus coexist
with narrative without calling too much attention to itself, particularly when
it is blended into the action. A problem in this respect is dreaming.
Dreaming, which covers a large part of H&H books 3-5, is temporal and
advances the action—as Hysminias is dreaming fictional time goes on. At
the same time it also reports inner mental processes, and dreaming would in
this respect be considered as scene—the narrator is indeed showing us what
he

sees.

When the dreams

are

retold after the dreamer-narrator has woken

they would accordingly be expressed as summary. Dreams do not exist
same level as the ordinary fictional action, but they mark a deviation
from the main story line. I therefore think that they should be classified as
description: they replace, even if temporarily, one narrative flow with an-

up,
on

the

111

See also H&H 11.18.2.

112

Genette

(1980) 93-4. According to Genette,

aries of descriptive pause and
between narrative and story",

scene

and

summary are

the intermedi¬

ellipsis·, scene "realizes conventionally the equality of time
while summary "covers the entire range included between
scene and ellipsis", so that in scene, narrative time = story time (fictional time) and in
summary, narrative time < story time.
113
Chatman (1990) 31. The status of description has changed dramatically over the last
twenty years or so, and there are now a number of important studies on the theory of de¬
scription; see e.g. Hamon (1980, 1981), Beaujour (1980), and Riffaterre (1980b). See also
Bal (1991) 109-145 on description as narration and Gelley (1979) on the relation of de¬
scription to the represented world.
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excellent

example of how description may mix
disturbing the narrative flow.
There are two short descriptions in H&H that are interesting in this con¬
nection, since although being regular ekphraseis they do not call much atten¬
tion to themselves as descriptive passages, i.e. they do not disturb the nar¬
rative flow. The first description forms the novel's opening passage: the de¬
scription of Eurykomis in 1.1. A description may traditionally be placed at
the very beginning of a narrative text, in order to function as a starting-point
for the story; the narrator moves straight on to the action once he has de¬
scribed the setting.115 The second short description is that of Hysmine's
face in 3.6. It is inserted into a dream-sequence, and blends naturally into the
surrounding description. These examples also illustrate the difficulties in¬
volved in drawing a distinct line between different text-types: they do not
simply succeed, but overlap each other to form a sometimes very compli¬
are

an

with narrative without

cated pattern.
The extensive

ekphraseis, on the
selves.116 We will not discuss the

other hand, do call attention to them¬
subjects of the descriptions here, but
study how the ekphraseis interact with other text-types. They are all placed
in the first part of the novel {H&H 1.4-6; 2.2-9; 4.5-16). The latter two
display a close interaction between description and narrative, showing the
following pattern: a person beholds an object, describes it in detail, dis¬
cusses its appearance and purpose, and finally interprets its meaning, i.e.
beholding - describing - interpreting.117 The paintings are also accompanied

114

Cf. below, p.

115

Chatman

142.
(1990) 15-16. See also below, pp. 178-180 on the opening descriptions of
Tatius and Longus. For a Byzantine example, see Michael Italikos' Lament on the Death
of his Partridge, in Gautier (1972) 102-104, which opens with a general description (of
different kinds of partridges), followed by a specific description (of his own bird).
116
On the ekphrasis and its development, see e.g. Downey (1959); Hohlweg (1971);
Hunger (1978) I, 170-188; Maguire (1981b); Cizek (1994) 286-294. On the ekphrasis in
Byzantium, see also Mitsi & Agapitos (1990/91) and James & Webb (1991). For studies
of the ekphrasis from a more modern perspective, see Heffernan (1991, 1993) and Becker
(1995).
117 Cf. the
Imagines of the Philostrati and those of Kallistratos; on the Philostrati, see
above p. 20, n. 52. "Philostratus the Elder" describes and explains paintings in the pres¬
ence of some young men ([Imag. 1, prooem. 4-5); "the Younger" employs no frame-story,
but cf. his Imag. prooem. 7: "but in order that our book may not proceed on one foot, let
it be assumed that there is a person present to whom the details are to be described, that
thus the discussion itself may have its proper form." Kallistratos describes no listener, but
marks the act of beholding and reacting, e.g. Imag. 1.5: "when we saw this..."; 2.4:
"indeed you might say that..."; 3.5: "as I gazed on this work of art, the belief came over
me...". Trans, by Fairbanks (1931).
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by inscriptions that explain their subject. The first ekphrasis does not fol¬
low the same textual pattern, as it is not followed by any exegesis. It has,
however, exegetic commentary inserted:
Ταΰτ' Ιδών

τον

Αλκινόου κψτον εδόκουν

όράν,

και

ουκ είχον το τοις
είττον ίδών 'χρυσεαν

μυθον

ττοιηταϊς σεμνολογούμενον πεδίον Ήλύσιοι>· [...] Έ^ώ δ'
€7τλύζω μοι την σειράν, Σώσθενες.' (Η&Η 1.4.3-4)

Seeing this, I thought I beheld Alcinous' garden and felt that I could not take as
Elysian plain so solemnly described by the poets. [...] When I saw this
I said, 'Sosthenes, you have woven me a golden chain.'
fiction the

The Homeric

allusions,118 along with the elaborate description itself, em¬
phasise the garden's importance in the novel.119 They also hint at its func¬
tion, which is gradually revealed during the course of the novel: this is the
abode of Eros, where the couple meet, fall in love and marry.
The second ekphrasis {H&H 2.2-9) consists of two parts. The first part
(2.2-5) describes a painting depicting the four Virtues. It has a short piece
of narrative inserted (2.2.3), reporting the reaction of the beholders and thus
functioning as commentary. In 2.6 follows narrative telling us that Hysminias and Kratisthenes enquired (€φιλοσοφοϋμ€νηο) about the meaning of
the painting. They find an inscription which helps them understand the
painting, and their interpretation is rendered in summary form (2.6.2-7). A
commentary is inserted in 2.6.6. The second part (2.7-9) describes the next

painting: Eros seated on a throne surrounded by a crowd of people and
animals. The ekphrasis is broken up by an inserted piece of narrative in
2.7.5-2.8, again functioning as commentary, after which the description
continues. The ekphrasis is followed by a discussion (2.10-11), explaining
the meaning of the painting. An inscription is found above this picture too
(2.10.5).
The

same

pattern appears in the third ekphrasis, that of the twelve

months

{H&H 4.5-16). The ekphrasis is followed by narrative, telling us
Hysminias and Kratisthenes found an inscription (4.17.2) and then
identified each man/month (4.18.2-13); another discussion follows in 4.20.
There is a distinct pattern of beholding-describing-interpreting: a detailed
description is followed by a discussion and an interpretation, supported by
an inscription.121 The constitution of each sequence is nearly emblematic, in
that

118
119

See below, pp. 100-101, 211, 263-264.
See above, p. 52, and below, pp. 122-123,

120

On the word

121

On the difference between

mances, see

209.

φιλοσοφέω and its particular meaning here,

see below, pp. 183-184.
"compact" and "broken" ekphrasis in the Palaiologan ro¬
Agapitos (1991) 179, with examples in pp. 180-193.

1.2.3 Textual structure

87

its combination of picture,

inscription and explanation.122 The ekphrasis se¬
show how different text-types operate together: description comes
in to serve narrative, to evoke a certain picture to the mind of the reader, but
then narrative comes in to serve description, to make sure the reader gets the
right interpretation. Sometimes commentary is called in for further assis¬

quences

tance.

COMMENTARY

Commentary consists, like description, of material detached from fictional
time, presented in the narrating act. In Chatman's definition, commentary
(or "argument", as he terms it) comprises the narrator's commentaries on
actions or characters either on the lips or in the mind of a character.123 This
is a broad definition that needs some distinctions. It may be argued that all
commentary should be considered authorial commentary, since the author is
responsible for all interferences with his text,124 but there is definitely a dif¬
ference between comments on the part of the characters and comments on
the part of the narrator. I would like to separate commentary from authorial
commentary, so that "commentary" here refers to any kind of commentary
made by characters including the hero-narrator (e.g. the interpretations of
Hysminias and Kratisthenes in H&H 2.2.3 or 2.7.5-2.8), and "authorial
commentary" indicates only the comments made by the narrator, such as the
ellipsis in H&H 1.3.1 discussed above.125
A further distinction should be made between commentary expressed in
the characters' "own words" and that expressed in quotations, allusions,
maxims, and sayings. For the Byzantines there was a major difference be-

122 I
use

"emblematic" here in its restricted technical sense,

deriving from the emblem-

books of the

Renaissance, starting with Alciatus' Emblemata, published in 1531. The em¬
blem is an allegorical or symbolic expression, said to originate from Egyptian hieroglyphs
and Pythagorean thought; Alciatus is also said to have been inspired by Greek epigrams,
through his translation of the Greek Anthology. A complete emblem consists of three parts:
inscriptio, pictura and subscriptio, of which none can be removed without detriment to the
emblem's full meaning; see e.g. Daly (1979) 3-36. This is, of course, a genre that occurs
much later than the novel, but it may still be interesting to note the similarities in re¬
presentation.
123 Chatman
(1990) 14. Cf. Booth (19832) 19, who sees commentary as "every recog¬
nizably personal touch, every distinctive literary allusion or colorful metaphor, every pat¬
tern

of myth or symbol".
Cf. e.g. Booth (19832)

124

ported by the author."
125 See
above, p. 83.

19: "any discerning reader can recognize that they are im¬
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personal comment and quoted comment, which implied ancient mod¬
authority.126

els and

Commentary may vary in dependence, from loosely inserted commentaries
of any kind to explanations subserving narrative. They may also vary in
length, from very short comments such as ού'τω γαρ εγω τον φίλον
ορίζομαι, "for so I define a friend" (H&H 1.7.2), to longer passages,
εκπωμα μάλα τερπνόν και τό πόμα γλυκύ και τό ϋδωρ 6ιεώε$ και
μάλα ψυχρόν, ων ούτι γενοιτ αν ήόΰτερον avbpl bi-ψώντι και καυματουμένω
και ζεοντι (Η&Η 1.8.4)
οτι και το

because the cup was very

delightful and the wine very sweet and the water clear and
cold, than which nothing can be more agreeable for a man who is thirsty and very

hot and sweaty.

The function of commentary

is, as in the two examples above, to evaluate,
explain the narrative itself, for example in H&H 1.8.3: ουκ eVetfo yap
μ' α ντον προπιεΐν, "for he could not persuade me to drink before him."
Commentary may also function didactically; in such cases it is often ex¬
pressed in borrowed words in order to emphasise its authoritative nature.
An example is the statement of Kratisthenes already quoted above: "night¬
time advances apace: 'tis good to pay heed to the night-time" (4.19.2).127
Borrowed words do not necessarily fall back upon ancient literature, but
may be proverbial sayings or maxims, such as τροφή γαρ καϊ πόσις και
κόπος νπνου πηγή, "for food and drink and hard work are the sources of
sleep" (1.13.2). The authority implied is then different: not that of the influ¬
ential ancient author, but that of common knowledge: "as we all know..."128
Commentary is the discourse in which the narrator communicates with
his audience, more or less explicitly. Since H&H is narrated in the first per¬
son, the narrator and the leading character are the same person, and both
commentary and authorial commentary are in most cases represented as
Hysminias' words or thoughts. Even in the last part of the epilogue (.H&H
11.23), in which the author steps out of his character, it is through the
mouth of Hysminias that the narrator speaks to us: ήμεΐς be καταχαριτώσομεν κτλ, "we will adorn etc." (i.e. "I and Hysmine"), and then in the very
last sentence καΐ τον 'Ύσμινίαν εμε, "and me, Hysminias" (11.23.3).129
to

or

126

See further

127

See above, pp. 82-83.
See further below, chapter

128
129
see

below, 3.2.

3.2.

Cf. the last sentence of H&H in the Barrocianus, where there is no narrative "me";

above, p. 76, n. 81.
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Hysminias often speaks
ίδώυ

as

if directly to the reader, in phrases like

ττοταμόν Ιρίβρΰχην καϊ ττολύρρουν Tttpippelv
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ei7rois

μζ τον κήρυκα,

"if

had been watching you would have said that a raging flood of river-wa¬
pouring over me, the herald" (H&H 1.2.2). This kind of commentary
concerns the vivacity of things described, and it is often expressed in similes
or analogies, in order to emphasise the liveliness of a narrative or of an
ekphrasis.130
I have already mentioned the addressee Charidoux, to whom the narrator
turns in H&H 1.2.2: κάλλιστ€ μοι Χαρίΰουξ, "my dear Charidoux".131 The
name is never repeated, but the addressee in the following chapter, ώγαθέ,
"my good friend" (1.3.1), is probably the same person.132 Charidoux seems
to be addressed one more time before the addressee is dropped, συ δ' αν ei

you

ter was

δικαστή? καθίσης αυτών,

ουκ

οιδ'

ω την

νικώσαν άποχαρίση, "If you had

to sit in

judgement on them, I do not know on which you would bestow the
prize" (1.4.2).133 It may, however, be argued that this reference, along with
any "you" in the remaining part of the novel, may be seen as a presumptive
reader or listener, and that no distinction needs to be made between different
persons addressed by Hysminias.
I have mentioned that commentary can be used to emphasise the liveli¬
ness of an ekphrasis. This is, in fact, a typical ekphrastic element that has
been taken over by Makrembolites and inserted into his narrative.134 The
function of such a comment, whether in an ekphrasis or in the novel, is pri¬
marily to force the reader to visualise the object described. For example, the
comment that Hysminias makes on the garden is an analogy alluding to
Homer: "seeing this, I thought I beheld Alcinous' garden and felt that I could
not take as fiction the Elysian plain, so solemnly described by poets" (H&H
1.4.3).135 Here, allusion and analogy have been combined in the commentary,
which further underlines the significance of the object described.
130

On commentary

131

See above, pp.

and exclamations, see also below, p. 246.
52-53.
132
In some manuscripts the addressee is called Charidemos; on the MSS, see Plepelits
(1989) 2, n. 3. Cf. Dunlop (1888) 81, quoted by Beaton (19962) 81: "the author
introduces the hero relating his own adventures; but one cannot discover whom he
addresses, or why he is discursing." This makes me wonder if Dunlop perhaps had read a
translation from which the name had been removed; according to Plepelits, the name has
been left out also in

one

of the MSS.

133

Conca

134

For

135

Cf. Od. 7.112-131. H&H 1.4.3

(1994a) 502,

n.

2.

contemporary example, see e.g. Manasses' ekphrasis of a mosaic in the impe¬
rial palace; text in Lampsidis (1991), and discussed by Mitsi & Agapitos (1991) 116-118.
In the ancient novel, see e.g. L&K 3.6-8.
a

was

quoted in Greek above,

p.

86.
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passage that must
does not mix with other text-types,

be defined as commentary, but which
namely the epilogue.136 The passage is
conspicuous since it falls outside the narrative frame and functions as a
commentary on the whole narrative as such; this is also the reason why I
have chosen to refer to it as an epilogue.
one

NARRATIVE CHARACTERISTICS

At times it is hard to determine which text-type

subserves another in
ekphrasis that serves narrative, or does the sur¬
rounding narrative actually serve description? Commentary is rather evenly
distributed over the novel, mixed with either narrative or description. The
three text-types intertwine and interact closely, contributing to the highly
reflective and subjective impact of the novel. The epic flow of traditional
narrative has in Makrembolites to a high degree been replaced by the use of
ekphrasis, ethopoetic monologue and dialogue.137 Narrative often appears as
inner scene, which constitutes emotional stops in the temporal flow. The
emphasis lies constantly on feelings and psychology. This is perhaps not
what we usually associate with a Byzantine twelfth-century novel.
There was, however, an awakening interest in individual emotions in the
eleventh and twelfth centuries, most often illustrated by the works of Pro-

H&H—is it the inserted

dromos.138 Indeed the interest in the ancient novel, documented in the essay
of Psellos, itself indicates a certain interest in romantic emotion.139 We must
also note the interest in emotional reaction that is

displayed by the ethopoeia, and which has been picked up and further explored by Makrem¬
bolites.140 Also the strong position of ekphrasis and its integration into the
novel should be taken into account here, since ekphrasis too plays on emo-

136

H&H 11.20-23;

137

Cf.

quoted above, pp. 75-76.
Agapitos (1991) 141-143, on the three narrative modes of the vernacular ro¬
mances: narrative, discoursive, and descriptive mode; see also id. (1998a) 145, on H&H as
an attempt at a synthesis of drama, ancient novel and ethopoeia.
138 Kazhdan & Franklin
(1984) 112-114; see also Jeffreys (1980) 479, and Beck (1977)
59-60. Kazhdan and Franklin add that other writers before Prodromos had focused

on

per¬

sonality and emotion, but do not specify which authors. We must note that "individual
emotion" here should be understood from a rhetorical perspective, i.e. rather as "construc¬
tion of' personal identity or emotions.
139
On Psellos' essay, see above, pp. 23-24, 27. Inclination towards subjective emotion
and "realism" in literature is often seen as linked to Christianity; see e.g. Jauss (1968) esp.
143-168, and Auerbach (1974) esp. 554-555.
140
Agapitos (1998a) 143; cf. Beaton (19962) 22-28 and Agapitos & Smith (1992) 2225.
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of rhetorical exercises to

depict a "realistic"142
psychological course of events is no contradiction: rhetorical is not the op¬
posite of realistic, and rhetoric was a tool to depict characters and situations
as vividly as possible.143 The rhetorical exercises appear in the ancient nov¬
to

be
It

a

needs to be found, even if there indeed seems
connection with Basilakes' progymnasmata.144

was

no

external

noted

by Hunger already in the 1960s that elements primarily in

the first part of H&H recall modern naturalism.145 Alexiou argued that the
effect was achieved by the use of dreams, and that some of the elements that
Makrembolites

displays in the erotic dreams

were

explored by twentieth-

century novelists trying to penetrate the individual's psyche.1461 think that
Alexiou, although she did not mention any examples, referred to the works
of High

Modernism and the lyrical novel, in which the so-called stream-ofwas widely used; in any case, this is a good example of
literature that explores partly the same elements as does Makrembolites.147
We may note that, although there is no connection between the lyrical and
the Byzantine novel, modernist authors were influenced by the episodic ro¬
mance and allegorical quests such as Don Quixote.148
consciousness device

141

In H&H see e.g. Hysminias' reaction to the garden of Sosthenes and to the paint¬
ings of the Virtues, Eros, and the twelve months.
142
"Realistic" in quotation marks, because realism is a modern concept and should per¬
haps not be used in connection with Byzantine fictional narrative; cf. Beaton (19962) 28-29
and the comments of Agapitos & Smith (1992) 24-25. For the term psychological realism
in a discussion of the Byzantine novel, see Hunger (1980) esp. 17, and cf. id. (1968) 76.
On the concept of realism in literary scholarship, see Wellek (1963), Jakobson (1987) 1927, and Barthes (1982).
143
Hunger (1980) 17. Hunger also points to the ambivalent use of rhetoric in the
on the one hand it is used to achieve realistic effect, on the other too
much rhetoric may "choke" realism. See also Agapitos (1991) 76 and η. 112 on the use of
rhetorical devices for emotional purposes in Byzantine literature, and Dennis (1997b) on

Komnenian novels:

rhetoric and

reality in imperial panegyric. One may note that realism by modern theorists
rhetorical strategy; cf. Auerbach's, (1974) 3-23, use of the notion of real¬
ism in his analysis of Homer and Genesis.
144
Poljakova (1969) argued that Basilakes was the pupil of Makrembolites; the oppo¬
site relation was tentatively suggested by Magdalino (1992) 203.
145
Hunger (1968) 74; id. (1980) 14.
146
Alexiou (1977) 40-42 and 43: "[...] Hysmine and Hysminias is closer to the mod¬
ern novel than any other Byzantine literature I have read."
147
On the form of the lyrical novel, see Freedman (1963); see also Frank (1991) on the
concept of spatial form.
148
Freedman (1963) 14. Cervantes, in his turn, was in his last work, Persiles y Sigismunda, greatly inspired by Heliodoros; see e.g. Billault (1992).
often is

seen as a
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Alexiou

suggested that the erotic dreams in H&H may have been influ¬
by Proven9al court poetry.149 However, she thought it more probable
that Makrembolites had adapted erotic material from the ancient novel, per¬
haps drawing also upon the temptation dreams in saints' lives.150 I think
enced

that the ancient novel

as a source

of material for the Komnenian novels has

been treated very

ambivalently: on the one hand, the Byzantine novels are
"copies" of the ancient "models", but on the other we try to find
different sources for the erotic elements in the twelfth century texts. There
is, however, not yet any clear evidence for influence from the West, whereas
the interest in Eros and his powers in twelfth-century Byzantium is well
documented.151 Even if the majority of surviving texts in question, e.g. the
progymnasmata of Basilakes and the poems of Manganeios Prodromos, are
placed in the middle of the century, a literary trend can hardly ever be pin¬
pointed to a specific decade, and the dating of Makrembolites to the 1130s
or 1140s should therefore not entail any problems in this respect.
And
again, we do have at hand a documented reading of and interest in the ancient
novels in the eleventh century, and that genre seems to include the elements
needed by the Byzantine novelists.152
considered

THE OVERALL STRUCTURE OF THE NOVEL

It has been

argued that H&H falls into two or three parts,153 and I myself
"parts" of the novel, in this chapter suggesting a
tripartition (books 1-6; 7-9; 10-11).154 Any division depends on the criteria
it is based on—the text-types, the action, the (fictional) geographical move¬
ment, or the temporal aspects of the narrative—and will thus always be
somewhat artificial. As long as we are aware of that fact it is, however, con¬
venient to look at the different parts of a narrative. We will take a look at
the division used in this section, which was based on the tempo, and add
have talked about different

some

other criteria.

149

Alexiou

150

Alexiou

(1977) 42; cf. Cupane (1974).
(1977) 42. Cf. below, p. 196 and n. 151.
151
On the question of Western influence and the resultant dating of the novels, see
above, pp. 16-17.
152
Cf. above, pp. 25-34, and chapters 1.2.4 and 2.2.4 below.
153
Alexiou (1977) 30, distinguishes two parts in the novel (1-5, 6-11); cf. Beaton
(19962) 82-83, who argues that the novel "falls naturally into three distinct parts" (1-5, 68, 9-11).
154
See above, p. 80.
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Part 1, books 1-6.

Falling-in-love phase. The tempo is slow. Description is the
dominating text-type. Geographical movement: Eurykomis - Aulikomis - Eurykomis. Time: 6 days.
Part

2, books 7-9. Adventure phase. Hysminias becomes a slave who travels with

his master herald to another

city (= repetition of the first part of story). The tempo
Description as text-type is absent. Geographical movement: Eurykomis Artykomis - Daphnepolis - Artykomis. Time: 3 days and ellipsis of 1 or 2 days, 1
day and ellipsis of ca. 1 year.
is faster.

Part 3, books 10-11. Reunion
ald master to his hometown

phase. The reunited couple travel back with the her¬
(= continued repetition of part 1). The tempo slows

down.

Description as text-type is still absent, but narrative scene becomes more
frequent. Geographical movement: Daphnepolis - Artykomis - Aulikomis. Time:
7 days.

As

overall division quite impos¬
Story-wise, the first part of the story is repeated in the second part of
the novel, which makes a threefold division pointless.155 But if we look at
temporal aspects, the tripartite division based on narrative tempo is neces¬
sary. When we take narrative space and geographical movement into ac¬
count, a different division is, however, required.156
In any case the author did not divide his book into "parts", but into
"books". H&H, as we have already seen, consists of 11 books. There are no
strong reasons to suspect that this division was not made by the author
himself. Firstly, a book never begins or ends abruptly.157 Secondly, the di¬
vision into books was probably part of the imitation of the ancient novels,
which all were divided into books of varying length. The ancient authors
were forced to divide their works into books or chapters because of the
scrolls they were using: the length of one scroll was limited, and for any
longer work they needed more than one.158 This was a limitation that did not
affect the Byzantine authors. Accordingly, a scribe who copied a twelfthcentury manuscript had no reason to divide a work into books unless it was
part of the original. Furthermore, a number of manuscripts of H&H give a
we can

see,

the different criteria make

one

sible.

155

See above, pp.

56-63. Cf. Alexiou (1977) 30: "the movement is cyclical: in the first
from Eurykomis to Aulikomis and return to Eurykomis. In the second
part, which repeats the main episodes of the first part, the geographical setting is wider,
balancing the greater density of action."
156
See below, p. 141.
157 See
e.g. below, pp. 94-95 on sleep as time marker.
158
For a discussion of problems related to this issue, see HSgg (1966).
five books

we

go
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title

including the number of books.159 Even if this may be a later addition to
original title, it probably reflects an internal division of the work.160
Book division, even if the books do not have sub-titles, may be called a
paratextual device.161 Paratextual devices are not the only markers of epi¬
sodes in a narrative text, although the most apparent ones. The author may
also include infratextual openings and closures: the articulation of narrative
into units such as sections or chapters.162 These may or may not coincide
with the paratextual devices, the formal openings and closings of books.
Mentionings of sleep in H&H are most often used as time markers, and in¬
deed any reader of the novel notices that there is a lot of talk about sleep¬
ing.163 Most of the time markers relate to evening and night-time activities,
and the vast majority to falling asleep, sleeping and waking up.
Apart from being a time marker, sleep may also open and close episodes.
For example, in H&H 3.2.1 a discussion between Kratisthenes and Hysminias is opened by Hysminias waking up from a dream, συναπεπτη be μου
καϊ ύπνος ευθύς, "and immediately sleep flew away from me." The discus¬
sion is then closed by Kratisthenes falling asleep, και 6 Κραησθενης ευθύς
ύπνώττων ανερεγγεν, "so Kratisthenes promptly dropped off to sleep
again and began to snore" (3.4.1); the same structure may be seen in 1.13.11.14.5. In book 7 Hysminias' falling asleep aboard the ship closes the
elopement episode,164 whereas his waking up the next morning opens the
dramatic passage on the storm and sacrifice (7.8.1). In contrast, Hysminias'
feigned sleep in 4.4.1, περί την κλίνην γενόμενος ύπεκρινόμην ύττνοϋν,
"when I reached the couch I feigned sleep," does not mark any beginning or
end of passage. Also, falling asleep opens dream episodes, just as awakening

the

159

λόγοι

160

In

ια or βιβλία -nepiiypv ia\ see Hilberg
remarkable number of the early MSS the

(1876) xlix.

first pages are missing, either torn or
damaged. In two of the four 13th-century MSS the first folio is damaged: Vat.
Barb. gr. 29, on which Hilberg (1876) xlix and Cataldi-Palau (1980) 86-87, and Baroc.
131, on which ibid. 78. It is thus not possible to know what the titles looked like, but in
Barb. gr. 29, a title including the number of books has been added in a later hand; see
Hilberg, ibid. viii. The other two 12th-century MSS, Vat. gr. 114 and Vat. gr. 1390, do
not include the number of books in the title. It may be added that the second part of Vat.
gr. 1390, including Makrembolites and Heliodoros, actually dates from the 14th century;
see Cataldi-Palau (1980), 109-110. On the damaged 14th-century MSS, see ibid. 101, and
a

otherwise

η.

1. Cataldi-Palau states that she has counted 16 different titles in the MSS that she has

investigated, and that the titles tend to grow longer for each century; ibid. 107, n. 2.
161
For the term and its origin, see above, p. 78 and n. 92.
162
For the term, see Fusillo (1997) 211 and n. 8.
163
Cf. Rohde (19143) 560-561: "Schlafen und immer schlafen ist stets die ultima ratio
dieses verliebten Murmeltiers." See also below, p. 129 on time markers.
164
H&H 7.7.2; quoted below, p. 214.
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closes them. This is, of course, a "natural"

framing of dreaming, but here it is
artificially constructed. In order to dream, one must indeed first fall asleep;
it is, however, not necessary for the narrator to prepare the reader for a
dream sequence by reporting the falling asleep. Still, this is what the narrator
Hysminias does every single time.
In remarkably many cases Hysminias' awakening and falling asleep co¬
incide with openings and closings of books. Books 1-2 and 4—5 close with
the narrator falling asleep; books 6 and 7 close with dreams and the hero
waking up. Books 6-8 open with the hero waking up; books 3 and 5 open
as a dream begins. Book 8 is the only book in which Hysminias' own sleep
is not mentioned. In book 9, Hysminias suffers from insomnia (H&H 9.6.4;
9.11.3) until he is sure about Hysmine's identity and love, and then he falls
asleep and dreams (10.4). Even though book 10 closes with implied sleep,
και. ούτως ημείς απ αλλήλων γενόμενοι την νύκτα παρεμετρήσαμεν,
"and so, separated from each other, we passed the night," and book 11
opens with implied awakening, τη δ' ύστεραία, "on the following day..."),
there are no explicit markers. In book 11, sleep follows the dinner in the
usual manner, τέλος τό ύειπνον έύέχετο, και τοις ύπνοις ως εκ 7Γ0λυτελούς τραπέζης ευθύς έσπεισάμεθα, "the meal came to its end, and we
immediately made the libation to sleep that follows a luxurious banquet"
(11.17.1). The report of this night is, however, elliptical and functions only
as a time marker, since the morning follows immediately, έπει be νύζ

oύbaμoϋ {ήλιος γαρ υπέρ γήν) καΐ ημεϊς τοις ύπνοις άπεσπεισάμεθα, της
στρωμνής ανέστησεν έκαστος, "when night was nowhere to be seen (for
the

the earth) and we had completed our libations to sleep,
from their beds." (11.17.1). The "natural" order that sleep

sun was over

each of

us rose

follows dinners,

eating and drinking is explicitly explained in 1.13.2: οι δ'
βλεφάρων τροφή γαρ και πόσις και κόπος ύπ¬
νου πηγή, "but sleep would not let itself from my eyes for food and drink
and hard work are the sources of sleep." Accordingly, it is only in books 17 that sleep is strongly emphasised; the falling asleep, dreaming and awaken¬
ing in 7.18-19 mark the end of this first part of the novel.
The coinciding of sleep with book endings has epic models. Several of the
songs in the Iliad and in the Odyssey end with gods or people falling asleep,
for example in the first song of the Iliad, which ends with the sleep of Zeus.
In Iliad 7, the Trojans and the Greeks fall asleep after feasting.165 Also the
ουκ

άπεσπώντό μου των

165

Cf. also the closures of II. 9;

Greco-Roman and later literature, see

Od. 14, 16 and 19. On night as poetic closure in
Curtius (1953) 89-91.
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opening of songs with the break of dawn is a standard device in Homer, used
in the ancient novels primarily by Heliodoros in his opening scene.166
The reader is reminded of the Homeric model also in comments upon

sleep, for example in the modified quotation from the Iliad 2.24, ov χρη
παννύχων tvbav avbpa κήρυκα, "a herald should not sleep all night long."
(H&H 1.13.1). The allusion is even more explicit in 3.4.7: Hysminias lies
sleepless thinking about his beloved, and he says to himself: αν τα πρόσ¬
φορα rfj νυκτϊ ζητησρ, συγκοίμηθησομαι τρ παρθένω, και νήόνμον του
νπνον
ανακηρύξω ποίητικως, "if she is looking for what is appropriate for
the night, I will go and sleep with the maiden and I will proclaim in poetic
manner that sleep is sweet." We have already discussed the sexual connota¬
tions of the passage, and seen how τα πρόσφορα τρ νυκτϊ, "what is ap¬
propriate for the night" refers back to Sosthenes' Homeric quotation in
H&H 2.13.3 and Hysmine's advice to obey her father in H&H 2.14.1.167
The solemn comment of Sosthenes is twisted into an erotic pun, but simi¬
larly Hysminias' poetic, i.e. Homeric, proclamation reflects Sosthenes'
statement in H&H 2.13.3. Commentary on the nature of sleep thus also un¬
derlines its structural function.

My aim in chapters 1.2.2 and 1.2.3 has been to present the compositional
and structural aspects of H&H as seen from different angles: on internal and
external levels and also from a strictly textual point of view. I will now
move on to motifs and themes, which are related to other structural
aspects
of the plot.
1.2.4 Motifs and themes
The use of the term theme is often imprecise, and it has even been argued
that it is too vague to be truly useful: the term does not really distinguish
between dominant content, central subject, unified "thought" or authorial in¬
tention.168 Modern theory suggests a new definition in terms of a work's

semantics: theme should be

seen as

the

semantic levels with formal structural

166

See e.g.

167

See

meeting place of a literary work's
qualities such as rhythm and repeti-

the openings of II. 8, 11, 19; Od. 2, 3, 5, 8, 16 and 17.

above, pp. 71-72.
168
Brown (1993) 643; cf. Daemmrich & Daemmrich (1987) 239-241. For an ambiva¬
lent use of the term in connection with the Byzantine novel, see Beaton (19962) 54-67 on
"thematic elements" (the past, love as a tyrant, love and death, chance and the passive
hero, art and nature), sometimes referred to as "themes", e.g. p. 82: "a further element
must now be added, and that is the theme of time and its relation to art."
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tion.169 In this

study, theme is defined as a brief statement that is a literary
work's chief concern. The abstract theme of the text is embodied in concrete
motifs.110
Motifs are, so to

speak, the building stones of the plot. The author cre¬
intrigue by putting together a chain of different motifs; we can thus
refer to them as plot elements. Motifs are often connected to the genre; in a
crime story, for example, a number of specific motifs are conventional and
expected.171 Of course, not all the motifs in a text are determined by the
genre. I have already used the term "novelistic constants", which denotes
motifs that are strictly tied to the ancient novel genre. These motifs can,
owing to the particular mimetic relation, be expected to appear also in the
Byzantine novel, e.g. the garden, the elopement, the shipwreck and en¬
slavement of the protagonists, the virginity ordeal or the final wedding.172
Plot elements that are not directly dependent upon the genre, e.g. myths or
legends concerning persons or places that do not usually appear in the genre,
ates his

will be referred to

as

external elements.

Any motif can be expressed in shorter or longer passages, from one or
lines to several paragraphs. Practically all the motifs in H&H are novel¬
istic constants; those that are not are in different ways related to L&K and
therefore not entirely external. Here we will concentrate on three of the pri¬
mary motifs: the garden, dreaming and slavery. Other motifs will be consid¬
ered in 2.2.4, in relation to their model L&K. In this chapter we will see how
traditional motifs may display external aspects, bringing in elements that are
not part of the traditional topos.

two

THE GARDEN

The

garden ekphrasis, even though it appears in only two of the ancient
novels, is unquestionably a novelistic topos.173 The garden motif is tradi¬

tionally invested with erotic undertones, expressed also in
169
as a

a

wording that

Brown

(1993) 643; cf. Frye (1963) p. 65: "we can see the whole design in the work
unity [...] a simultaneous pattern radiating out from a center, not a narrative moving in

time. The structure is what
170
171

we

call the theme."

See e.g. Daemmrich & Daemmrich (1987) 187-190, 239-241.
See e.g. Fowler (1982) 54-74 on historical kinds and generic

repertoire, and 111subgenre; see also Cairns (1972) 98-124 on originality in the use of topoi.
172
Hunger (1980) 9, lists 12 motifs that are important in both the ancient and the
Byzantine novel. On topoi in the ancient novel, see L&oublon (1993).
173
Ekphraseis of gardens occur in Achilles Tatius and Longus, and also in Nonnus'
Dionysiaca·, in the Byzantine novels they seem practically obligatory—Eugenianos' D&C
contains no less than six gardens or paradise meadows. For a list of gardens in ancient and
Byzantine novels, see Littlewood (1979) 110-114.
118

on
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display sexual connotations. In the ancient and Byzantine novel it is
explicitly associated with Eros, as a scene for erotic action.174 The gar¬
den is often associated with the heroine: the garden belongs to the house
where she lives, it is described in connection with the first meeting between
the protagonists, and the formal ekphrasis of the heroine tends to follow
that of the garden.175 In the novel, the enclosed beauty of the garden seems
to represent the maiden's chastity and virginity.176
In H&H, the garden motif is highly elaborated and stretches over long
passages, starting with the formal ekphrasis in book 1 {H&H 1.4-6). The
garden of Sosthenes has already been mentioned earlier as the "true" setting
of the novel: this is where the couple fall in love, meet and finally marry.177
The first part of the garden ekphrasis (1.4) describes the garden itself, its
flowers, plants and trees. The second part (1.5) describes a fountain, a
complicated work of art described in a likewise complicated style. The third
and last part (1.6) describes benches arranged around the fountain, complet¬
ing the picture of the garden as a whole. Hysminias then expresses his
amazement: ταύτα δη ταύτα μα AC όρων όΚην την όψιν αΐϊζύίύουν τοις
θζάμασι καϊ μικρού beiv άφωνος ύστήκ^ιν, "when, by Zeus, I saw all
this, I fastened my entire gaze on the spectacle, and stood all but speech¬
less" (1.7.1). The last piece of information on the garden is not given until a
may
also

little later:
Τά pev ουν 7repl τον κήπον δσα
τοσούτον els ϋψοs aipopevov

καϊ οια· το be ye θριγγίον, άλλο Tepacmov,
δσον άve^rίβaτa τάν τω κήττω τηpeiv και
όφθαλμοΐς καϊ ττοσί, iravTo6ev κατ€χαριτοϋτο yetρι ζωγράφου σοφή, (Η&Η
2.1.2)
So much for the garden. The surrounding wall was another marvel; of sufficient
height to prevent inspection of the garden by eyes and feet it was graced everywhere
by the hand of a skilled painter.

The

descriptions of the paintings follow in 2.2-9 (the Virtues and Eros) and
(the twelve months).

4.5-16

174

Littlewood (1979) 96-98; on sexuality and the Byzantine garden, see Barber (1992).
gardens in Byzantine literature, see also Schissel (1942); on imperial gardens, see
Littlewood (1997) with references to gardens in literature in pp. 15-16, and Maguire (1990,
On

1994).
175

Littlewood

176

Littlewood

(1979) 98; Barber (1992) 15.
(1979) 107, points to the evidence for a relationship between the woman
and the garden, but notes that "in the earlier works it was probably an instinctive and un¬
conscious association." Cf. Barber (1992) esp. 16, who sees the heroine as the garden.
177 See
above, p. 52.

1.2.4

Motifs and themes

99

All three dinners in Aulikomis take

place in Sosthenes' garden {H&H
1.7-11; 2.12-13; 3.10—4.2). Also Hysminias' meetings with Kratisthenes
and Hysmine take place there (2.1-11; 3.8-9; 4.3; 4.4.3-4.20; 4.21-23), and
the departure from Aulikomis takes Hysminias through the garden one last
time (5.6.2-4). On the whole, practically all the action in books 1-5 takes
place in the garden.
The first part of the description, that of the actual garden, contains slight
suggestions of sensuality (H&H 1.4.1-3), and six of the seven plants men¬
tioned are among the nine erotic plants that are described with erotic tales in
the tenth-century so-called Geoponica.]lz Wine is served at the dinners,
wine which is a product of one of the erotic plants, and with an effect on
lovers that is noted for example in the contemporary novel of Manasses.179
Hysmine is connected with the garden both explicitly and in interlocking
wording or imagery. Hysminias describes her whisper with words recalling
his description of the garden: και, ην το ψιθύρισμα μεστοί ηδονής, "and
the whisper was full of pleasure" {H&H 4.1.3), as in 1.4.1, ό be μεστό? ην

χαρίτων και ηδονής, "this [sc. garden]

was full of graces and pleasure." He
speechless at the first meeting with Hysmine (1.8.4), as at the
first sight of the garden (1.7.1). Hysmine describes herself as a garden:
'Ύσμινία, σν την έμήν ταντην 'Ύσμίνην Ερωτικώς κατ€κήπ€υσας· σν
also becomes

μοι και

φραγμόν περίθον

τω

κήττω,

μη χειρ

όδονπορονντος

τρύγηση με,

cultivated with passion like a garden this girl you call
"Hysminias,
'your Hysmine'; set a barrier around the garden lest a hand of some
passerby should pluck me" {H&H 6.8.3). Hysmine is also described in rose
imagery and as a rose garden, which will be discussed below.180 The vegetal
imagery of the human body was known to the Byzantines from the Song of
Songs, through which it gained importance in the Marian imagery. In the
chairetismoi of the Akathistos hymn, for example, Mary is described as a
beautiful tree and an eternal branch.181 From the Song ofSongs derives also
the image of the female protagonist as an enclosed garden, κήττος κεκyou

178
179

Littlewood

(1979) 102.
A&K, frag. 24: rois yap

λέγεται γάλα

της

called the milk of

οργίοις "Ερωτος ΰττηρετεΐν τον οίνου I εντεύθεν οίνος
'Αφροδίτης, "wine is the servant of Eros' mysteries, which is why it is
Aphrodite"; Littlewood (1979) 102. Cf., however, L&K 2.3.3: οίνος

a possible source for Manas¬
of L&K as a possibly Byzantine addition, see Vilborg (1962) 42.
180 See
below, pp. 114—117.
181
βλαστού αμαράυτον κλήμα, "a branch of an eternal root", δένδρου άγλαόκαρττον,
"a tree bearing beautiful fruit", and ξύλον εύσκιόφυλλον, "a shading tree"; Littlewood
(1979) 104-105. On the Oriental connection, see ibid. esp. p. 104 and nn. 40-41.

γαρ έρωτος
ses.

τροφή, "wine is the aliment of love", which is

On this passage
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λεία μένος,

another standard image for Mary, and a possible connection to
gardens of the novel.182
The model for the garden ekphrasis is the Homeric garden of Alcinous in
the Odyssey (7.112-31). Hysminias alludes to it openly when he says
"seeing this, I thought I beheld Alcinous' garden and felt that I could not
take as fiction the Elysian plain so solemnly described by the poets" {H&H
1.4.3).183 Apart from being an overt reference to the literary background of
the topos, the mentioning of the Elysian plain may also refer to the heavenly
paradise or the afterworld.184 That association may, according to Anthony
Littlewood, have a certain significance for the relationship between the novel
and the Saint's Life, and for the reading of the novel as a mystery text.185
The other garden in which action takes place in H&H is the garden of
Sostratos in Artykomis.186 There, the dinners are not held in the garden, but

the walled

least

it, έγγυς γαρ παραδείσου τα της τραπέζης 6 Σώστρατος
ήτοιμάσατο, "for Sostratos had prepared the table near the garden" {H&H
at

near

9.8.2). The garden is not depicted in any detail; we only know that there is a
laurel bush, under which Hysminias sits and reads the letter from Hysmine
(9.8.2-9.10.2). The room of Hysminias is also situated by the garden,187 and
here he tells his story to Rhodope (9.12.2-9.13). Once again sitting by the
laurel at the third dinner, Hysminias meets Hysmine in the garden and they
work out their mediatrix arrangements there. At night they sneak out to
meet in the garden (9.21.2-10.4.1). We must note the function of Sostratos'
garden in the latter part of the novel as a doubling of the function of that of
Sosthenes in the first part; the second garden is the second meeting-place for
Hysmine and Hysminias, now as slaves. Although important, it is not as
182

Ibid. 106-107. Cf. H&H 1.8.4.

183

Greek

184

Littlewood

quoted above, p. 86. On Alcinous' garden, see also below, pp. 211, 263-264.
(1979) 108-110; cf. Alexiou (1977) 37.
185
Littlewood (1979) 109-110; cf. Merkelbach (1962) on the ancient novel, and
Poljakova (1979) and Plepelits (1989) on H&H. Cf. also Beaton's (19962) view of the re¬
vival of the novel in Byzantium; above pp. 32, 54-55. On the relation between novel and
hagiography, see Beck (1977). Littlewood refers to Manuel Philes' mystical interpretation
of Kallimachos & Chrysorrhoe as a Byzantine reading of the novel as a Christian allegory.
One should keep in mind, though, that Philes wrote his poem almost 200 years after
Makrembolites wrote H&H, and that the two authors thus may have understood the
allusion quite differently. The mystical interpretation is also only one of Philes' three
possible readings of the novel. On Philes and his poem, see above, p. 31, n. 124.
186 A
garden is mentioned also in Eurykomis: the first dinner takes place "by the gar¬
den" (H&H 5.9.3), but it is never mentioned again.
187
ή be τον Σωστράτον 'Ροδόπη nepi τον κήπου γενομένη (προ γαρ της πύλης ην,
rj παρεκαθήμην αυτός), "Rhodope, Sostratos' daughter, came into the garden (which was
by the door where I was seated)" (H&H 9.12.2).
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the "original" garden of Sosthenes, and in the end the couple
setting (11.18.2).

One element of Sosthenes'

garden that is not part of the traditional garden
topos is the highly artificial fountain in its centre {H&H 1.5). It is a pool,
four cubits deep, with a central column in coloured marble. On top of the
column sits a golden eagle spouting water from its beak, and around the
basin are a number of automata: a goat with a shepherd, a hare, a swallow, a
peacock, a pigeon, a turtle-dove, and a cockerel. Hysmine draws water from
the dove's beak to wash her hands and from the eagle's beak to mix the wine
(1.8.1-2). Water, preferably a spring, is a standard element in the garden
ekphrasis, but the fountain here is extremely elaborated. There are no foun¬
tains in the gardens of the ancient novels, but there are descriptions of foun¬
tains in Byzantine literature. A similar fountain occurs in the novel of Eugenianos {D&C 1.77-115), although not as elaborately described; it was prob¬
ably modelled upon the fountain in H&H.m In the so-called Vita Basilii,
book 5 of Theophanes Continuatus fountains are set up by Basil within the
Great Palace.189

The fountain in H&H is described in terms of Byzantine

architectural de¬
scription, with elaborated details of forms and colours.190 The artistry of
carvings and the perfection of joins that are emphasised in Makrembolites'
description have a parallel in John Geometres' description of his garden
wall.191 The description of the fountain is mirrored in the description of
Hysmine in H&H 3.6: they exhibit the same symmetrical perfection and
harmony. While the fountain is a work of art, Hysmine's features are natu¬
ral, but they are still depicted in the same terms and with the same empha188

Or, if one accepts the reversed internal sequence of the novels, that of Makrembolites

modelled upon

Eugenianos' novel.
Theophanes Continuatus, 327.4-328.2; Barber (1992) 7 and n. 20. Cf. the
"streams" in the description of the Aretai palace in Maguire (1990). Fountains were an im¬
portant element in the design of Western Medieval gardens, see e.g. the garden in Roman
de la Rose, also in the illumination in the MS Harley 4425, f. 12 (ca. 1490-1500).
Fountains were also placed in the atrium court of the Christian basilica as a symbol of pu¬
rification, and in the garden of monasteries both in East and West.
190
Cf. e.g. Prokopios' ekphrasis of Hagia Sophia, De aedificiis 1.1.27-78. On the
fountain in H&H, see Barber (1992) 6-7.
191
John Geometres, Έrtpa as τον αυτόν κψτον, text no. 3 in Littlewood (1972) 1013: 13.11-24. There are two epistolary descriptions on Geometres' garden; on the other
letter, see below, p. 182, n. 80. On Geometres' description of the garden wall, see Barber
(1992) 8-10. There are a number of similarities between Geometres' and Makrembolites'
garden descriptions, and also between Geometres' and Tatius'; see Littlewood, ibid. 46,
was

189

54-55.
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beauty thus

seems to

be at its best when similar to art.192 The

interlocking descriptions of Hysmine and the fountain tie the heroine
closer to the garden; she is its very centre.193

even

The birds' automata that surround the fountain's basin have sensual

connotations. Birds

symbols of fertility figure in Byzantine iconography
Protevangelium or
Gospel of James.194 Birds have a given place in the gardens of the ancient
novels, but then, of course, living birds.195 The eagle on the top of the col¬
umn
may be a symbol of Zeus and, also, of the eagle that will snatch away
the sacrifice later on in the novel. Automata were popular at the Byzantine
court from the time of Theophilos, whose golden tree with singing birds is
one of the most famous examples.196 It is clear that artifice is
strongly em¬
phasised in the Byzantine garden description.197 The description of the
fountain in Vita Basilii is, for example, more detailed than that of the gar¬
den,198 and in H&H the fountain covers more than half of the ekphrasis.
Barber underlines the control of nature that art exhibits in the Byzantine
novels, and argues that "the garden provides a theatre for the demonstration
as

of the Annunciation of St. Anne in accordance with the

of this control."199

Compared to the form of the garden topos in the ancient novel, the foun¬
displays an external aspect of a traditional motif. We may see this in
relation to the so-called Aktualisierungsversuche that Hunger saw in the
Komnenian novels, and which may be described as a conscious attempt on
the part of the author to allude to the Byzantine reality, resulting in a certain
tain

192

ture.

Cf. e.g. Longus' emphasis on the beauty of art which is so artful that it recalls na¬
Barber (1992) 16-18 compares the description of Hysmine to two other Byzantine de¬

scriptions of women; see also below, pp. 251-252.
193 Cf.
Barber (1992) 18 on the "male construction" of Byzantine women; cf. also
Zeitlin (1990) on the garden in Longus' D&C.
194
Littlewood (1979) 98 and n. 21; one example occurs in the cycle of the Life of the
Virgin in the narthex of Kariye Djami in Istanbul.
195 See
e.g. L&K 1.15.7-8.
196
On the artifice at the courts of Theophilos and Constantine VII, see Barber (1992) 67; on Byzantine automata, Brett (1954) and Schissel (1942) 25-26. Mechanical toys do,
however, appear in literature earlier than this in Nonnus' Dionysiaca 3.169-79; Littlewood
(1979) 99, n. 26.
197
See e.g. Schissel (1942) 23-24; Barber (1992).
198 In
Theophanes Continuatus there are 20 lines on the fountain (327.4-328.2) and six
on the garden (328.21-329.3); Barber (1992) 7, n. 20
199
Barber (1992) 10; cf. Beaton (19962) 66, "nature is revered only insofar as it con¬
forms to the laws of art, and not the other way about", and p. 68 on the antithesis of art and
nature. But cf. the ekphrasis tradition, in which nature and art do not necessarily contrast
and rival, but also complement and co-operate.

1.2.4

Motifs and themes

103

"realism".200 Even if it may be hazardous to speak of conscious attempts,201
there is definitely a change in the shaping of traditional motifs in the

Byzantine novel. It is also possible that the introduction of elements which
the contemporary
of art, or to

reader could recognise was

an

allusion to

an

existing work

another literary description. We should note that we have sev¬

eral extant

examples of both pictorial and literary representations of the
with that of Makrembolites.202
this point, but return to them later in
the discussion on theme. We will then see how, within the garden motif, the
themes of the novel are expressed by means of the paintings.
twelve months, in detail corresponding
We will not discuss the paintings at

DREAMING OF EROS

Dreaming is a motif that occurs also in the ancient novel, then most often as
a way of anticipating the coming action.203 Hysminias' dreaming is engen¬
dered by the paintings on the garden walls; the first dream (H&H 3.1) oc¬
curs after he has seen the painting of Eros. We will look at the passages de¬
scribing this, Hysminias' first impression of Eros, before considering the
dream.

Μετάγομεν τούς οφθαλμούς έπι τήν μετά τάς παρθένους γραφήν και δίφρον
όρώμεν ύψηλόν καϊ λαμπρόν και όντως βασιλικόν Κροίσου δίφρος εκείνος η
πολυχρύσου Μυκήνης τυράννου τινός. 2 Τώδ' έπεκάθητο μειράκιον τερατ¬
ώδες, γύμνωσιν παντελή καθ' όλου φέρον του σώματος· προς ο δή βλέπων
ήσχυνόμην αυτός και του έπους έμνήσθην ώς το μή φρονείν κάρτ άνωδυνον
κακόν. 3 Τόζον και πυρ περι τω χεϊρε του μειρακίου, φαρέτρα περι την όσφύν
και σπάθη άμφίκοπος· τω πόδε μή κατ'' άνθρωπον τω μειρακίω, αλλ' όλον
πτερόν τα
γε περι την κεφαλήν ούτω τερπνόν τό μειράκιον, υπέρ μειράκιον πάν, ύπέρ πάσαν παρθένον, θεών άγαλμα, εέδωλον Αιός, όλος κεστός
'Αφροδίτης, Χαρίτων όλος λειμών, όλος ηδονή. 4 "Ay Θέτιδος γάμος, άν
"Ηρα περι τον γάμον, άν Αφροδίτη, άν 'Αθηνά, άν και τουτι τό μειράκιον, άν
"Epis κυκά τό συμπόσιον, άν μήλον πλάτττ], άν τό μήλον ζητή λαβείν τήν
καλήν, άν Πά/ais κριτής, άν τό μήλον άθλον του κάλλους, έχεις τό μειράκιον
τούτο. 5 Και προς τον Κρατισθένην εΐπον 'cos άρα καινόν τι χρήμα ζωγράφου
χείρ- τα ύπέρ τήν φύσιν τερατουργεί και πλάττει τω λογισμώ και τα πλάσ¬
ματα τεχνουργεϊ. Ει δέ γε βούλει, φιλοσοφήσωμεν τό μειράκιον.' (Η&Η 2.7)
We turned

our

throne that

was

200

eyes to

the picture that came after the maidens, and we saw a lofty
truly imperial—the throne of Kroisos or of some lord

brilliant and

Hunger (1968) 72-73; on the concept of realism, see above, pp. 90-91.
Cf. Smith (1999) 185, who argues that it is not possible to speak of any conscious¬
ness, and that the material is too scanty to judge.
202
See below, p. 127, n. 284.
203
See further below, pp. 108-109, 110.
201
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Mycenae rich in gold. 2 On this

was

seated

an awesome young

lad, with every

part of his body naked. Looking at him I was abashed and remembered the saying:
is a harmless wrong. 3 There were a bow and a torch in the lad's
quiver at his loins and a two-edged sword; the lad's feet were not human
but were entirely winged; as for his head, the lad was so charming that he outdid
every other lad, every maiden, he was an image of the gods, a statue of Zeus, he
was entirely Aphrodite's girdle, entirely the meadow of the Graces, entirely plea¬
sure. 4 If Thetis' wedding were to take place, if Hera were present at the
wedding
along with Aphrodite and Athena and this lad, if Eris were to disturb the sympo¬
sium, if she were to make the apple, if she were to ask that the most beautiful re¬
ceives the apple, if Paris were to judge, if the apple were the prize for beauty—then
you would grasp the full impact of this lad. 5 And I said to Kratisthenes, 'What a
clever thing is the painter's hand. It creates supernatural wonders, it devises imagi¬
nary objects with its intelligence and then brings them into being with its art. If
you like, let us discuss the lad.'
to

have

hands,

no sense

a

Hysminias then

goes on to

give his interpretation of the painting:

Άγχίθνροι rat? aperats at κακίαι, καϊ ταύτας παραπ^πηγασι. Προ? τούτο δη
γνωμάτίυμα το μαράκιον άναπέπλασται, /cat τέχνη τδ πλάσμα προς φνσιν
μετήγαγev. (Η&Η 2.8.1)
το

The vices
motto

are

neighbours to the virtues and are annexed to them. It is
brought the creation to life.

to this

that the lad has been created, and art has

The

expression that Hysminias quotes goes back to Aristotle,204 and can be
found in, among others, the church fathers.205 The insertion of the maxim
here may reflect the Aristotelian interests of the twelfth century, which we
will return to in

while.206

Hysminias does not understand who the por¬
trayed youth is; he interprets the painting according to its apparently
Byzantine imperial context: the despot on his throne.207 The painting's
iconography is thus a false signal both to Hysminias and to the reader, and

204

a

Aristotle, Eth. Nic. 1106b36; Agapitos (1998a) 144,

n.

125; cf. MacAlister (1991)

203.
205

See e.g.

Gregory of Nazianzos, funeral oration

Basil of Caesarea (Or. 43.64, PG
πως άγχίθνροι). On the pas¬
sage, see also Cupane (1974) 252 and ead. (2000) 44, n. 119; Conca (1994a) 521, n. 16;
Plepelits (1989) 182, n. 20.
206
It is, however, probable that Gregory of Nazianzos, being one of the most frequently
quoted ancient authors in Byzantium, was the Byzantines' source; cf. below, pp. 132-134
on Synesios and Theophylact. The maxim was used also in the 12th-century Life of Saint
Cyril Phileotes 29.2, p. 128 in Sargologos (1964): παραπεπήγασι, φησι, ταΐς άρεταϊς at
κακίαι και άσί πως άγχίθνροι; MacAlister (1991) 203. MacAlister's interpretation is crit¬
icised by Cupane (2000) 43-44.
207
Cf. Synesios, On Kingship 6c; Theophylact of Ochrid, Paideia Basilike 17. These
passages will be quoted and discussed below, pp. 132-134.
36.581b

otl

παραπζπήγασι ταΐς άρίταϊς

at

on

κακίαι και etVt
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interpreter of the ancient motif. Hysminias is,

however, not completely wrong; the juxtaposition of Sophrosyne and Eros
embodies

main

opposition in the novel.208
Hysminias then looks at the rest of the painting. The youth on the
throne is surrounded by an "entire army" of people: men and women, old
and young, kings and masters. Night and Day, represented as two wo¬
men,209 are standing there, and birds and fish and even a lion. They all stand
like slaves around him as if he were a god. Hysminias is confused by this,
and he finds and reads an inscription:
a

το μειράκιον όπλα, πυρ φέρον,
τόξον, 7ττερόν, γύμνωσιν, Ιχθύων βέλος. (Η&Η 2.10.5)

"Epcos

The lad is Eros,

with his

weapons:210 torch,

bow, wings, nudity, and spear aimed at fishes.

Kratisthenes

interprets the painting, explaining the powers of Eros for the
Hysminias, who is scared and distanced and says: μηδ>€ γινώσκοίτό μοι, "may I never know him" (2.11.3). He shows the same attitude
until the end of book 2, "allow me to be chaste, my good friend, for the gods
love the chaste and hate evil men''' (2.14.4-6).211 This is the background
against which a furious Eros appears in Hysminias' dream.
still confused

Και δη με 7repi μέσην νύκτα κατακοιμώμενον ένύπνιον ήλθεν όνειρος μάλα
φοβερός- όρώ γαρ περί το δωμάτων εισιόν πλήθος ουκ εύαρίθμητον, όχλον
σύμμικτον ανδρών, γυναικών, νεανίσκων, παρθένων λαμπαδηφόροι πάντες
την δεξιάν, την γάρ το ι λαιάν περί το στήθος ειχον δουλοπρεπώς. 2 Και μέσον
το
περί τό του κήπου θριγγίον μειράκιον, τον γεγραμμένον "Ερωτα, τον
βασιλέα, τον φοβερόν εκείνον, επί του χρυσού και πάλιν δίφρου καθήμενον
3 ως εκ βροντής δέ μοι κατερράγη φωνή 'προς ημάς τον δυνάστη ν, τον ελεύ¬
θερον, τον μη φρίσσοντά μου το βέλος, τον μη φοβούμενοι' το πτερόν, τον
λοιδορουντα το πυρ, τον αίσχυνόμενόν μου την γύμνωσιν, τον cos μειρακίου
καταμωκώμενου, τον άσπαζόμενον τον ζωγράφον, ει τό ρόδον βδελύξαιτο,
τον την έμήν φίλην 'Τσμίνην αίσχύναντα, δν cos σώφρονα φιλοϋσι θεοί.' 4
'Eyco δ' είλκόμην έλεεινώς, δλος έντρομος, 'όλος άφωνος, όλος νεκρός και
κατά γήν κείμενος. 'Φεΐσαι, βασιλευ,' ακούω φωνής, και μικρόν προς εαυτόν
γεγονώς καί tovs οφθαλμούς άνατείνας όρώ την 'Τσμίνην έστεφανωμένην
ρόδω την κεφαλήν, ρόδον τή δεξιά φέρουσαν, τή λαιά των ποδών έχομένην
τοϋ βασιλέως, καί 'φεΐσαι' λέγουσαν "Τσμινίου φεΐσαι, βασιλευ, δι έμέ-

208
209

See further below, pp. 131-132, on this passage and on oppositions in the novel.
On the personifications of Night and Day, see Cupane (1974) 260, n. 49. For an ex¬

ample of one of these "ancient" figures in Byzantine art, see the Prayer of Isaiah in the Paris
Psalter; fig. 66 in Talbot Rice (1963).
210 Cf.
Plepelits (1989) 182, n. 26, whose interpretation seems highly dubious.
211
Cf. Sophocles, Aj. 132-133; see further below, p. 273.
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εγώ

σοι τούτον δουλογραφήσω.' 5 Και προς την παρθένου ό βασιλεύς 'δια σε
ώργίσθην, δια σε και διαλλάσσομαι.' Ή δ'
λαβομένη μου της χειρός
έξαυέστησε, θαρρεΐν έπιτρέψασα. Καλ^ΐ με τοίνυν ό βασιλεύς τη χειρι και
στέφανοι μου ρόδω την κεφαλήν τό δε παρεστώς άπαν ήλάλαζεν, εκροτάλιζεν, 6 ώρχεΐτο 'όμόδουλος 'Τσμινίας' λεγον 'ήμΐν, ό θρασΰς, ό παρθένος,
ό της δάφνης έστεφανωμένος, ό την καλήν 'Ύσμίνην αίσχύνας.' Ό δέ βασι¬
λεύς νΈ·ρως προς την καλήν 'Ύσμίνην ειπών 'έχεις έραστήν' άπεπτη μου των
οφθαλμών, όλος περϊ μέση ν μου την καρδίαν πεσών. (Η&Η 3.1)

και

And then about

midnight while I was sleeping, a vision came to me, a rather terri¬
fying dream; for I saw a crowd of inestimable size entering the room, a mixed
throng of men, women, youths, maidens. All held torches in their right hands
while their left they placed on their breasts in a servile manner. 2 And in the mid¬
dle was the lad who was painted on the wall around the garden, Eros, the king, that
terrifying figure, seated on his golden throne once more. 3 A voice was unleashed
against me like thunder, 'Bring to me the usurper, the one who is at liberty, who
does not fear my arrow, who is not frightened of my wings, who reviles my fire,
who is embarrassed before my nudity, who mocks at me for being a young lad,
who embraces the painter, even though he abhors the rose, who spurned my
beloved Hysmine and whom the gods love for his chasteness.' 4 I was dragged
along pitiably, quite trembling, quite dumb, quite dead, and lay on the ground.
'Spare him, my king', I heard a voice saying, and coming to myself a little and
raising my eyes I saw Hysmine, her head crowned with roses, a rose in her right
hand and her left hand clasping the king's feet; she was saying 'Spare Hysminias,
spare him for my sake, my king; I shall recruit him for your service.' 5 And the
king said to the girl, 'It is for your sake that I am angry, so for your sake I receive
him back in favour.' She immediately took my hand and made me stand up,
telling me to be confident. The king summoned me with a gesture and crowned my
head with roses. All the bystanders cried out and applauded, 6 and danced around,
saying, 'Hysminias has become our fellow slave, the bold, the unwed, who was
crowned with laurel, who spumed the lovely Hysmine.' Then saying to the beauti¬
ful Hysmine, 'You have your lover', the king Eros flew away from my eyes and
plunged deep into my heart.

Hysminias' stubborn chastity has provoked the god to act. It is interesting
to note here how the dream sequence, along with the painting and the fol¬
lowing discussion, displays a rather complex pattern of repetition with vari¬
ation. We have already seen how the dream shows Eros just as he was in the
painting: the same "king" surrounded by a throng of people. In addition, the
attitude that Eros blames Hysminias for has been explicitly displayed: ac¬
cording to Eros, Hysminias claims to be at liberty (2.14.4-6); he does not
fear his dart or wings, reviles his fire, is embarrassed before his nudity and
despises his youth (2.10.2-3); he embraces the painter but abhors the rose
(2.6.6); he spurns Hysmine (1.9.3); and he claims to be loved by the gods

1.2.4
for his

chastity (2.14.6). Hysminias wakes

up
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terrified and calls for

Kratisthenes, to whom he relates the dream:
Και

τον ϋπνον ίζηγονμην αντω, την προπομπήν του θεού, το ποικίπροπομπής, τάς tv χζρσί λαμπάδας, τον Ιπϊ δίφρου θΐ,όν, τον €7r' ejue
θνμόν, την ώς
ουρανού καταρραγύσαν φωνήν, τον ίμον ίΚκνσμόν, την
ίμήν πάθησιν, την της 'Ύσμίνης φωνήν, την νπϊρ βμοϋ πρϊσβξίαν, την τον
Οζον ανγγνώμην και em πασι τον στέφανον. (Η&Η 3.3.2)

Trepi

τα

λον της

And I told him all about my

dream, the god's procession, the diverse escort, the
god on his throne, his anger against me, the voice that
pealed down as from heaven, my being hauled away, what I suffered, Hysmine's
speech, her supplication on my behalf, the god's pardon, and to finish it all, of the
hand-held torches, the

crown.

Kratisthenes

explains to Hysminias that what he suffers from is love, and
nothing out of the ordinary. He adds that Hysminias is fortunate,
"for your beloved is so beautiful and so completely responsive and you
have Eros as your assistant" (3.3.3).212
These passages show that dreams and paintings have a narrative function
as a means of exploiting the repetitive scheme of telling and retelling in a
slightly different manner. First appears the painting, which supplies both a
psychological background and a literary model. Then follows the dream,
which constitutes a psychological reaction and a literary repetition. Finally
comes the discussion about the dream, which gives us a psychological ex¬
planation and another literary repetition. Repetition is also a way of stress¬
ing the importance of a motif or an event, and it is obvious that Eros and
Hysminias' attitude to love are primary elements in the novel.
After the discussion with Kratisthenes, Hysminias dozes off halfdreaming (H&H 3.4), falls asleep again and experiences another dream, this
time erotic (3.5-7). We have already described the literary repetition in the
half-dreaming sequence.213 The first part of the dream-sequence displays
similar features, referring to previous events: 3.5 is modelled upon the pre¬
vious dinners and the couple's erotic plays (1.7-11; 2.12-13), with the re¬
markable difference that Hysminias is now active, while Hysmine acts as a
virgin (3.5.3; 3.5.7).214 We may add that this dream can be explained also
that it is

2,2

Greek

213

See above, pp. 70-72.
The second part (H&H 3.6)

214

quoted below,

p.

125.

is an inserted ekphrasis of Hysmine. The third part (3.7)
struggle in which Hysminias is again the active part, while Hysmine
tries to fend him off (cf. 3.2.3-7). The dream apparently ends with Hysminias' first or¬
gasm; on the passage as a wet-dream, see Alexiou (1977) 41, and also below, p. 196.
describes

an

erotic
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psychological point of view.215 Its elements are variations of events
place over the last few days. Now that Hysminias has ad¬
mitted that he is in love, that he has been initiated into the mysteries of Eros
by the god himself,216 he feels free to indulge in physical pleasures, at least
in his sleep.
In book 5 appears a whole series of dreams: Hysmine embracing Hysmi¬
nias (H&H 5.1.1), Hysmine reclining beside him on a bed "strewn with
erotic delights" (5.1.2), Hysmine and Hysminias in a bath (5.1.3), Hysmine
and Hysminias being married (5.2), and finally a nightmare in which Hysmi¬
nias is attacked by Hysmine's mother Panthia and an army of vengeful
women (5.3.3-5.4).217 Hysminias wakes up terrified and again calls for Kratisthenes, who explicitly tells him what we have already noted in the previ¬
a

that have taken

ous

dream sequences:

'Πρόί ο δή σφόδρα καταθορυβηθωϊς την ψνχήν σε τον καλόν Υ^ρατισθένην
ωπωκαλούμην 7τυκνά- καϊ δεδοικα μη τό μέλλον μοι τό δαίμόνιον ων όνωίροις
νπωζωγράφησων είθισται γαρ τούτω προκηρύσσωlv ων ϋπνοις τα μέλλοντα.' 4
Και ό Κρατισθένης 'μωθημωρινη φροντίς ωστι,ν όνωιρος- ταύτα σε καθυπέτρωχων, όθ' ό περί την πύλην ψόφος ύμάς απ' αλλήλων διέσπασων.' (Η&Η
5.5.3-4)
'It

when my

soul

terrified by them that I called on you several times,
afraid that the divine power had depicted my future in
the dream, for it is accustomed to disclose future events through dreams.' 4
Kratisthenes replied, 'Dreams are about your daytime preoccupations. This is what
was happening to you when the noise around the door separated you.'
was

was

good Kratisthenes; and I

was

Hysminias fears that dreams have the same function as they traditionally
have in the ancient novels, and it is in that respect very interesting that the
dream of the mother is closely modelled upon L&K.2{% In H&H dreams
usually do not reflect future events. This deviation from the ancient novels
can be explained in terms of the interest in Aristotelian dream theory in the
twelfth century, which we will return to in a while. We should, however,
note that one of the dreams does in fact mirror a true event: the marriage of
Hysmine and Hysminias.219 Part of the dream {H&H 5.1) is also repeated
with variation in 5.16. The passage 5.1 may thus be seen as an anticipation
215

On the

Alexiou

psychological character of the dreams in H&H,

see

Hunger (1980) 24-25 and

(1977) 40-42.

216

H&H 3.3.1; see

217

On this passage, see

218

The dream will be

219

See above, pp.

below, p. 113.

Alexiou (1977) 34; Beaton (19962) 55.
quoted and analysed below, pp. 224-227, 283-286.
66-69.
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literary level, which does not necessarily concern the external action of
a part of the repetition with variation scheme.
Hysminias makes a remarkable comment on dreams in the following pas¬
sage, when he is about to leave Aulikomis. When he sees the host of maid¬
ens in the garden, escorting him as he leaves Aulikomis, he says: "I thought I
recognized the dream in these events" {H&H 5.6.3).220 Not only, then, do
dreams reflect daytime preoccupations; in this case reality resembles dream¬
ing.
This may be seen in contrast to the next two dreams, which occur at the
end of books 6 and 7 respectively. In the first of these two (.H&H 6.18)
Eros hands over Hysmine to Hysminias.221 In the second (7.18-19), Eros
saves Hysmine from the sea. The first dream vaguely mirrors the coming
wedding, perhaps with a slightly ironical touch, considering the ill-omened
atmosphere. Hysminias soon realises that he has been thwarted: ε με δ'

on a

the novel—i.e.

δντως VEρω?

κατεπαιζε, καϊ

tow

όνείρους, oils

όνείρονς ορώ

και νπνονς σαφείς, "Eros has
dreams which he invented for me I see now are

μοι

κατέπλαττεν, δζπως

truly deceived

and the
truly dreams and are clearly
the product of sleep" (7.10.3).222 He is, however, not truly deceived; in the
end, the marriage will take place.
The second dream too will turn out to mirror

me,

(Hysmine will
youth" in 11.14.1), but Hysminias has been misled by
the previous dream, and comments, τα δ' ήσαν πάντα και πάλιν δνειροι
δουλενοντες "Ερωτι, "and all this, once again, was but a dream and subject
to Eros" (7.19).223
There remains one dream, placed at the end of the novel when the couple

tell

us

a

true event

of "the naked

has been reunited. It is not described in

detail, but

seems to

resemble the

erotic dreams of books 3 and 5.
Kai πάλιν καθ' δλου?

την 'Τσμίνην εδόκονν όράν καϊ τανττ] σννεπαιζον ωσπερ γαρ νους πεινώντος άρτον φαντάζεται καϊ νδωρ δνειροι τω
διφώντι, οΰτω? ερωσιj ψνχτ) πάντα πpbs έρωτα μεταπΚάττεται, και διαλογισ¬
μοί και τα καθ' νπνους φαντάσματα. (Η&Η 10.4.2)
α ντους

Once

again throughout my slumbers I seemed to see Hysmine and to sport with
just as a starving man's mind imagines bread and water fills the thirsty
man's dreams, so for a soul in love everything—thoughts, sleeping visions—is di¬
rected towards passion.
her. For

220
221

The passage
The passage

has been quoted and discussed above,
has been quoted and discussed above,

222

See also H&H 7.17.9.

223

On the vision of Eros in H&H 7.18-19, see

p.

73.
66-68.

pp.

Cupane (1974) 274-281, who compares
the narrative scheme of Makrembolites to that of the French Fablel dou Dieu d'Amors.
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The dream has been

preceded by two sleepless nights (9.6.4; 9.11.3). No
dreaming has been reported for the one-year period during which the couple
have been separated.
In the ancient novel dreams usually anticipate coming events,224 and their
function shows an influence from contemporary dream interpretation.225 In
H&H dreams are no longer portentous, but erotic, and often also psycholog¬
ically correct.226 It has been shown by MacAlister how the function of
dreams in the Byzantine novels instead reflects Aristotelian dream theory,
deriving from treatises that were commented upon in the twelfth century.227
An explicit sign of that connection is the comment of Kratisthenes in 5.5.4,
μεθημ^ρινη φροντίς ζστιυ ovtipos, "dreams are about your daytime pre¬
occupations."228
The dream motif in H&H thus has an external, most probably contempo¬
rary element to it.229 On a literary level the dream motif is used as the per¬
fect means of exploiting the device of repetition and doubling: the hero ex¬
periences a dream which reflects actual events that have already been told,
and then he discusses them with his friend. Sometimes the dreams mirror
events that

have

already taken place, or will take place several times (the
dinners, for example); sometimes they do in fact, however vaguely, mirror
events to come; sometimes they thwart the hero-narrator completely. Their
main function is to make Hysminias fall in love.230 The traditional dreammotif has thus been combined with both the Aristotelian theories of dream

interpretation and the literary device of repetition with variation.

224

and

Bartsch

(1989) 80-108;

see

also Alexiou (1977) 40,

n.

45 with examples from L&K

Longus.

225

MacAlister

226

Alexiou

(1996) 33-43.
(1977) 38—40.
227
MacAlister (1990, 1996). Commentaries were written mainly by Eustratios, Metro¬
politan of Nicea, and Michael of Ephesos, on, among other works, the Parva naturalia,
sections of the Organon, the Nicomachean ethics, and the Rhetoric.
228 Cf.
Aristotle, De divinatione per somnia 463a; MacAlister (1990) 203. On dreams
as remnants of sensory impressions, see also Plato, Timaeus 45b-46a, and Aristotle, De
insomniis in Parva naturalia 459b-461a; MacAlister, ibid. 198.
229
Cf. Hunger (1968) 72-73 on so-called Aktualisieringsversuche.
230
See also MacAlister (1990) 201. Cf. Smith (1999) 191 on love as conversion fol¬
lowing vision and Eros' intervention in the Achilleid. On a literary level, although the pro¬
tagonist here is a girl, the passage may be compared to H&H; cf. also the Fablel dou Dieu
d'Amors as described by Cupane (1974).
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SLAVERY

There

are

two

types of slavery in H&H\ servitude to Eros and servitude to
both aspects are strongly emphasised. It has

human masters/mistresses;

been

argued by Cupane that Makrembolites' image of Eros basileus shows
as a king surrounded by his vassals shows
similarities with the French Dieu d'Amor as he appears in the courtly love
literature of the twelfth and early thirteenth centuries.231 The idea of being a
slave to one's passions and thus to Eros is, however, not a Medieval inven¬
tion. It appears in the Hellenistic tradition and in the ancient novels.232 It
may thus be argued that all the elements needed for the representation of
Eros bas ileus can be found in Greek literature, and that a Western influence
an

influence from the West: Eros

is

no

prerequisite.233 Furthermore, the contemporary imagery of the em¬
and of Christ should be taken into consideration. Not only the em¬
peror, but also Christ is βασιλίΰ?, and the emperor is, correspondingly, of¬
ten characterised by divine attributes.234 Eros on the throne surrounded by
his subjects thus recalls an image of both imperial and Christian authority
well known to a Byzantine audience.235
It has been suggested by Aleksidze that the other kind of slavery in
H&H, servitude to human masters, reflects a social situation in Byzantium
and thus is an expression of Makrembolites' sense of "democracy".236 The
thought has been rejected by Hunger who, however, himself sees a possible
connection to a historical reality, since there were prisoners of war taken in
twelfth-century Byzantium.237 The motif goes back to the ancient novel, in
which the protagonists often are made prisoners and slaves, and may ac¬
cordingly not need any further explanation. What is interesting is the com¬
bination of the two aspects of slavery in H&H, and the extreme emphasis
peror

on

both of them.

231
232

Cupane (1974) esp. 150-161; cf. Beaton (19962) 57-59, 155-158, 212.

See e.g. Anth. 5.22. See also the fragment from Iamblichos, quoted by Hunger
(1980) 23, n. 98: όταν ό Έ/οω? ζηλοτυττίαν προσλάβτ) τύραννος έκ βασιλέως γίνεται,
ff. 4 Habrich; trans, by Beaton (19962) 59, η. 32: "Eros, when he becomes jealous, is no
longer a king but a tyrant." Cf. Euripides, Hippolytus 534: έρωτα...τον τνραννον αν¬
δρών. On the motif in the ancient novels, see below, 2.2.4.
233 Beaton
(19962) 58-59, 156; Agapitos & Smith (1992) 37; Magdalino (1992).
234
On the emperor and Christ in Byzantine literature, see Agapitos (1989a) esp. 292294. On the emperor in 12th-century Byzantine art, see Magdalino & Nelson (1982).
235
Agapitos & Smith (1992) 37, cf. Cupane (1974) 259-260; Magdalino (1992).
236 Aleksidze's
study of the Byzantine novels was published in 1965; I have not read
his work, but refer to it based on the references of Hunger (1978) II, 141, n. 30.
237
Hunger, ibid.
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narratological level, the two aspects of the motif must be seen in
plot, i.e. the repetition of the first
part of the story in the second part of the novel. We have already looked at
the description of the painting of Eros, in which a throng of people and ani¬
mals stood around the god as slaves (H&H 2.9); this is the first mention of
slaves or slavery, which means that until this part of the story, Hysminias
has been free in every respect. Therefore he does not understand why these
people and animals act as slaves, and when he is told by Kratisthenes, he is
frightened (2.11). It is quite obvious that Hysmine, on the other hand, has
already been struck by love, but this is not explicitly shown until the dream
sequence, in which she appears crowned with roses to save Hysminias from
Eros' wrath. She says "spare Hysminias, spare him for my sake, my king; I
recruit him for your service" (3.1.4).238 Eros agrees to do so, and the by¬
standers applaud Hysminias as their fellow slave (3.1.6). Hysminias wakes
up terrified and describes his sufferings as a war between Zeus, as whose
a

relation to the twofold structure of the

herald he

came

to

Aulikomis, and Eros.

Έγώ δ' 'ώλώλειν' είπον 'Κρατίσθενες- 'Ύσμίνη μ' άπόλλυσιν, "Τσμίνη με
σώζει· όλην φαρέτραν "Ερως έξεκένωσέ μου κατά. ψυχής, δλην μου την
καρδίαν ένέπρησεν. 4 Ει σοι παρήν ίδεΐν, είδες αυτόν συν αύτοΐς όπλοις, συν
αυτή φαρέτρα, συν όλω 7τυρί την έμην είσδύντα ψυχήν. Ούκέτι Διασίων
κήρυξ εγώ, ούκέτι θεράπων Διό?, ούκέτι παρθένος. Πόλ€/χο? περί την έμην
έρράγη καρδίαν εξ "Ερωτος και Διό?. 5 Ό μεν ουν δη Ζευς ώ? έξ ουρανού
μεγάλα βροντά και καταβροντα· 6 δ' ώ? από γης όλα? έλεπόλεις κινεί και
κατασείει μου την άκρόπολιν. Ό μεν ώ? εκ νεφών άστραπηβολεΐ, ό δ' όλους
κρατήρας πυρός ώς από γης ύπανάπτει μοι. 6 Πόλι? εγώ, και πόλις Διός· αλλ'
νΕρω? πολιορκεί με και προς εαυτόν όλον μεθέλκεται. Διός εγώ πηγή μεστή
χαρίτων παρθενικών αλλ' "Ερω? προς πηγήν 'Αφροδίτης μετοχετεύει με. 7
Διασίων κήρυξ ήκον έξ Εύρυκώμιδος, και νυν 'Αφροδισίων εξ Αύλικώμιδοςεκ δάφνης τότε, και νυν εκ ρόδων στεφανοϋμαι τήν κεφαλήν. Τι? ουν οϋτω
θρασύς τήν ψυχήν, στερρός τήν καρδίαν και τό στέρνον σιδήρεος, ώ? και προς
μάχην άντέχειν θεών, και όλους φέρειν αυτούς πολιορκοϋντας και ρήσσοντας;
Ουκ έχω σθένειν, Κρατίσθενες.' (Η&Η 3.2.3-7)
Ί have been

destroyed, Kratisthenes. Hysmine destroys me, Hysmine saves me.
emptied his entire quiver against my soul, he has burnt up my entire
heart. 4 If you had been able to see it, you would have seen him penetrating my
soul with his weapons, with the quiver, with all his fire. I am no longer herald of
the Diasia, I am no longer Zeus' attendant, I am no longer chaste. War has broken
Eros has

238

On the verb δουλογραφέω, see Hunger (1980) 24, who suggested a neologism in
analogy with πολιτογραφέω, but cf. now LBG, according to which the word appears in,
among others, Theodoros Prodromos, p. 285, v. 378 in Gianelli (1963), and Nikephoros
Basilakes, p. 119, 1. 14 in Garzya (1984).
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in my

heart because of Eros and Zeus. 5 Zeus thunders loudly from the heaven,
his thunder re-echoes; Eros moves up his siege engines from the
ground, as it were, and assaults my citadel; the one hurls down lightning as from
the clouds, the other kindles craters of fire against me as from the ground. 6 I am a
city, the city of Zeus, but Eros lays siege to me and draws me entirely towards
himself. I am the fountain of Zeus, full of the graces of chastity, but Eros diverts me
towards the fountain of Aphrodite. 71 came from Eurykomis as herald of the Diasia
but now I shall leave Aulikomis as the herald of Aphrodite's festival. My head was
crowned with laurel then, but is crowned now with roses. Whose soul is so bold,
whose heart so steadfast, whose chest made of such stout iron that he can resist the

out
as

it were, and

gods in battle and withstand them all
strength, Kratisthenes.' 239

as

they lay siege and smite him? I have not

the

When Kratisthenes asks

why Hysminias has changed

so

completely from

"Έρως αυτός με μυσταγωγεΐ, "Έρως αυτός μετατην ε μην ταύτην κεφαλήν εστεφά νωσε και
μετεστεφάνωσε, "Eros himself initiates, Eros transforms me. It was Eros'
being chaste, he

answers

πλάττει. με' χει ρ

"Έρωτος

hand that crowned this head of mine and

changed its crown" (3.3.1).240 He
the word "slave"; it is not until he has accepted his
he returns to the painting in the garden and makes his
a slave should", saying

does not yet mention
love for Hysmine that
reverence

to Eros "as

εζουσίας σού ειμι, βασιλεϋ. Ουκέτι παΚινοστήσω ττρός Εύρυκωμώα·
ττροσπόλοις Διός σννταγθήσομαι- εχει με ττολίτην Αύλίκωμις ε£ ερω¬
τικών γραφών ττοΚιτογραφούμενον.' (Η&Η 3.8.3)
'της

ονκέτι

Ί am in your power, my king. I shall never return to Eurykomis; I shall never
again be enrolled among the attendants of Zeus.241 Aulikomis has me as a citizen,
inscribing me in its citizen rolls through paintings about love.'

The author has taken the

opportunity to play on the words here. The citi¬
zenship, 7τολι.τογραφεω, refers to δουλογραφεω in 3.1.4; as the lover of
Hysmine and a slave to her passion he has become, or rather should have
become, a citizen of Aulikomis. As we know, Hysminias will return to
Eurykomis; however, it is to Aulikomis that he returns after the journeys, to
celebrate the wedding with Hysmine.242

239

The passage may

be compared to H&H 3.7.1-5, in which Hysmine defends herself
against Hysminias' advances, described in terms of fortification; cf. also 2.14.4, where Hys¬
minias is described as a deserter (λεπτοτάξιος). Military metaphors are common in erotic
literature; for references see Conca (1994a) 529, n. 4.
240
Cf. L&K 1.9.7; 2.19.1; 2.37.5; 5.15.6; 5.26.3; 5.26.10. On H&H 3.3.1, see Conca
(1994b)104.
241
This is the betrayal that is alluded to in H&H 11.21.3; cf. above, p. 75 and n. 78.
242
The word-play connected to γραφή will be discussed below, pp. 134-135.
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In the

remaining part of book 3—only two chapters—the slavery motif
frequently. Kratisthenes mentions it three times in his monologue
(.H&H 3.9.3, 3.9.6 and 3.9.7). Hysminias himself makes two statements on
his servitude to love (3.10.2 and 3.10.5). They both illustrate his change
from chaste to passionate, a change that is underlined by the use of the word

recurs

καινός in the second passage: όντως εγω

δουλογραφονμαι τω "Ερωτι καιδούλωσιν και ην ουδείς ούδεττω δεδοΰλωται, ού μόνον σώμα¬
άλλα και ψυχής, "thus I was enrolled in a novel servitude to Eros, a

νην τίνα
τος,

servitude which

else had

experienced, involving not only the body
(3.10.5). Even if love is known already in the ancient
literary tradition to embrace both body and soul, Hysminias is inexperienced
and sees it as a new and strange thing.243
In book 4, slavery is only mentioned once, in the discussion of Eros'
powers; in book 5 four times;244 in book 6 none; in book 7 five times.245 In
book 8 Hysminias is taken prisoner, and the other aspect of the slavery
motif comes to the fore. Before moving on to that, we will look at the im¬
agery of roses, which is apparently connected with the servitude to Eros.246
no one

but also the soul"

The

and the laurel

continuously juxtaposed throughout the novel as
symbols of love/sex and chastity/virginity. As the herald of the Diasia, Hys¬
minias is garlanded with laurel {H&H 1.1.2; 1.2.1).247 When he is enslaved/
initiated by Eros he is garlanded with roses (3.1.5). He has already, chaste as
he is, shown that he abhors the rose, which has incensed Eros (3.1.3).248
Hysmine, when she appears before Eros, is garlanded with roses, holding a
rose in her right hand (3.1.4). She has previously not appeared like this, but
her surroundings and her appearance are continuously connected with roses,
particularly her home. When Hysminias arrives at Aulikomis he is greeted
with sprays of rose-water (1.3.1), and in the garden of Sosthenes there are
roses in different stages of bloom: των ρόδων το μεν
ττροκΰτϊτει της κάλυ¬
rose

κος, το

γήν
243

are

δ' εγκυμονεΐται,

ερρνη,

"as for the

άλλο 7τροκέκυφεν,

roses, one was

εστι δ' δ και ττεττανθεν κατά
emerging from the bud, another was

On the

physical effects of and emotional reactions to love in the Komnenian novels,
(2000).
244 H&H
5.12.1; 5.18.2; 5.20.1; 5.20.2. On H&H 5.18.1, see below, p. 134.
245 H&H
7.9.3; 7.11.5; 7.17.9; 7.18.3; 7.19. On H&H 7.9.3, see below, p. 134.
246
The rose is traditionally a symbol of erotic love. For the imagery and symbolism of
the rose in L&K, see Laplace (1991).
247
Repeated throughout the novel: H&H 3.1.6; 5.3.5; 8.13.1; 8.15.1; 10.10.10;
see

Jouanno

11.13.2.
248

not

Hysminias thanks the painter in H&H 2.6.6, referring back to 2.4.2 (Sophrosyne is
garlanded with roses); see above, p. 106.
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swelling, yet another had already emerged; and some which had already
reached maturity were spread on the ground" (1.4.1). Likewise, when Hysminias leaves Aulikomis, there are roses in the procession, and when he ar¬
rives at Artykomis, along with his master herald, there are roses there as
well (9.1.2). Although there are processions also in Eurykomis and Daphnepolis, these are the only processions in which roses are mentioned.
The description of the roses in the garden of Sosthenes as an image of
Hysmine becomes clear when reading some of the later passages. First of all
H&H 3.1.3, already discussed above: when Eros summons Hysminias he
calls him "he who embraces the painter, even though he abhors the rose,"
which probably should be read "he who likes the painter, but dislikes Hys¬
mine."249 Then follows a number of passages in which Hysmine is likened to
the rose, for example in book 4: ου yap με στερήσει υόνος γλυκΰτητος
μέλιτος, ωσττερ ούδ' άκανθα ρόδου του ρόδου κώλυσα με, "for the pain
will not deprive me of the honey's sweetness, as the rose's thorns do not
turn me away from the rose" (4.22.3). In book 5 there is a longer passage in
which the unplucked rose symbolises virginity:
''Ύσμινία' λέγουσα ιφείσαι παρθενίας έμής· μη προ του θέρους έκτίλης τους
στάχυα?· μη το pohov τρύγησης προ του προκΰψαι της κάλυκος, μη την στα¬
φυλής όμφακίζουσαν, μη πως αντί νέκταρος όζος έκθλιψης έ£ όμφακος. 2 Συ
θερίσεις τον άσταχυν, αλλ' όταν λευκανθη σοι το λήιον συ την ροόωνιάν
άπανθίσεις, αλλ' οταν πεπανθεν το pohov πρόκυψη της κάλυκος· συ τρυγήσεις
την σταφυλήν, αλλ' όταν τον βότρυν ϊόης ΰπερπερκάσαντα. (Η&Η 5.17.1-2)
She said,
summer;

'Hysminias, spare my virginity; do not reap the ears of corn before the
do not pluck the rose before it bursts from the sheath; do not crush the

grape lest you press out vinegar from the cluster instead of nectar. You
will reap the ears, but when the field is white for harvest; you will pluck the flowers
of the rose garden, but when the mature bloom bursts from the sheath; you will

ripening

harvest the grape,

The

you see

the clusters ripened.'

imagery is repeated by Panthia in 10.11.4, where she accuses the
Hysminias who όλον μου το κειμήλων άττεσΰλησεν, έθέρισέ μου

same

herald
τον

but when

άσταχυν,

τον

vaged all

βότρυν έτρύγησε καϊ

my treasure,
flowers from my rose

249

250

The passage
Cf. also the

την

ροδωνίάν άττηνθίσατο, "ra¬

harvested the corn, culled the grape and plucked the
garden."250 Here Hysmine is not only the rose, but a

has been quoted and discussed above, pp. 105-107.
ekphrasis of Hysmine in H&H 3.6.4, the Lokrian

the fathers' lament in 10.12.3.

rose

in 9.16.5, and
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garden, and in another passage she explicitly presents herself as a gar¬
Hysminias (6.8.3).251
As we have seen, Hysminias in the novel's opening books is connected
with the laurel, Hysmine with the rose. In book 5, however, when the cou¬
ple leave Aulikomis, Hysmine is garlanded with laurel (H&H 5.6.2-3); she
has resisted Hysminias' advances and is still a virgin. As soon as Hysmi¬
nias' change has taken place, the two symbols are contrasted in his address
to Apollo:
rose

den to

κήρυζ σού πατρός ήκον εξ Έυρυκώμιδος εις Αύλίκωμιν, έκ δάφνης
ταύτης της σης την έμήν ταύτην άθλίαν στεφανωθείς κεφαλήν αλλ' "Ερω?
σος αδελφός ρόδοις ταύτην άναστεφάνωσεν 2 ούτός μοι την παρθενίαν έσύλησεν ή μάλλον ερωτικώς άντηλλάξατο [...]. (Η&Η 8.10.1-2)
Aios

I

came

from

Eurykomis to Aulikomis

as

herald of your father Zeus, my miserable
brother, crowned me instead with
transformed it with erotic experi¬

head crowned with your laurel. But Eros, your
roses. He robbed me of my virginity, or rather
ences,

The

[...].

same

contrast

is made in 3.2.7 and 8.13.1-2,252 and even more

explic¬

itly—and also with clear reference to slavery—in 8.14.3-4:
Και ό

δεσπότης φησίν 'εΐ

πατρίς περιφανής και γένος λαμπρό ν και τά
τούτων εχεις ουδέν 4 δούλος ει και δούλος ημών
ει δέ και σωφροσύνης και
παρθενίας Άφροδίτην άντηλλάξω και "Ερωτα, εί δε
και στεφάνων δάφνης παρθενικής στέφανου εκ ρόδων έρωτικόν, μη σύ
γε τό
άπό τούδε* άλλα κτήσαι τό σώφρον και τό φιλόσωφρον άγάπησαι, 'ίνα μη την
σωφροσύνην εξ έργων μάθης αυτών και xelpa δεσπότου κτήση δι δάσκαλου.'
κατ' οίκους

πολυτελή,

μεν σοι

νυν

(Η&Η 8.14.3-4)
And my master

said, 'If your country is illustrious and your lineage brilliant and
home luxurious, now you have none of those things: 4 you are a slave, and
you are our slave. If you exchanged chastity and virginity for Aphrodite and Eros,
the virgin's garland of laurel for the rose garland of passion, have nothing more to
do with this! Cultivate chastity and love sobriety lest you learn chastity the hard
way and find the master's hand a teacher.'

your

Hysminias has lost his garland of laurel, but he is still connected with it
owing to outer circumstances: as a prisoner he passes Artykomis, where
virgins are tested in the spring of Artemis, garlanded with laurel (H&H 8.7);
he ends up in Daphnepolis, where there is an altar of Apollo (8.11.1) and
where a feast of Apollo is celebrated in honour of Daphne (8.18). His previ251

Quoted above,

heroine

was

p.

99, where also the connection between the garden motif and the
Poljakova (1976) and Cupane (1974) on the possible con¬

discussed. Cf. also

nection with the French Roman de la Rose.
252

Cf. also H&H 5.18.2, where Zeus is

exchanged for Eros.
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experiences are mirrored in those of his master, who now appears
"crowned with laurel, adorned with a brilliant tunic and sacred sandals"
ous

(8.19).253 In the garden of Sostratos in Artykomis, Hysminias sits under a
laurel bush and reads the letter of Hysmine (9.8.1-9.10.2), and then he
meets her there (9.16.1-9.20). Something strange happens at this point:
Hysminias leaves the laurel bush after blessing it, calling it "a truly golden
laurel, Apollo's seed, earth's offspring, Aphrodite's monument and Eros'
solace" (9.20.1). It seems that Daphne has been reconciled with Eros and
Aphrodite; virginity and passion are no longer necessarily opposites.254 The
couple are thereafter reunited with their parents by the altar of Apollo (by
which grows a laurel tree, 8.11.1; 10.9.3), they are set free by the priest of
Apollo, and they are finally garlanded with laurel (10.13.5; 11.1.1), both still
virgins.255
In book 7, Eros appears

dream

as

oveipoi

in

a

dream saving Hysmine; Hysminias refers to the

bovkevovres "Ερωτι, "subject to Eros" (H&H 7.19).

Shortly after this Hysminias is captured by pirates, and the references to
slavery are thenceforth concentrated on servitude to human masters, and
particularly the contrast between freeman and slave, the first example being
8.8.1: δούλοι βαρβάρων
ϊλ^νθύρων, "once free men but now the barba¬
rians' slaves." The contrasting situations are often expressed in word-plays:
ημείς δ' Έλληνικην βαρβαρικής δουλείας άντηλλασσόμεθα,

και δούλοι πάλιν
γεγόναμεν, και βαρβάροις δέσποταις γεγονότες όμόδουλοι και
δεσπόταις συναιχμαλωτιζόμενοι όμογλώσσοις "Ελλησιν εδουλογρα-

δούλων

εκ

αύτοϊς

φούμεθα. (Η&Η 8.9.2)
We

exchanged servitude to barbarians for servitude to Greeks, and having been
once again, becoming our barbarian masters' fellow slaves and
while in servitude with our former masters were enslaved to Greeks who spoke our
language.
slaves became slaves

Shortly afterwards the two aspects of the motif are brought together:
Αοϋλος άντ

ελεύθερον γεγένημαι και τρίδονλος αντί κήρυκος, "Ερωτι δούλογραφηθεις τα πρώτα, και βαρβάροις τούτοις το δεύτερον, και τρίτον τοΐς εκ
της σης ταύτης Ααφνηπόλεως "Ελλησι. (.Η&Η 8.10.3)
253

Note that the laurel

garland is mentioned three times in the same chapter; cf. H&H
Hysminias.
254
Returning to the initial description of Sosthenes' garden, there were both laurel and
roses in it (H&H 1.4.1; 1.4.3); but cf. above, p. 99, and below, p. 210 and n. 118, on the
traditional plants of erotic/novelistic gardens.
255
Note also the praise of the laurel/Apollo in the laments of the parents: H&H
10.10.13; 10.10.14; 10.11.11; 10.12.5.
1.2.1 and 1.7

on
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I have become

slave instead of

slave three times

over

instead of

herald, enslaved first to Eros, then secondly to the barbarians and

now

for the third

a

time to these Greeks in your

The

a

freeman,

a

a

city of Daphnepolis.

"triple servitude" appears another four times (8.11.1; 8.13.4; 9.7.1;
one of these cases, the meaning of the expression has been al¬

9.13.1). In
tered:
Πάλιζ^

'Τσμινίας εγώ τα δούλων υπέχω και πάλιν δουλεύω και δλος δούλος
τρίδουλος· δούλος 'Τσμίνης ε ζ "Ερωτος, δούλος λογισμών εκ των οφθαλ¬
μών και δούλος εκ τύχης του κήρυκος. (Η&Η 9.7.1)
και

Once

again I, Hysminias, endured

suffered indeed

a

through

I

my eyes

slave's lot and once again was in servitude and
Through Eros I was slave to Hysmine,
slave to my thoughts, and through Fate I was the herald's
a

threefold servitude.
was a

slave.

Hysminias is a slave to his thoughts through his eyes, because he thinks he
sees Hysmine in one of the slave girls at Sostratos' house in
Artykomis.
Only a few lines later (9.8.4) it is confirmed that the girl is indeed Hysmine;
Hysminias was accordingly not a slave to his thoughts, because his suspi¬
cions proved to be right. During this period, i.e. from the time that Hysmi¬
nias is captured by pirates until he is reunited with Hysmine (8.1-9.8),
servitude to love is hardly mentioned; apart from the "triple servitude" we
have only two examples. Firstly, in Hysminias' recapitulation of his experi¬

στέφανου 'Έρω? €σύλησεν, 'Ύσμίνη τταρθένω [...] άγκίστρω χρησάμενος· και δούλος
'Αφροδίτης εις την έμην Έ,νρνκωμιν άνθυττέστρεψα, "and Eros robbed
ences

to his new master and mistress:

και

μου τον

of my

garland, using as his lure Hysmine [...]. It was as a slave to
Aphrodite that I returned to my city Eurykomis" (8.13.2).256 Secondly,
when Hysminias' love-sick mistress hears him lamenting Hysmine: τι
me

τοσούτον

καταβατττίζη

μίνην έμέ, δέσττοιναν

τοις

δάκρνσιν; Ιδού σοι παρίσταται· έχεις Ύσδούλην έ£ έρωτος, "why are you so

σην και

drenched with tears? Look, she is

standing here beside you! You have me as
mistress
and
your slave in passion" (8.16.4). In both
your
your
these passages, love and passion are described in a somewhat negative tone:
in the first example, servitude to Aphrodite is the reason why Hysminias
ended up a slave; in the second, the mistress tries to force herself upon an
unwilling slave.
Hysmine,

256

This is not the first time that Aphrodite is mentioned (H&H 1.14.5; 2.7.3; 3.2.6;
5.12.4; 5.16.1; 5.20.2; 6.18.1; 7.10.5; 8.7.5; 8.14.3-4; 8.17; 9.3.2; 9.5.3; 9.13.3;
9.20.1; 10.2.2; 10.6.7; 11.19.3), but it is the first time that Eros seems to be replaceable
by Aphrodite. Note especially 9.20.1 on Aphrodite, Eros and the laurel.
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Obviously, Hysminias' new situation means that he has to abandon
slavery. We have already seen how freedom and slavery, rose and lau¬

erotic
rel

are

contrasted in H&H 8.14.4, but we

will take

a

second look at the

closing sentence of the paragraph, άλλα κτήσαι το σώφρον και το φιλόσωφρον άγάπησαι, Ίνα μη την σωφροσννην
έργων μάθης αυτών και

χείρα δεσττότον κτήση δίδασκαλον, "but cultivate chastity and love sobri¬
ety lest you learn chastity the hard way and find the master's hand a
teacher." Slavery to man seems to exclude slavery to Eros and instead re¬
quire slavery to Sophrosyne. In a way Hysminias has to start all over again,
and this must of

course

be

seen

in relation to the

the second part of the novel.
All other mentionings of slavery
nias'

new

social status

contrast to his

as a

repetition of the story in

in this part of the novel

concern

Hysmi¬

slave, and it is mentioned frequently, often in

previous freedom and position
will suffice here:

as a

herald. There

are a

number of examples,257 one
Και

οντω πέρας τα της τραπέζης
έδέχετο· και 6 των Αιασίων κήρυζ 'Ύσμινίας
έγώ, ο της bάφvης στεφανωθείς, 6 λαμπρώς το πρώτον πλεύσας έζ Εύρνκώμιδος, 2 6 περί την Αύλίκωμιν βασιλικώς εφ* αρματος ίππασάμενος, ο
πολυτελώς επί της του Σωσθένους λαμπράς τραπέζης άνακλιθείς, επί δουλι¬
κής τραπέζης νυν άνακέκλιμαι συν όμοδούλων χορώ καϊ τα τών δούλων υπη¬
ρετώ καϊ 'όλος δούλος είμι και, όλην δουλείαν ένδέδυμαι καϊ όλην δουλοπρέπειαν υποκρίνομαι, όλον αποδυθείς, ω Ζεϋ και θεοί, το κηρύκειον καϊ όλον
το

ελεύθερον. {Η&Η 8.15.1-2)

Thus the meal

end and I,

Hysminias, the herald of the Diasia, who had
garlanded with laurel, who had formerly sailed sumptuously from Eurykomis,
who had ridden in imperial splendour in a chariot to Aulikomis, who had reclined
in luxury at Sosthenes' brilliant banquet, now reclined at table with my band of
fellow slaves, and performed a slave's tasks, and was completely a slave, taking on
a servile demeanour and functioning as a slave, quite stripped, ο Zeus and the gods,
of my herald's rank and that of a free man.
came to an

been

We

again how the experiences of Hysminias in the first part of the novel
through his master, with himself in a slave's position.
It is gradually revealed in three steps that Hysmine too has become a
slave.258 First, one of the slave girls reminds Hysminias of Hysmine:
are

see

relived

θεραπαινις ή τών ποδών το μάκτρον άνέχουσα προ χειρών μικρόν
ύπεστέναζεν, ώσπερ μίμουμένη τό της ήχους ύστερόφωνον, και οίον 'Τσμίνη
λεπτόν ύπεστέναζεν, ότε τώ ποδί μου τον πόδα ταύτης επί τής του Σω-

και

257

Η&Η 8.11.2; 8.12.1;

8.12.2; 8.13.4; 8.14.4; 8.15.1-3; 8.16.2; 8.20.2; 8.21.3;

9.4.3.
258

See also above, pp.

65-66

on

the recognition

scene.
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σθένους
την

τραπέζης έπέθλιψα. Ειδον ούν άτενώς εις αυτήν κα\ νη την 'Ύσμίνην
'Ύσμίνην έδόκουν όράν ή δ' άντέβλεπεν άτενέστερον. (Η&Η 9.5.3)

And the servant

girl who was holding the towel for the feet in her hands moaned
though imitating the echoes of my sigh, and sighed delicately as Hysmine had done when I pressed her foot with mine at Sosthenes' table. I looked at
her intently and, by Hysmine, I thought I was looking at Hysmine, and she gazed
at me even more intently.

gently,

as

The new,

subordinate position of the couple is strongly emphasised in this
passage, which is an exact repetition of their first evening together. Hysminias spends the whole night thinking of the slave girl and Hysmine (H&H
9.6). The next day he once again sees the girl and is reminded of Hysmine
(9.8.1), and shortly after that a slave girl hands him a letter έζ 'Τσμίνης

παρθένου

σης

ερωμένης καϊ

νυν

έμης όμοδούλου, "from the maiden Hys¬

mine, your beloved and now my fellow slave" (9.8.4); Hysmine refers to
herself in the letter

Hysminias' όμόδουλος, "fellow slave" (9.9.3).
Hysminias' social status as slave continues to be emphasised,259 until in
H&H 10.9 the couple act as slaves for the last time, since they are soon to
be freed. In books 9 and 10 appear, however, also some of the most interest¬
ing and elaborated word-plays on slavery, now that Hysmine's enslavement
can be combined with that of Hysminias, and thus also with servitude to
Eros.260 When, on top of this, Hysmine's mistress Rhodope falls in love
with Hysminias, and uses Hysmine as her mediator, the motif can be further
as

elaborated:

'Ύσμίνη δ' εγώ καϊ ζώσα, καν αιχμάλωτος δια σέ καϊ δούλη νυν, ώς όρας· 3 η
δέ μοι δεσπότις, καν δεσπότις έστίν, αλλ' έπαθεν ερωτικώς καϊ δούλη σοι προς
έρωτα γέγονε και μοι τα του πάθους θαρρεί, δούλης 'Ύσμίνης τον άδελφόν
'Ύσμινίαν ερωτικώς ζητούσα· και δεσπότις ούσα δουλεύει τοις έρωσι. {Η&Η
9.17.2-3)
I

Hysmine, and alive, even if a prisoner because of you, and now a slave, as you
My mistress, even though she is a mistress, nevertheless suffers from passion
and has become your slave in love, and has entrusted her affliction to me, seeking
passionately for you Hysminias, the brother of the slave Hysmine. Though a
am

see.

3

mistress, she is in servitude to the Erotes.

And when

Rhodope offers Hysminias freedom in exchange for love, the two

aspects of slavery are explicitly juxtaposed in Hysmine's comment to Hys¬
minias: μη την

259

έλευθερίαν μεταδίώκων

τω της

ελευθέρας 'Ροδόπης έρωτί

Η&Η 9.11.3; 9.12.2; 9.13.1; 9.14.5; 9.15.3; 9.16.1; 10.4.1. On Η&Η 9.14.5,
below, pp. 158-159.
260 Η&Η
9.11; 9.16.2; 9.16.5; 9.17.1; 10.7.3.

see
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δονλωθης καϊ δονλωθης

την ψυχην (pevyoov δονλωσιν σώματος, "do not
pursuit of freedom become enslaved to the love of the free Rhodope
and enslave your soul as you try to escape from bodily servitude" (H&H
9.16.4). There are a number of similar passages,261 but the issue is to become
still more complex when the love of Hysminias' mistress is included:262
in your

3 Οϋτως

έρωτικως ημείς άνεκράθημεν

κοινώσασθαι

δούλων

και το

φίλων όλον έκοινωσάμεθα, ώς

καθυπηρετησαι λειτούργημα.
8 Ή μεν ουν εμη δεσπότις τοις "Ερωσι δουλογραφηθεϊσα τη κύλικί μοι
προσέπαιζε και κατέπαιζεν, η μάλλον αυτήν εν εμοι και κύλιζιν αύταΐς
κατέπαιζον νΕρωτες· 2 νυν μεν γαρ έπέθλιβέ μου τον δάκτυλον, νυν δ' όλην
μου την χείρα τη κύλικι συνεφείλκετο καϊ αλλ' αττα κατέπαιζεν η τοις
"Ερωσι κατεπαίζετο· ων δη πάντων cos έκ πυρός φεύγων αυτός 'Τσμίνη τη
και το

και

προς εν

συνοινοχοευούση συνέπαιζον, των της δεσποίνης παιγνίων τα της δούλης
άνταλλασσόμενος· 3 οϊς η 'Ροδόπη συνένευε, και τη δούλη παίζειν έπένευε καϊ
οων δια ταύτης έδόκει παίζειν αύτηπρος α δη βλέπων αύτός την 'Ροδόπην
μάλλον δούλην ειχον 'Ύσμίνης ώ? καθυπηρετοϋσαν εις έρωτα. {Η&Η 10.7.38.3)
3 So

mixed the wine with

passion and had our love in common so that we had
performed the one service.
8 So my mistress, enrolled in the service of the Erotes, flirted with me as I of¬
fered the cups and jested with me, or rather the Erotes flirted with her over me and
the cups. 2 For at one moment she pressed my finger, at another she pulled my en¬
tire hand together with the cup and sported in other ways, or was made a game of
by the Erotes. While I tried to escape from this as from a fire, I too flirted but with
my fellow wine-pourer, Hysmine, exchanging games with the mistress for games
with the slave; 3 this Rhodope approved and she allowed flirtation with the slave
as
though she thought she was flirting through her. Seeing this, I considered
Rhodope a slave rather than Hysmine since she was assisting us in our love.
our

we

servitude in

common

and

Again, the scene is reminiscent of the couple's flirting a year earlier when
they were free. In H&H 10.9, the couple act as slaves for the last time; slav¬
ery is mentioned three more times in book 10, none of them by Hysminias
himself.263 In book 11, the motif occurs only in the recapitulations264 and is
mentioned twice in the epilogue.265

261
262

H&H 9.16.3; 9.16.4; 9.18.1; 9.19.1; 9.21.3;
See also H&H 8.16.4 and 10.6.2-4.

263

H&H 10.10.11;

264

H&H 11.4.3;

265

9.22; 10.2.

10.10.12; 10.14.
11.5.1; 11.5.4; 11.7; 11.9.5; 11.10.2; 11.16.1.

ώ τύραννε "Ερως, ου δούλος έζ Αύλικώμιδος ταύτης εις την εμην έπανηκον
Εύρύκωμιν, "ο tyrant Eros, as whose slave I returned to my Eurykomis from Aulikomis"
{H&H 11.20.1) and ημείς ουκ αιχμάλωτοι και δούλοι και πλανηται, "were we not pris¬
oners and slaves and vagabonds" {H&H 11.21.2).
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Thus, through the double aspects of the slavery motif an analogy is made
subjection to Eros and the subjection to human masters. The

between the

analogy does not necessarily entail that the literal bondage is

a

metaphor for

Eros, but rather underlines the difference in the two situations: the protago¬
nists may be saved from their masters, but they can never escape the servi¬
tude to Eros.266 One of the
are

reasons

for their release is their

freeborn Greeks, who cannot be held as slaves

background: they
by other Greeks {H&H

10.14).
to

The references in H&H to Hellenes and Philhellenes267 may be compared
those in Heliodoros,268 but they probably also reflect the revival of Helle¬

nism in the twelfth

Greeks

century.269 Byzantine intellectuals, idealising the ancient

moral and noble models, were now prepared to call themselves
Hellenes.270 The contrasting of Hellenes and barbarians that we can see in

H&H271

as

relevant to the

twelfth-century audience (some of whom had
experienced the cruelty of barbarians sacking cities), since it constituted an
opposition to their own inherent superiority as Hellenes.272 The references
to Hellenism in H&H are thus an external element of the slavery motif.
was

The three motifs discussed here—the

garden, dreaming, and slavery—are all
closely linked together.273 The dreams are engendered by things seen and
events that have taken place in the garden, and Hysminias is enslaved to

266

Cf. Beaton

267

H&H 8.9-8.10, 9.14.5, 10.10.12.

(19962) 57-59 and

n.

33.

26*Aith. 7.11.7 and 7.19.8.
269

Alexiou

270

Macrides &

(1977) 35; Macrides & Magdalino (1991) esp. 139-156.
Magdalino (1991) esp. 139-156 (pp. 148-152 on the novels).
271
Greeks are contrasted to barbarians, primarily in the description of their actions
{H&H 8.1-8.9), but also in the change of Hysminias' name into the barbarian Artakes
{H&H 9.14.5). The name will be discussed below, pp. 158-159.
272 Macrides &
Magdalino (1991) 140. On barbarians in the Komnenian novels, see
Jouanno (1992). Cf. Beaton's discussion on the relationship between past and present in
the 12th-century novels. He argues that the revival of the genre added a new dimension to
the "belatedness" of the ancient novels: the Komnenian authors recapture, in the fictional
world of their novels, the world of the past in which the models were created; Beaton
(19962) 51-54. The Hellenism evoked by the texts is consciously both past and present:
past for the purpose of discussing things such as the workings of Tyche in isolation from
heavenly or earthly authority; contemporary for the purpose of giving order and meaning to
certain human experiences that are always relevant—falling in love, separation, exile;
Macrides & Magdalino (1991) 152. The Komnenian novels are thus a meeting place for
ancient and Byzantine not only on a literary level.
273 An
important motif that has not been discussed here is the dinner/banquet; see be¬
low, p. 227, n. 282.
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protagonists meet in a garden; as slaves they are
again free they return to the first garden.

once

THEMES

Which themes do these motifs

express? No one would question that love is
other of the surviving ancient Greek or
Byzantine novels, for that matter; it goes with the genre. In H&H there is,
however, a strong connection with art: love as art, and art as love. The anal¬
ogy between art and love is most explicit in the paintings of Eros and related
subjects, and in the description of the garden that we discussed above.274
The artistic aspects of love concern not only pictorial but also rhetorical art,
as becomes apparent in the epilogue.275 Eros is, of course, also one of the
central motifs in H&H, expressed in passages such as the descriptions of
Eros, or Eros' appearances in Hysminias' dreams. The motif of Eros has not
been described separately here, since—as we have seen—it interacts in¬
tensely with the other motifs investigated; we have thus already gone
through the majority of the important passages on Eros.276 Here we will
take a look at love in its more abstract aspect, most often expressed in the
discussions between Hysminias and Kratisthenes.
Love is introduced in a humoristic manner by the end of book 1. Hysmi¬
nias has told Kratisthenes of Hysmine's advances, whereupon the following
discussion takes place:

the main theme in H&H, or in any

Και ό

Κρατισθένης 'της eύτυχίας' άνακέκραγν 'παρθένος έρα σου, και παρ¬
καλή· συ δ' ουκ αντάρας;' 'Eyco δέ 'και τί τοΰτο το άντεραν;'
εϊρηκα. 5 Ό δέ και πάλιν [ό Κρατισθένης] μέγ' άνακέκραγεν 'Ήράκλεις, της
άτοπίας, της ήλιθιότητος· αλλ' 'ίλεως σοι "Ερως, μήτηρ Αφροδίτη και ϊυγγες
έρωτικαί.' 'Eyco be 'τίν(ς ούτοι' προς τον Κρατισθένην φημί, 'τις δέ μοι
τούτων διδάσκαλος;' Ό δέ μοι φησι 'φύσιες ζώων άδίδακτοι.' Πάλιν ουν έπι
τον ϋπνον
έτράπημεν. (Η&Η 1.14.4—5)
θένος

οντω

Kratisthenes shouted out,

'By all that is fortunate, the maiden is in love with you,
lovely maiden! Are you not in love with her too?' But I said, 'What
do you mean by being in love too?' 5 And he shouted out again, 'By Heracles,
what an idiot, what a dolt! May Eros and his mother Aphrodite and all the erotic
charms be kind to you'. I said to Kratisthenes, 'Who are these? Who will instruct

and what

a

274

See above, pp.

275

See

97-103.

above, pp. 74—78. On the relation between art and rhetoric in Byzantium, see

Maguire (1981a).
276
Quoted above,

pp.

103-106.
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in this?' And he

replied, 'Animal

nature cannot be

taught.^1 And with that

returned to slumber.

The next

day they see the painting in the garden (2.2-10), and Kratisthenes
explains to the confused Hysminias,
Και ό Κ par ιαβέρης

'ούκέτι σοι τα των έμών αμάρτυρα λόγων. Τι? νΕ ρως
ήρώτας· ιδού μοι, βλέπεις αυτόν 2 αλλ' ευμενής σοι τά ει? πεΐραν ϊκοιτο.'
Έ)/ώ be προς αυτόν 'συ μοι τά περι την γραφήν φιλοσοφεί καϊ τη γραφή
7τροσάρμοττε το επίγραμμα·' ό δε Κρατισθένης 'ό νΕρω? γυμνός, οπλοφόρος,
πυρφόρος, τοξότης, πτερωτός· 3 όπλα φέρει κατ άνδρών, πυρ κατά γυναικών,
τόξα κατά θηρών, κατά πτηνών το πτερόν, την γύμνωσιν κατά τών έν
θαλασσή και καθ' όλης αυτής· ημέρα και νϋξ, ώς οράς, δουλεύει τω "Ερωτι·
αύται γάρ αί γυναίκες, άς συ θαυμάζεις ορών.' 'Eya> δε προς τον Κρατισθένην
'μηδέ γινώσκοιτό μοι.' (Η&Η 2.11)
And Kratisthenes

said, 'My words to you will no longer be unwitnessed. You were
asking me who Eros is; now look—you can see him. 2 But may your experience of
him be kindly.' I replied to him, 'Interpret the picture to me then and show how
the epigram is relevant to it.' Kratisthenes responded, 'Eros is naked, he is armed,
he carries fire, he is an archer, he is winged. 3 He wields his weapons against men,
fire against women, bows against wild beasts, wings against birds, his nudity
against the denizens of the sea and against it in its entirety. Day and night, as you
see, serve Eros, for these are the women by whom you were amazed.' I said to
Kratisthenes, 'May I never know him!'

Hysmine declares her love explicitly in 2.13.2 (although her behaviour has
already revealed her feelings for Hysminias, and she has appeared before
Eros in Hysminias' dream): ώς την κλησιν έκ τύχης, όντως έ£ έρωτος την
ττόσιν κοινοϋμαί σοι, "as I share your name through chance, so I share this
drink with you through love." Kratisthenes gives Hysminias another lesson
in the end of book 2, telling him that he cannot escape Eros:
Και ό

Κρατισθένης, '"Ερω? όλην σοι την παρθένον έξέκαυσεν, "Epcos
έτυράννησεν, έρώσης ταύτα ψυχής και γλώσσης πυρπολουμένης εξ έρωτος·
συ δε
μέχρι πότε λειποταξίου κριθήση τω "Ερωτι; 5 Πού δε και φυγής αυτόν;
Εΐ? ούρανόν; 'Αλλά φθάνει σε τω πτερώ· εις θάλασσαν, άποδύση δε τον
χιτώνα; Ό δε σου προαπεδύσατο· κατά γήν; Τω τόξω σε φθάνει. 6 Είδες τον
"Ερωτα; Ειδε? το πυρ, τά τόξα, την γύμνωσιν, το πτερόν; Είτα συ μόνος
ελεύθερος έρωτος; Συ μόνος;' Έ^ώ δε προς αυτόν 'εα με σωφρονειν, ώ^α0ε'·
τους γάρ σώφρονας
θεοί φιλούσιν καϊ στυγοϋσι τους κακούς.'
Και σιγήσαντες περι τον ϋπνον ετράπημεν. {Η&Η 2.14.4—6)

277

Ironically, "you're an animal, yet
low, pp. 148, 257, 273.

you want to

be taught!" On this

passage, see

be¬
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Kratisthenes said, 'Eros has set this maiden upon

fire for you; Eros has mastered
her; her soul is in love and her tongue aflame with love. How long are you going
to be

deserter of Eros? 5 Where will you escape him? In the sky? But he
with his wings. In the sea? Will you strip off your tunic? But he
has stripped himself off already. On land? But he will shoot you with his bow. 6
Have you seen Eros? Have you seen his fire, his bows, his nakedness, his wings?
Are you alone free from love—you alone?' I said to Kratisthenes, 'Let me be
chaste, my good friend, for the gods love the chaste and hate evil men.'
So we fell silent and gave ourselves up to slumber.
judged

a

will reach you

Hysminias suffers from the "Hippolytus syndrome", not so much from ar¬
rogance as from ignorance and innocence.278 This is why enslavement is nec¬
essary, and Hysminias' "let me be chaste" provokes the dream of Eros in
3.1, followed by another discussion with Kratisthenes (3.3).
Ό δ' 'ούόέν καινόν'

φησί 'ττέπονθας. 3 Έρα?· ού μόνος, άλλα σύι> πολλοίς
έρωτας ευτυχείς, έρωμένην έχων οϋτω καλήν καϊ όλην
έρώσαν και ϋπηρέτην τον "Ερωτα. 4 Καλοί; δε σοι και ϋπνου τυχεΐν οφθαλ¬
μός γαρ έζ έρωτος αγρυπνήσας ελέγχει φυχήν έρώσαν και ώσπερ γλώσσα
φιλοκέρτομος ουκ οιδε κρΰπτειν μυστήριου, οϋτως οφθαλμός ϋπνου στερη¬
θείς φανλίζει τον έρωτα.' (Η&Η 3.3.2-4)

βροτών κα\

τα προς

'What you

have experienced', he said, 'is nothing out of the ordinary. 3 You are
love, you are not alone in this but share the experience with many mortals. And

in

fortunate in matters of love, for your beloved is so beautiful and so com¬
pletely responsive and you have Eros as your assistant. 4 It was good that you were
able to sleep; for eyes that are wakeful from love reveal a soul that is in love, and
just as a sarcastic tongue cannot keep a secret so eyes that are deprived of sleep dis¬
you are

credit love.'

The

adapted quotation from Euripides' Hippolytus in H&H 3.3.3279 under¬
previous behaviour of Hysminias as resisting Eros. Now, however,
he changes (see the dreams, esp. 3.4.2-3.7) and soon returns to the painting
of Eros (3.8.2) to pronounce himself a slave. Kratisthenes reacts quite unex¬
pectedly to this; instead of being happy that Hysminias has finally accepted
Eros, he scolds him for having no respect for the Diasia or for his parents.
His speech is ambivalent as far as love is concerned. In the first part he
lines the

δνσερως εϊης. Καλή μεν 'Ύσμίνη καϊ λίαν καλή, καϊ
'νέμεσις ουδεμία τοιτ)δ' άμφι γυναικϊ ιτολυν χρόνου άλγεα ττάσχειν\

says, μη μοί

"may

you not

and there is

278

be unlucky in love. Hysmine is lovely, indeed very lovely
wrong in suffering woes a long time for such a woman"

no

On ancient and

Byzantine novel characters acting as Hippolytus, see Smith (1980)
15; (1999) 178-179, 189-190, 191.
279
Euripides, Hippolytus 439, έρας—τί τούτο θαύμα;—συν πολλοίς βρωτών; see
further below, p. 270 and η. 51.
546,

n.
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(3.9.1-2), quoting the Iliad 3.157. This is to be followed,
seemingly misogynistic passage, which is rare in H&H\

a

little later, by a

Ov

νέκταρ 'Ύσμίνη σοι κατ (.κέρασαν, ουκ
Αύλικώμιδο? οίνου, αλλ' οίον
Ελένης λαθικηδές φάρμακου. 6 Έπζλάθου πατρός, μητρός, πατρίδος, ήλικιωτων, έταίρων, οϋτω λαμπράς αγοράς και, τό δη μάζον, Upov Φίλιου Διό?. Ώ
πάντα κακαί γυναίκας και κατά τον αοφόν
έσθλ'

άμηχαυώτατοι.,

κακών δέ πάντων
It

τέκτονβς σοφώτατοι. {Η&Η 3.9.5-6)

not nectar that

Hysmine mixed for

you, not wine from Aulikomis but a drug
forget. You have forgotten your father, mother, coun¬
try, peers, companions, the brilliant company, and what is greatest, the temple of
Zeus, god of friendship. Ο women, who are evil in every respect, and according to
the wise man, most incompetent in working good, and most skilled crafters of
was

like Helen's that makes you

evil.28°

Why does Kratisthenes suddenly

discourage Hysminias? It seems
Hysminias will have to learn to
fight for love, which is part of the "education" that Kratisthenes takes him
through. To contradict and to call in question is a maieutic technique, "re¬
versed psychology" in modern terms, and the change should thus not be
seen as an inconsistency in the portrayal of Kratisthenes.281 As a
helper
character Kratisthenes is also responsible for the chastity of the protago¬
nists and cannot encourage Hysminias to throw himself at Hysmine.282
Hysminias' "transformation into a lover" is completed in the next chap¬
ter (H&H 3.10.5). The change is emphasised in book 4: Hysminias
readily
flirts with Hysmine, and meets her in the garden, where she comments upon
his change in behaviour (4.3.3) and tells him that she too will come to
Eurykomis (4.3.4). Kratisthenes then shows him the next series of paintings
on the garden walls: the pictures of the twelve months.
The description is long and very detailed, covering 12 chapters (4.5-16).
The painting has an inscription, saying tovs avbpas άθρώυ τον χρόνον
βλέπ€ί$ όλον, "when you contemplate these men, you see the whole year"
(4.17.2). There is in the description an equation of the sequence of the
months with the progress from youth to age, which is implicit also in the
iconographical tradition: March is a strong young warrior; February is an old
to me

that this is

a

seem to

test, an indication that

280

Cf.

281

Cf. the elenctic dialectic in Plato's

Euripides, Medea 408-409.

early Socratic dialogues, and also in the Theaewhere "maieutic" is playfully introduced. On the dialectics of Plato and the dialogue
form, see Frede (1992); on the Socratic elenchus, Vlastos (1983).

tetus,

282

Cf. Bakhtin (1981) 106-108 on the ancient novel as Priifungsroman. See also be¬
low, pp. 161-162, 256-258 on the helper function.
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man.283 The

ekphrasis is followed by an interpretation (4.18) in which each
identified, but without mentioning its name.284 The two friends go
to bed, but Hysminias cannot sleep and they have another discussion about
the painting.
month is

Tyco δε προς αυτόν 'νυν τάς γραφάς όλας aveperpovpev τοις όφθαλμοΐς, τάς
έπιγραφάς εωρώμεν και. ταύτας ταΐς γραφαις προσηρμόττομ€ν, και Qepei μεν
και φύχει καϊ eapi καϊ τοις πάσιν απλώς καιρός άφωσίωται, νΕρως δ' ου
πepιγeγpaπτaι rf\ γραφή, ου προς καιρόν τη τέχνη μ€Τ€χρωμάτισται· πάντως
ότι παντι καιρώ μεθαρμό£εται. '2 Ό be Κρατισθένης 'ισχυρώς σε καταπαγώ€υω τοις %eikeai και τοις σοΐς την νικώσαν έχω προβλήμασιν έγγυς γαρ
ή γραφή και απαράγραπτος ό γραφ€ύς· θεμει γαρ και ψύγβΐ και eapi καιρός
άφωσίωται κατά γe την γραφήν καϊ τον λόγον τον σον, έρωτι δ' ούδαμώ?· 3
άν δ' υπέρ τα έσκαμμένα πηδα, τυραννις τό πράγμα· αν κaτabυvaστeύσaς
πολλάκις eκpάτησe παρ' ήμίν, ου νόμος τό σπάνιον, ή γάρ τοι του ζωγράφου
γραφϊς Έρμου μοι άκόντιον, όλη κατεστομωμε'νη τοις εκ των γeγpaμμevωv
προβλήμασιν.' 4 'Eyw be προς τον Κρατισθε'νην 'αλλ' αύταΐς σοι ταΐς των
χρωμάτων βαφαϊς eκθηλυvθήσeτaι τό άκόντιον "Ερως γάρ προγέγραπται
/3ασιλεύ?, και πάσα φύσις ανδρών ώς δούλη παρίστατο, άvbpeς be πάντως και
ο ΐς ό
γραφ€υς τους καιρούς μεθηρμόσατο· ei γούν τό πάν και καθόλου δουλούται τω "Ερωτι, πώς τό μερικού ίκφύγη την δούλωσιν; 5 Εϊ δε και πάν
τμήμα καιρού καϊ διάστημα την σύστασιν eayj)Kev ώί ίξ ϋλης ε£ ημέρας και
νυκτός, αύται δε δούλαι κατά την γραφήν και τό σον μυσταγώγημα, eύbηλov
ώς και τό εκ τούτων και δ ι' αυτών και285 όλον εν ό'λαι? αύταΐς ουκ άποφύγη
την δούλωσιν. αλλ' άκον σvvboυλaγωγηθήσeτaι.' 6 Ταύτ' εΐ7τον, και τον Κρατισθενην εύθυ? κατεφι'λησα 'νικώ σε' λ^ων 'Κρατίσθενε?·' ό δ' 'έστω, νενίκησας· γevώμeθa πepϊ τό δωμάτιον.' (Η&Η 4.20)
I said to him, 'We have now

examined the paintings with our eyes, we have
inscriptions and we have considered their appropriateness to the
paintings, and a season was straightforwardly dedicated to summer and winter and
spring and all of them. But Eros is not circumscribed by the painting, nor have his
colours been changed by art to fit a season; indeed he is appropriate to every sea¬
son.' 2 Kratisthenes said, Ί can ensnare you tightly through my lips, and I have
the solution to your queries; for the painting is close by and the painter is impec¬
cable. According to the painting and according to you, a season is dedicated to
summer and winter and spring, but not in the least to Eros. 3 But if he oversteps
looked at their

283

According to Byzantine practice, following the Roman tradition, the calendar

started with March; see Stern (1955) 182; Beaton (19962) 84.
284 The
ekphrasis can be compared to several examples of poems

year

and ekphraseis of the
dating from the 12th to the 14th (or 15th) centuries, e.g. the poems of Prodromos
and Manuel Philes, and the ekphrasis in Livistros and Rhodamne; all these texts are listed
in Eideneier (1979). On the calendar tradition that goes back to antiquity, see Strzygowski
(1888); Webster (1938); Stern (1955); Akerstrbm-Hougen (1974). On the ekphrasis in
H&H, especially February, see Beaton (19962) 84-85.
285
This και is left out by Conca (1994a); I quote the passage as in Hilberg (1876).
months

Part 1:

128

Narratological analysis

the limits, that is a
trol

over

us,

tyrannical action; if he becomes oppressive and often has con¬
the exception does not prove the rule, for the painter's brush, com¬

pletely whetted by the paintings' queries, becomes Hermes' javelin for me.' 4 I
said to Kratisthenes, 'But the javelin will be emasculated by the colours' hues.
Eros has previously been painted as king, and all types of men were enslaved to
him; but men are also those to whom months have been distributed by the painter.
If everything is in complete servitude to Eros, how can a part escape that servitude?
5 And if every segment and period of time is composed from day or night as its
primary matter, and these are in servitude according to the painting and your
mystic guidance, it is quite clear that what is derived from them and through them
and everything that is present in them cannot escape servitude but will be brought
into servitude against their will.' 6 As I said this I promptly embraced
Kratisthenes, saying, Ί have defeated you, Kratisthenes.' He said, 'Very well, you
have won; now let us go to our room.'
The

question that Hysminias wants to discuss is "where does Eros fit in?"

Kratisthenes argues that Eros may not rule all the year around, because then
he would act like a tyrant. Hysminias points out that all human things and

everything that

comes out of night
Eros thus rules every season—this

and day must be slaves to Eros, and that
is why he has not been painted with any
particular month.286 Hysminias "wins" the discussion, and Kratisthenes
agrees that he has been defeated. This must be seen in contrast to Hysmi¬
nias' previous attempts at interpretations, which have not been very suc¬
cessful.287 Now he wins for the first time, and in this respect too he is now
an

initiated lover.288
In all these discussions between

Hysminias and Kratisthenes, we should
of the process that Hysminias goes through; the
philosophical dialogue. The dialogue form has been inserted into and inte¬
grated with the narrative of the novel.289 Whereas, as we have seen earlier,
Charidoux functions as the pupil addressee,290 Kratisthenes functions as the
note the

286

formal aspect

There may

be

a

literary echo here of Plutarch's De Ε apud Delphos, esp. 388e-389c
periods and attributes of Apollo and Dionysus are discussed

and 393a-c, where the proper
in a similar manner.
287

H&H 2.7.5-2.8. Cf. also

Hysminias' ignorance in H&H 1.14.4-5, 2.6.6; 2.11.3;

2.14.6.
288

On the passage, see Cupane (2000) 46-47, who argues that the discussion reflects a
non-Byzantine controversy reflecting Western motifs.
289
Cf. above, pp. 52-53 on the philosophical essay, and also Halperin (1992) on
dialogic vs. narrative form in Platonic dialogues, above all the Symposium, and Nicholson
(2000) on the modes of discourse in the Phaedrus. Cf. also Agapitcs (1991) on the socalled "discoursive mode".
290

See

above, pp. 52-53, and below, p. 154.

1.2.4

Motifs and themes

129

dialogue partner and the exegete.291 The exegete character appears also in the
ancient novels, where explanations of ekphraseis are often required,292 but
allegorical paintings and stories as didactic tools had, in fact, long been used
in the philosophical tradition.293 Both the exegete and the addressee are im¬
portant character functions also in a Byzantine context. In a dedicatory epi¬
gram to Manasses' novel-like Chronography, the author presents himself as
an exegete of history to his addressee, the Sebastokratorissa Eirene.294 The
exegete's task here is primarily to transfer knowledge, qua artistic pleasure
and understanding of higher thoughts. In H&H, the dialogues, and in particu¬
lar the explanations and arguments provided by Kratisthenes, are prerequi¬
sites for Hysminias' change.295
The significance of H&H 4.20 is that love is linked to time, an important
motif that we have not yet discussed. The motif of time brings to the fore
the second main theme: development and maturity. The formal introduction
of time may come in the ekphrasis and the following discussion in 4.5-18,
but the importance of time for the development of love has been seen earlier.
It took Hysminias two days and nights to fall in love with Hysmine, de¬
scribed in a slow tempo (Hysminias declares himself a slave in 3.8.3). The
third night, the very night during which he sees the painting of the months,
is even slower: dinner ends at 4.2.2, and Hysminias is woken up by Sosthenes in 5.6.1. Time markers are frequent throughout the novel: smaller
episodes are defined by the time to sleep, the time to eat or the time to sac¬
rifice, and Hysminias in most cases mentions the number of days that pass
between the different episodes. In the overall structure of the novel, time is
emphasised in the couple's separation: they are separated approximately six
days after their first meeting at the first day of the Diasia, and they meet at
a festival which apparently takes place at the same time of the year, or a lit291

Cf. in particular his Socratic behaviour in H&H 3.9 (discussed above, p. 126 and n.
281) and also Hysminias' comment on his "mystic guidance" in 4.20.5, discussed just
above.
292

On exegetic functions in the ancient novels, see Bartsch (1989) 36-39; Hunter
(1983) 46-47 on Longus, where the author himself is the exegete of a series of paintings
depicting the story he tells. The narrator is referred to as an interpreter also in the Imagines
of "Philostratus the Elder"; Imag. 1, prooem. 5.
293
Hunter (1983) 46, with references in n. 90.
294
Manasses, Breviarium Chronicum (Σύνοψη χρονική); on the dedicatory epigram,
see Lampsidis (1996) xvii. On the exegete function in Manasses' Ekphrasis of a palace
mosaic, see Mitsi & Agapitos (1991); full text in Lampsides (1991). See also Agapitos
(1999) 125-126, n. 76.
295
See also below, pp. 161-162 on Kratisthenes' functions. On the dialogue form and
its relation to L&K and the ancient tradition, see below, pp. 181-186.
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tie later. One may assume

that they are separated for one year, the same
by the calendar on the garden wall. Deve¬
lopment and maturity are underlined mainly by the progress of life that is
implied in the ekphrasis of the months.296 Furthermore, there is a connection
made in the same passage between time and art.297
The ekphrasis of the months and its interpretation in H&H 4.20 are filled
with artistic vocabulary and references to the artistry of the painter, which

amount of time that is indicated

are

linked to the art of rhetoric. References to art and the skills of the artist

frequent in H&H, which is partly due to the artistic devices of the ek¬
phrasis. In books 1-3 the references are thus concentrated around the de¬
scription of the painting.298 The artist's talent is signalled at once: the garden
wall 7τάντοθεν κατεχαρι,τοΰτο \eipi ζωγράφου σοφτ), "was graced every¬
where by the hand of a skilled painter" (2.1.2). His skills are frequently
pointed out,299 and after having seen the painting of the Virtues, Hysminias
bursts out into praise,
are

Περιπτύσσομαί

χείρα, γραφεΰ· ασπάζομαι την γραφίδα· χάριν
άλλοις οτι μη τω στεφάνω της όντως παρθένου το
ρόδον συνέπλεζας. Ουδέν κοινόν σωφροσύνη και ρόδω (τω) αίσχρώς βαφέντι
κάκ της α'ιδοϋς έρυθραινομένω το πρόσωπον. (Η&Η 2.6.6)
ομολογώ

I embrace your

did not

σου την

σοι προς ye τοις

hand, painter; I kiss

weave a rose

common

with

a

rose,

into the

crown

your brush; I thank you in addition that you
of this true maiden, for chastity has nothing in

which is despicably dyed and whose countenance blushes red

with shame.

After the Virtues, Eros is

painted on his throne, and the first part of the de¬
scription is interrupted by another enthusiastic outburst by Hysminias, this
time followed by the interpretation by an Aristotelian maxim already quoted
above: "the vices are neighbours to the virtues and are annexed to them. It is
to this motto that the lad has been created, and art has brought the creation
to life" (2.8.1).300 Hysminias then continues with some bragging about his
own exegetic talents:
"Εχω
νουν

296

τεχνίτα, το αίνιγμα, έχω σου το δράμα· εις αυτόν σου βάπτω τον
Σφιγζ γένη, Οιδίπους εγώ· καν ώ? εκ Πυθικής έσχάρας και τρίποδος

σου,
καν

Cf. Beaton

(19962) 85, who interprets the ekphrasis

as a warning that love is not in¬
indication to Hysminias that he has to act and not just dream.
297
Beaton, ibid, argues that time is a theme, and emphasises its relation to art as an
important feature of H&H, 65-68 and 82-87.
298
A few are not: H&H 1.5.7 (the fountain); 1.6.2 (the benches); 2.13.1 (chefs' skills);
3.6.3 (Hysmine's face).
299
H&H 2.2.2; 2.2.6; 2.4.2; 2.5.1; 2.6.4; 2.6.5.
300
See above, p. 104.
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αινίγ¬

' (Η&Η 2.8.2)

grasp, craftsman, your riddle, I can grasp what you have done, I can immerse
mind in yours; even if you are the Sphinx, I am Oedipus; even if you utter
prophecies from the Pythia's hearth and tripod, I am your priestly attendant and I
can interpret your riddles.
can

my

We stated above that

Hysminias misinterprets the painting, but the misin¬
terpretation is significant as such: it emphasises the importance of a proper
interpretation of the painting, and it stresses both the necessity of the read¬
er's attention and that of Kratisthenes' presence as an exegete. When Hys¬
minias sees what comes next, the throng of people and animals surrounding
the king, he does not understand and he apparently gets scared. His fear is
expressed in yet another comment upon the artist's skill: ως αληθώς τέρας
η γραφή, νου πλάσμα, και χειρός ζωγράφου τεχνούργημα, "how truly
marvellous is the painting, a creation of the mind, a masterpiece by the
artist's hand" (.H&H 2.10.4). And Hysminias will have to regret the first of
his praises of the artist's skill (2.6.6), provoking Eros' wrath (3.1.3). He
tries to "make up" by criticising—for the first and only time—the painter in

λοιδορώ τον ζωγράφον ότι μη την 'Ύσμίνην τω χορω των δούλων
έγγράφαιτο, "I abused the painter because he had not drawn Hysmine in
the procession of enslaved maidens." One must also note that the passage
3.8.2:

with another misunderstanding, namely that the painting "devises
imaginary objects" and brings them to life only through its craft. Hysminias
will soon enough find out that the powers of love are indeed real. He admits
both mistakes in his final recapitulation (11.4.5).
We cannot dismiss the description of the Virtues as a mere prooemium to
Eros; it has certainly been included for more particular reasons. The Virtues
are depicted as four young maidens in a row, φρόνησις,
ισχύς, σωφροσύνη
and θέμις; Prudence, Strength, Chastity (Sophrosyne) and Justice.301 They
are described in detail {H&H 2.2-5), and then analysed and identified ac¬
cording to their appearance and the inscription over their heads (2.6). The
only one of the four maidens to be mentioned in the novel is Sophrosyne,
but they all are important ingredients in the novel genre: these are the virtues
needed by the hero and heroine of both ancient and Byzantine novels.
Hysmine, in particular, is both clever, courageous and chaste, and in the end
justice comes in to free her and Hysminias from slavery. Although
Sophrosyne and Eros are opposed and contrasted to each other in H&H,
opens

301

On the Cardinal Virtues in the

See also

allegorical tradition,
Magdalino (1992) 199; Dostalovd (1993) 51.

see

Cupane (1974) 246,

n.

15.
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Sophrosyne is also an inner aspect of love. It is needed to endure the hard¬
ships of slavery, both to men and to love. For example, in 8.14.4, Hysminias is reminded by his new master that he needs to learn to be sober and
chaste, just when we thought that he had abandoned Sophrosyne for
Eros.302 As we have seen, Hysmine and Hysminias carry both the rose and
the laurel, the two symbols of love and chastity. Eros and Sophrosyne thus
exist side by side in the novel, which is underlined not the least in the clos¬
ing passage, the epilogue: "whatever is most responsive to passion in men,
will appreciate the many passionate elements in the story; whatever is
chaste and virginal, will respond to the chaste elements" (11.23.1 ).303
In this respect Hysminias is not completely mistaken in his interpreta¬
tion of the painting (H&H 2.8.1): the juxtaposition of Sophrosyne as de¬
picted next to Eros embodies a main theme of the novel, the innate prob¬
lematics of love. Eros may not be evil, but he is indeed a tyrant. The very
position of the Virtues before Eros enables the misinterpretation which
emphasises and brings to the fore the very opposition; had the Virtues not
opened the series, the contrast would not have come out the same. There are
also oppositions within the passage, in the descriptions of the maidens.304
Opposition is a recurrent feature in H&H: art and nature, free and slave,
rose and laurel, vice and virtue, male and female.305 All are closely tied
together in the protagonists: they have the same name, but are male and
female; they are free, but become slaves; they are virgins, but slaves to Eros,
and

so on.

We may compare

this to the use of structural oppositions in a text from
the Paideia Basilike, an oration on the good ruler writ¬
ten by Theophylact of Ochrid to the young Constantine Doukas.306 A sharp
contrast between the good and the bad ruler (τύραννος and βασιλίΰ?) is
achieved by placing them in the text next to each other, as in the Aristotelian
maxim and as in the painting in H&H.307 First the bad ruler is described
(paragraphs 14-16), then the good.
the eleventh century,

302

The passage

is discussed above, p. 119.
Quoted in Greek above, p. 76.
304 H&H 2.2.2
(on fire and water), 2.2.3 (hail and coal), 2.3 (virgin and soldier, male
and female), 2.6.3 (virgin and soldier).
305 On structural
oppositions in another Byzantine text, the Digenes Akritas, see Galatariotou (1987a).
306
Theophylact of Ochrid, Paideia Basilike (Aoyos etj τον πορφυρογέννητου κυρ
Κωνσταντϊνον), in Gautier (1980) 178-211. The oration can be dated to ca. 1085/1086.
307
See above, pp. 104 and 130. Cf. also the technique used by Plutarch in the synkriseis of his Lives, where the effect is achieved by contrasts rather than by resemblances;
for a discussion, see Russell (1972) 110-115.
303
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τυράννου μορφην ώς βδελυρά τε και αποτρόπαιος. "Ορα λοιπόν και
βασιλέως κάλλος ώς πολυπόθητου, ώς εράσμιου άντικρυς, οίον το
σόν, ει γε βούλοιο. Καίτοι τρόπον μεν τινα και τον βασιλέα έζωγράφισα οις
έγραψά σοι τον τύραννον, και γαρ ενάντιος άν ειη έκείνω ούτος ό βασιλεύς,
πλην ολίγα τινά προσεπιβαλώ τούτω τω χρώματι.
το

την

του

You have

how loathsome and

repulsive the portrait of a tyrant is. See now
absolutely desirable is the beauty of the king—a beauty that
could be yours, if you would so choose. In one way, I have already painted the
king in the characteristics with which I depicted for you the tyrant, because the king
would be his opposite. I will, however, add some strokes to the painting.308
seen

how attractive and

First of all, we should note

the

in which

artistic vocabulary is used
already painted the king
in the characteristics with which I depicted for you the tyrant" and "I will
add some strokes to the painting." The writer thus describes himself as a
painter. We may also note the contrast here between the tyrant and the em¬
peror which in H&H is implied in the characterisation of Eros. Theophylact
says that the characteristics of the two opposites are the same—the differ¬
ence is a matter of proportion. One can, accordingly, describe opposites
with the same characteristics, which explains how the ambiguity in the por¬
trayal of Eros is achieved.309
The opposition between good and bad rulers is explicitly underlined also
in one of Theophylact's probable sources, Synesios' oration On King¬
ship,310
way

when the author refers back to his

own text:

an

"I have

άλλαι μεν γαρ

άλλαις άρεταΐς κακίαι γείτονες, και αφ' εκάστης δλισθος ουκ εις
έτέραν, αλλ' εις την γείτονα, βασιλεία δε τυραννις παροικεί, και μάλα
άγχίθυρος, καθάπερ ανδρεία μεν θρασύτης, έλευθεριότητι δε ασωτία.
Some vices

some virtues, others the neighbours of others, and
slip not to another, but to the closest [i.e. from virtue to
vice]. Tyranny is the neighbour of kingship, and is annexed to it, in the same way
as over-boldness to bravery, wastefulness to generosity.311
are

neighbours of

each of them tends to

Synesios alludes to the same Aristotelian tradition that Hysminias refers to
in his misinterpretation of the painting, the same tradition according to
308

Paideia Basilike 17, p.

309

Eros is both

199 in Gautier (1980); my own translation.
king/emperor and tyrant: in the painting he is depicted as basileus; in
his actions he is a tyrant. In the discussion in H&H 4.20, the conclusion seems to imply
that he is, after all, a good ruler; see e.g. 4.20.3: άν δ' ύπ'ερ τά έσκαμμένα πηδά, τυρανν'ις
το
πράγμα, "if he oversteps the limit, that is a tyrannical action."
310
Synesios, Peri Basileias (Eis τον αύτοκράτορα περί βασιλείας) in Garzya (1989)
382-451. The oration was written for the emperor Arcadius ca. 400 AD. Cf. e.g. Peri Basi¬
leias 6a-b on the king as the shepherd of men with Theophylact's Paideia Basilike 25.
311
Synesios, Peri Basileias 6c, p. 392 in Garzya (1989); my own translation.
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which the structural

opposition of the good and bad rulers was made by
Theophylact. The three texts thus display a complex interaction: Makrembolites' portrayal of Eros and the Virtues, and the use of the Aristotelian
maxim seems to refer back to both Synesios and Theophylact.312 Texts such
as these two make
up the background against which Hysminias' interpreta¬
tion of both the painting and the quotation must be seen and understood.
A main block of artistic references appears in and after the ekphrasis of
the twelve months. The majority are part of the ekphrastic style,313 and
those that are most significant to us here are the comments on art in the dis¬
cussion in H&H 4.20. Firstly, we should note the word-play of the passage,
consisting of the repetition of γραφή in different forms; the same device has
been used in other passages.314 Secondly, the reference to the painter's au¬
thority in 4.20.2: "for the painting is close by and the painter is impecca¬
ble." Thirdly, the metaphor used to explain the painting's argumentative
power: "the painter's brush becomes Hermes' javelin for me" (4.20.3).315
Kratisthenes tries to use the painting as an argument, as he would have used
words in the rhetorical field (Hermes' javelin as a symbol for the art of
rhetoric). Hysminias, who has now understood the painting correctly, can
also make the right use of this artistic kind of argument: the rhetorical javelin
of Kratisthenes is emasculated by the painting itself, because we have it in
black and white (or rather in glorious Technicolor) that everything is en¬
slaved to Eros. The skills of the painter and the rhetorician are thus explic¬
itly linked together, as they have been already in the ekphraseis.
Word-play on words related to γράφω extends even to the descriptions
of the protagonists and their experiences. In H&H 5.18.1, Hysmine is re¬
ferred to as a book, em σοϊ βίβλω κατζμυήθην τον "Ερωτα, "you are the
book by which I was dedicated to Eros." In 7.9.3, servitude to Eros is de¬
picted as a written document, "Ερως ημάς άλληλοίς έάουΚογράφησξ [...]·
Ποσειδών [...] ολον άονλογραφύον ερωτικον ϊκπλύνζί τοϊς κνμασιν,
"Eros put us in servitude to each other [...]; Poseidon expunges every
agreement of passionate servitude with his waves."316 Literally, Poseidon

3,2

Note, for example, also the use of τρίδουλον in Theophylact, Paideia Basilike 12.

Cf. also above, p. 104, nn. 205-206 on Gregory of Nazianzos.
313
So H&H 4.5.2; 4.5.3; 4.6.1; 4.6.2; 4.7.1; 4.7.3; 4.8.1; 4.8.2; 4.8.3; 4.10.1;

4.10.2; 4.11.1; 4.11.3; 4.12.3; 4.13.1; 4.14.1; 4.14.3; 4.15.1; 4.15.2; 4.16.1. On 4.13.3,

Plepelits (1989) 51.
See e.g. H&H 3.8.3; 4.13.3; 5.8.2.
315
Similar metaphors have already been used in H&H 2.3.3 (a
4.13.3 (the ox goad as "the farmer's pen").
316
Cf. also above, p. 113.
see

314

spear as

"Ares' pen");
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washes out the words written in the

δουλογραφύον, the document of slav¬
ery. In 9.22.1, Hysminias says to Hysmine: στ) γραφίδι δονλογραφοϋμαι
[...] και μοι το δουΚογραφζΐον γλυκνπικρον, αναπόνιπτον, "with your
I was inscribed as a slave [...] and that document is for me bittersweet,
impossible to wash out."317
After introducing the main themes of the novel—the problematics of
love, the process of maturity and the nature of art—the paintings are only
mentioned in recapitulations.318 References to any kind of art recur only in
the epilogue. Hysminias (the narrator, rather than Hysminias the protago¬
nist) asks the gods to make his and Hysmine's story imperishable in the
stars, in the sea or in the plants, but concludes that they will not (H&H
11.21-22). Considering the previous paintings and the emphasis of the
painter's skill to represent reality, one would almost have expected Hysmi¬
nias to ask the painter to make a representation of them, but instead he
turns to the art of rhetoric: "our adventures will be set forth in imperishable
tablets and slabs of adamant, with the pen and ink of Hermes and a tongue
which breathes the fire of rhetoric" (11.22.4).319 Rhetoric not only rivals,
but replaces or even equals the art of painting, and the previous word-plays
on
γραφή will soon be explained in the concluding words of the novel: "we
will grace this story and adorn this book with erotic charms [...]. And the
title of this book will be 'The adventures of Hysmine and of me, Hysmi¬
nias'." (11.23.3).320
A story may be expressed in words or in paintings, but it is still a story,
and in this case it will also become a book. In H&H, writing and painting are
equated.321 The gradually evolving love story, engendered by the paintings
in the garden, will thus be made eternal through the art of rhetoric. The nov¬
el's three main themes—the problematics of love, the process of maturity
and the nature of art—are all expressed within the garden motif, by means of
the paintings. The ekphraseis must accordingly be understood as key pas¬
sages to the thematic meaning of the novel. The themes are then explicitly
tied together as the novel closes.

pen

317

tional
318

The word

γλυκύπικρον, "bittersweet", derives from Sappho, fr. 130, and is

a

tradi¬

epithet of Eros.
And also in

one remark by Hysminias in H&H 4.21.2 (love gives him winged feet,
painter
had given to Eros).
just like those the
319
Cf. above on H&H 5.18.1 (Hysmine as book) and 9.22.1 (Hysmine as pen).
320
The whole passage is quoted above, pp. 75-76.
321
Cf. also Prodromos' dedicatory poem, esp. lines 6-14; Jeffreys (1998, 2000) and
Agapitos (2000a). See above, p. 18.
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In the first four

chapters of this part of the study I have investigated the

way in which the author has constructed the novel. We must now define
how Makrembolites narrates the story, how he supplies the structural com¬

position with certain technical devices. Genette calls this "narrating" (narra¬
tion): "the producing narrative action and [...] the whole of the real or fic¬
tional situation in which the action takes place."322 The remaining chapters
will concentrate on three technical sub-aspects: time and space, point of
view and characterisation.

1.2.5 Time and space
A distinction is

traditionally made between narrative time and narrated

time,m of which the first indicates the time it takes to read a text, the sec¬
ond the temporal duration within the work, also called fictional time.324 A
narrative consists of a series of events and thus presupposes a

succession in
happen in a certain order during a certain period of time.
There are two aspects to this: temporality, which concerns duration, and
chronology, which concerns sequence, including interruption and parallel¬
ism. Duration is closely connected with the use of text-types that we have
discussed above; the use of different kinds of discourse causes varying du¬
ration in a story, deciding the rhythm of the narrative. Chronology has been
touched upon when we studied the repetitive scheme of H&H.
Bal makes a distinction between two basic kinds of stories depending on
their duration, crisis and development, of which "the first term indicates a
short span of time into which events have been compressed, the second a
longer period of time which shows a development"; both forms may be dis¬
tinguished within one text.325 If we apply this distinction to H&H, we could
term the first part (books 1-6) development, the middle part (books 7-9)
crisis, and the last part (books 10-11) development. One may, however,
time: the events

note that on
to be

all

the emotional level of the hero-narrator, the entire narrative has

considered

development, since the hero's maturing process continues
through the novel, including the crisis period; it is during this period that

322

Genette

323

Defined

a

(1980) 27.
by MUller as Erzahlzeit and erzahlte Zeit; Midler's studies on the concept
of time were published in 1947-1955, then reprinted in MUller (1968). The relationship of
narrative time to narrated time was picked up and developed by Genette (1980) 77-182 and
(1988) 15-27.
324
Mendilow (1952) 65-68. See also Tobin (1978) 3-28 on time as an organising prin¬
ciple in the novel.
325 Bal
(1985) 38-39; motivation of distinction in pp. 39-41; on the concept of time in
general, see pp. 37-42.
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the

sub-plots appear, which is one of the diversions that serve to extend the
time span of the crisis form.326
Alexiou pointed out the careful construction of time in H&H, and anal¬
ysed it according to the principles suggested by Hagg in his study of the
ancient novels.327 Here we will be concerned mainly with fictional time, and
with the

use

rative space
novel.328

of time

as a

structural device. We will then

move on

to nar¬

and the relation of spatial to temporal in Makrembolites'

FICTIONAL TIME

The total fictional time of H&H spans approximately one year, probably
with the addition of a few days. The story begins and ends during a period
in late

February to early March, the time of Diasia:329 the couple are sepa¬
the sixth day after their first meeting on the first day of the Diasia;
they meet on the first day of a feast of Apollo which takes place at about
the same time or shortly after the Diasia. Time accordingly shows a cyclical
feature. There are two breaks in fictional time, both in book 8 {H&H 8.8.2
and 8.16.1). Out of these ca. 370 days, 17 are covered by action.330
The days are often distributed in groups of three. The first three days are
spent in Aulikomis where the couple fall in love. Another three days are
spent in Eurykomis, and on the night of the third day the couple elope.
Another three days are represented: the day of the sacrifice of Hysmine, the
day of the capture of Hysminias by pirates and the day when the pirates
sell their spoils in Artykomis. Then there is a break of one day before Hys¬
minias arrives at Daphnepolis.331 After another break of about one year,
rated

on

326

Bal

327

Alexiou

(1985) 40.
(1971) 29-30; Hagg (1971a) 189-210, who applied the concept of Miiller
(1968) and Mendilow (1952). On narrative time in the ancient novels, see Lowe (2000)
240-245; on narrative time in the Palaiologan romances, see Agapitos (1991) 223-271.
328
Cf. Nilsson (2000), which was my first draft of the thoughts that have been further
developed in this chapter.
329 See
above, p. 48, n. 9.
330
Cf. Alexiou (1977) 29, who counts differently: "the first five books cover only four
days and nights [...]. Two days and three nights are covered in Books VI and VII [...].
Book VIII continues with the eighth day, after which there is a break of three days indicat¬
ing Hysminias' voyage with the pirates, and an account of the eleventh day. Then there is
a substantial break in fictional time—probably a year [...]. Book IX covers three days, [...]
and Books X and XI continue with an account of the remaining three days and nights.
Thus, in eleven books, the principal action is distributed over no more than fourteen actual
days, the total fictional time being about a year."
331 Cf. Alexiou
(1977) 29: "a break of three days indicating Hysminias' voyage with
the pirates." This is a matter of how we understand the Byzantines' inclusive counting:
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Hysminias travels to Artykomis where he spends three days, after which he
Daphnepolis to spend another three days there. The last day, on
which Hysmine is tested in the spring of Artemis in Artykomis, does not
belong to any group of days. This day seems to be a somewhat "timeless"
unit, a ritual turning-point at which the journey back to Aulikomis takes
place, or at least begins, and the wheel has come full circle.
It is not possible to establish a precise chronology. For example, we do
not know how long it takes to travel between Eurykomis and Aulikomis,
since the narrator refers to these journeys in ellipseis. Nor do we know how
long the last journey back to Aulikomis takes. We cannot decide whether
coincidence in time is partial or complete: it may be that Hysmine arrived at
Artykomis when Hysminias was passing through as a captive; if not, we do
not know how many days later she arrived.332 Vagueness of chronology
may, however, be as significant as painstaking representation; the criss¬
crossing of two lines is enough to create parallel and suspense.333 The omis¬
sion of Hysmine's adventures is brought to the fore in the latter part of the
novel,334 and it gains further significance when we find out that she has been
in Artykomis all this time.
Almost all the action in the first part of the novel (books 1—6), which is
either on an emotional level or concentrated in the dense descriptions of
dreams or paintings, takes place at night, so that one could actually speak of
groups of nights instead of days. The events of evenings (dinners) are often
described in detail, followed by the dreams, meetings and discussions during
the night. In books 9-10, when the first part of the story is partly repeated,
the evenings and dinners are again emphasised, and it is at night that the
couple are reunited with their parents. Most of the time markers are con¬
nected with evening and night-time: it is time to eat, time to drink, time to
sleep, time to sacrifice (always at the third watch of the night), or time to
wake up.335

returns to

Hysminias says that he arrives on the third day, which probably indicates what we would
call "two days later", i.e. only one day is not covered.
332
Hysminias arrives at Artykomis the day after he was captured by the pirates, i.e. on
the third day from the sacrifice of Hysmine. Hysmine says that she does not know for how
long she waited at the beach (H&H 11.14.2), and then she spent one night on the first ship
(11.15.1), one night on the second (11.15.5).
333
Cf. Bal (1985) 41-42.
334
Especially in H&H 11.11.1; see above, pp. 49-50, and below, pp. 246-248.
335 Cf.
Smith (1999) 181, and the surprisingly patronising comment: "[...] as is the
case in Hysmine and Hysminias, where the hero does nothing but sleep and eat (the classi¬
cizing author not having a clear idea of the everyday life of a hero in antiquity)." Cf. Rohde
(19143) 560-561, quoted above, p. 94, n. 163. It was not lack of historical knowledge that
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Alexiou

argued that the novel contains no abrupt changes of tempo and
that "the main difference between the two parts of the romance lies in the
type and density of the action." While books 1-5 concentrate on emotion
and

fantasy, the action—in its traditional sense—is condensed into books
and density of action do, however, determine the tempo.
In my view the change of tempo is rather abrupt, and the main difference be¬
tween the first and the second parts of the novel lies in the choice of mode:
narrative—diachronic—mode in the latter part contrasted with descrip¬
tive—synchronic—mode in the first. The apparently static and inactive de¬
scriptions in the first part of the novel are, in fact, dynamic and active at a
closer look, since they are significant events themselves, which completely
change the hero's life.
H&H does not contain much manipulated or reversed chronology; the
story is told, principally, from beginning to end in the same order as that in
which the events occurred. Exceptions are the recapitulations in the latter
part of the novel.337 But as we have seen earlier, there are a number of
shorter retrospects inserted, and there is also the repetitive pattern in which
words and formulas are systematically repeated, themes recalled, and events
made to recur. This functions as a kind of internal system of reference, both
as recapitulations and anticipations.338 We noted above that there are two
sub-plots in the novel, both involving the hero-narrator, and that the parallel
experiences of the protagonists may be considered as a sub-line of the
story.339 The two parallel courses of events do not become explicit until the
end of the novel, since Hysmine's story has been omitted. We may recall
what was said above about omission of events: they are often brought to the
fore in other parts of the text and thus gain power of signification.340
6-1 1.336 The type

FICTIONAL SPACE

The concept

of narrative space has attracted less attention than that of time.
Space is, however, an important constituent of the narrative situation and

made Makrembolites introduce all the

vice;

eating and sleeping; he used it

as a

structuring de¬

above, pp. 94-96, 129-130.
Alexiou (1977) 29-30.

see

336
337

Hysminias: H&H 8.13, 9.13, 11.2-10; Hysmine: 11.13.16.
64-74; cf. Poljakova (1979) 106-109, who argues that the repetitive
pattern strengthens the impression of the novel as an allegory of love.
339
See above, p. 49; cf. Alexiou (1977) 32.
338

See above, pp.

340

Bal

(1985)41.

140

Part 1:

Narratological analysis

cannot be

disregarded.341 A distinction needs to be made between abstract
spatial notions, such as narrative space in descriptive discourse, and con¬
crete space, location.342
The events of a narrative happen somewhere, and that place, or location,
created within the literary work we will call fictional space.343 Fictional
space may well be, and often is, geographically correct, but H&H, in con¬
trast to the ancient novels, is enacted in a totally fictional world. The only
historical places mentioned are Athens, Syria and the Rhine. Athens and the
Rhine are not geographical indications, but places that are mentioned by the
narrator as examples or analogues.344 The mention of Syria is interesting
{H&H 6.16.2), because it indicates that the world which Makrembolites de¬
scribes is situated by a sea that borders upon Syria.345 The couple, however,
never arrive there. They travel between cities that are called Eurykomis,
Aulikomis, Artykomis and Daphnepolis. The names of the cities are confus¬
ing, and the allegorical interpretation suggested by Plepelits, identifying
them with real cities of the Byzantine world, is not convincing.346 The set¬
ting, however fictitious, is the Hellenistic, pagan world of the ancient nov¬
els.347 An allegorical reading is thus not necessary for an understanding of
the fictional names as symbols—not symbols of real places, but of literary
space in the ancient genre.348 The reference to Syria and the possibility to
sail there from Eurykomis indicate that the fictional space of Makrembolites
exists in or parallel to that of the ancient novel.
341

See e.g. the important study of Hoffmann (1978); for a briefer treatment, see Bal
(1985) 93-99. On narrative space in the ancient novels, see Lowe (2000) 228-240; in the
Palaiologan romances, see Agapitos (1991) 272-333 and (1999) esp. 116-118.
342
Bal (1985) 43-45; cf. Agapitos (1991) 274.
343 In
analogy with fictional time, as above, pp. 136, 137-139.
344 Athens in
H&H 1.1.1; the Rhine in 8.7.1. On the mention of the Rhine as a refer¬
ence to the river's particular characteristics, see Plepelits (1989) 189-190, n. 103; cf.
Alexiou (1977) 30. According to Plepelits, the myth of the Rhine derives from the 4th
century AD, and the epithet "Celtic" is known from the Imperial and Byzantine periods.
Cf. L&K 8.12, 8.14 on Styx, and the myth of Arethusa told in 1.18.1-2.
345
Cf. Poljakova (1979) 97.
346
Plepelits (1989) 23-29 identifies Artykomis as Ephesos, Aulikomis as Constantino¬
ple, Daphnepolis as Antioch, and Eurykomis as Alexandria. Cf. Poljakova (1979) 90-91,
96-99, who understood the fictional landscape as an allegorical feature. See also Meunier
(1991) 14-15 and (1998) on the external/geographical and internal/initiating journey in
H&H.
347

Cf.

Poljakova (1979) 98-99, and also the references to Hellenes and Philhellenes

above pp. 80-81.
348 Cf. Alexiou
crease

Beaton

(1977) 30, who argued that the fictional names of the cities serve to in¬
fairy-tale atmosphere of the novel. On the cities, see also Gigante (1960) 169;
(19962) 80.

the
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The movement is

cyclical.349 The story begins and ends in the same
place, the garden of Sosthenes in Aulikomis.350 The central position of the
garden, and the moving away from those familiar surroundings, underline the
opposition to the surrounding world.351 In this respect Aulikomis may rep¬
resent the familiar court milieu of Constantinople, possibly hinted at by the
name.352 It is opposed to Eurykomis, which could then be seen as a symbol
for the province or the surrounding world.353
Within the frame of the large geographical movement, shorter journeys
are made: Eurykomis - Aulikomis - Eurykomis (books 1-6); Eurykomis Artykomis - Daphnepolis (books 7-8); Daphnepolis - Artykomis Daphnepolis, and finally back to Aulikomis (books 9-1 1).354 We should
note here how, in the second movement, the similarities of Eurykomis and
Daphnepolis are brought in to emphasise the cyclical structure of the plot.
There is, then, a cyclical structure as to both fictional time and fictional
space in the novel.355
SPATIAL TIME AND TEMPORAL SPACE

An

early study of the interaction of time and space in the novel is Bakhtin's
analysis of the chronotope,356 In the chronotope, Bakhtin wishes to grasp
the connectedness of spatial and temporal relationships: the chronotope is
the indissoluble unity of time and space.357 In the ancient novel, for exam¬
ple, the chronotope is the "alien world in adventure-time", and in the nov¬
el's motif of meeting, time and space are inseparable, since coincidence in
time and place is a prerequisite of the meeting.358
We have already discussed the notion of spatiality,359 and mentioned the
two ways to achieve spatial form that are relevant to us here: the network of
recurrent motifs that delays the linear development of the story, and the
349

Alexiou (1977) 30.

350

Cf. Bal

(1985) 96-97 and Agapitos (1991) 273-274. The garden topos is a central
also in the ancient novel.
351
The moving away from familiar surroundings is a theme also in the ancient novel.
352 Cf.
Plepelits (1989) 26-28.
353
On fictional space and "the world out there" in H&H, see Beaton (2000).
354
Cf. above, pp. 92-93 on the division of the novel into different parts.
355
Cf. Alexiou (1977) 30; Meunier (1991) 17-20.
356 Bakhtin
(1981) 84—258. See also above, p. 42.

narrative space

357

Ibid. 84.

358

Ibid. 89-90; on

the ancient novel, see pp. 86-110. Cf. Agapitos (1991) 226; Mac(1994b) 312. For an analysis of space in H&H with the use of the chronotope, see
Beaton (2000).
359 On Frank's
concept of spatial form, see above, pp. 41-42; cf. Agapitos (1991) 272.
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pattern of forward-and-backward moving in time that plays against the

chronological development, such as recapitulation or anticipation.360 We
have seen a number of examples of spatialising devices in H&H, first of all
the repetitive scheme of the novel, which concerns both the doubling of the
story and the repetition with variation of several passages.361 We also dis¬
cussed parallel action, sub-lines and sub-plots, which all cause spatialisation.362 In the investigation of motifs we noted how motifs recur in the novel
and repeatedly express its main themes.363 We have also analysed the de¬
scriptive discourse of H&H: the use of detailed scene, the ekphraseis, and
the dreams, which all cause delay in time and thus spatialisation.364
One should, in a discussion of spatiotemporal aspects, keep in mind the
dreams' somewhat strange status in a narrative: even if Hysminias, by
telling the dreams in detail, in a way causes a delay in narrative time, it is
also a fact that the dreams have taken place in fictional time, as has the
telling of the dreams, and thus they are also temporal.365 The two letters
should also be mentioned here, yet another spatialising device that still has
an extension in time. The letter that Hysminias receives in H&H 9.9 (re¬
vealing the story of Hysmine) has a repetitive as well as revelatory function:
the maiden's rescue has already taken place, even though Hysminias is not
informed until

now.

At the

same

time,

as

is the

case

with the dreams and the

second letter

{H&H 10.2), the letter has an extension in time since it takes
time to read it, both for Hysminias and for the reader of the novel.
The pronounced spatial style of H&H is partly connected with the
rhetorical tradition. Makrembolites' novel contains several types of dis¬
course that are typical examples of progymnasmata, such as ekphrasis and
ethopoeia. According to the definition made earlier, a spatialising device can
be a type of discourse that delays the linear development of the story. In
that case, both of these rhetorical exercises are spatial elements. The ekphra¬
sis certainly causes retardation in the narrative, and it also brings in a wide
range of connotations and allusions, which "spatialise" the reader's compre¬
hension of the text. The ethopoeia is not in itself a spatial device, but when
inserted into the novel it functions as a means of delaying the narrative. An
360

Vidan

(1981) 155.

361

See above, pp. 56-74.
362 See
above, p. 49. Parallel
em

action and contemporaneity of events are frequent in mod¬
spatialising novels, for example in Ulysses; see Frank (1991) 16-21.

363

See above,

364

See above, pp.

365

1.2.4.
84-87.
Although, in pp. 84-85 above, we considered dreams as part of the descriptive dis¬

course.
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example is Hysmine's story about what happened to her after the separa¬
tion. As a rhetorical exercise this monologue would probably have the title:
"What Hysmine would say when she was rescued by a dolphin after being
thrown into the sea as a sacrifice to Poseidon"—but here, in the novel, the
passage functions as a retardation, which, as mentioned earlier, is yet an¬
other spatial device. The text is virtually brimming with different kinds of
rhetorical devices and word-plays. We should not call them spatial, at least
not to the same degree as the discourses we just looked at, but it is a fact
that every device that causes a delay, or keeps the reader in suspense, con¬
tributes to the overall spatialising style of a narrative.366
The distinctly spatial style of H&H is constantly opposed to and inter¬
acts with temporal narrative discourse. The author seems to be playing with
spatial and temporal elements, and the interaction between the two is some¬
times so intense that we in fact get an impression of spatial time and tempo¬
ral space. A significant feature of the novel's strict composition is the way
in which

temporal and spatial components intersect without actually mixing.
spatiotemporal structure is an excellent example of in¬
teraction between temporal and spatial components; a prerequisite of the
closing of the spatial circles is the fact that time has passed, and the result is
indeed an impression of space in time, or temporal space. Another example
is the way in which the recapitulations in book 11 function as a means of
delaying the chronological development, while one of them also causes spatialisation of the story by introducing parallel action (Hysmine's story). In
the case of Hysminias' story, the chronological development has been de¬
layed by means of repetition of an earlier episode, so that what we in fact
have here is a narrative—usually conceived as temporal—component that
spatialises the narrative.
A sign of the way in which temporal and spatial discourses have been
contrasted to each other and played with is the change of tempo and mode
in the second part of the novel. The first part is dominated by descriptive
mode, while the second mainly consists of narrative. It is important to note
that descriptive mode can indeed be active and implicitly eventful in that it
The distinct circular

366

Cf. Kazhdan & Constable

(1982) 116, on the "Byzantine" style of Vladimir
"yet another feature of Nabokov's technique that can be called Byzantine
[besides the portrayal of the heroine and the literary puns] is the retardation of the narrative
by means of scientific—mainly entomological and botanical—deviations, ekphraseis, or

Nabokov:

literary allusions." Nabokov displays
mentioned

an

interesting link between Byzantine and

by John Barth in his essay on the literature of
exhaustion (1967), and he displays a number of features that are typical of both Byzantine
and Modernist style; see also Stark (1974) 1-10, 62-117.
Modernists literature: he

was

144

Part 1:

Narratological analysis

change the course of events or the life of the hero, and it may therefore
simplistic to say that the latter part of the novel is where the action takes
place.367
There is also an overall spatiotemporal feature in the two novelistic topoi
that form the very basis of H&H: the garden and the journey. The garden,
the spatial topos, is the trigger for the temporal topos, the journey.368 We
have already seen how the themes of the novel are expressed within the gar¬
den motif, and how the painting of Eros effects Hysminias' falling in love
and ultimately results in the elopement. When the temporal and spatial cir¬
cles of the journey have been completed, it is in the garden that the couple
are married and their love
finally consummated. The most frequent use of
descriptive discourse, and also examples of its carefully structured interac¬
tion with narrative discourse, are found in connection with the garden.
The spatial style of H&H accentuates the text's nature of work of art or
artefact, particularly by means of experimenting with elaborated ekphraseis
and dreams; spatial elements and devices contribute to making the text art¬
ful,369 and probably also to the common assessment of the novel as artificial
and laboured. The ekphrastic style sometimes has a function similar to that
of allusions and quotations: the descriptions allude to and may lead to
recognition of myths or cliches. One description can function as a means of
recognition on different levels. The dolphin that saves Hysmine, for exam¬
ple, generates connotations such as the dolphin as a saviour in ancient myth
can

be

and literature,370 and Christ as the Saviour of Mankind.371 In the novel itself,
the

dolphin also has certain erotic connotations both in itself as a "friendly
beast", and in its relation to Eros.372 A descriptive and spatial style thus

367

of the
368

travel

Cf. above, p.

50

on

the emotional action of the novel, and

p.
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on

the significance

ekphraseis.
On the travel
as a

369 On

motif,

see

Adams (1983); in older literature esp. pp. 148-160. On
see Lowe (2000) 227.

narrative device in the ancient novel,
the

composition of the artistic text, see above, p. 74, n. 72.
probably the story of Arion in Herodotus 1.23-24, but dolphins are
mentioned frequently in ancient literature, e.g. in Plutarch, Septem sapientium convivium
160f—163d, and the same story in De sollertia animalium 984b-985c. In general dolphins
in literature are very friendly, with the exception of the "pirate-dolphins" in Horn. Hymn.
7.53 (To Dionysus).
371 The
image is common in Christian iconography; see e.g. Wehrhahn-Stauch (1968).
Plepelits (1989) 60, 67, argues that the story of Hysmine alludes to that of Jonah; Poljakova (1979) 118, argues that this "unmotivated event", along with several others, con¬
tributes to the "absurdity of the siuzhet", which in its turn contributes to the novel's alle¬
gorical style. She also points to its occurrence in hagiography; ibid. n. 19.
372 On the
dolphin passage, see also below, pp. 233-234.
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1.2.6 Point of view
The relation of the narrator to his work is

central

problem of narrative ana¬
lysis. It must be emphasised that we do not refer here to the historical au¬
thor, but the fictional author as he appears in the text.373 While the author of
a
play, for example, is absent from his work, the epic poet tells a story "as a
professional story-teller, including his own comments within the poem, and
giving the narration proper (as distinct from dialogue) in his own style."374
The same principles apply to an author of narrative prose. Another interest¬
ing aspect of a story is how it purports to exist: "some tales are elaborately
introduced [...]: the story proper is given several degrees of detachment
from its author or the reader by being represented as told A by B, or as a
manuscript entrusted to A by B."375 Both of these questions concern what
is most often referred to as point of view.
The concept of point of view has been subject to many discussions and
studies in recent years. It has been argued that the term itself is too impre¬
cise, since it does not cover all the relevant aspects.376 In short, the terms
"point of view" or "narrative perspective" do not make any distinction be¬
tween those who see and those who speak?11 In order to avoid this ambigu¬
ity, Genette introduced the notion offocus and voice, of which the first de¬
fines who sees, the second who speaks and also the relationships between
narrating and narrative, narrating and story.378
a

373

Cf. Booth (19832) esp. 70-76, 211-221 on the concept of the so-called implied au¬
thor; cf. Chatman (1990) 74-108.
374 Wellek & Warren
(19633) 222.
375
Ibid. A problematic aspect of Wellek & Warren (19633) is that it does not make any
distinction between author and narrator; cf. Chatman (1990) chapters 5-7, 9.
376 See
e.g. Genette (1988) 188-89; Chatman (1990) 139. Booth (1988) 171-172 ar¬
gues that in spite of the number of studies on narrative point of view—and his own of 1961
is indeed one of the most important and influential—the notion has proved less useful than
expected, as they have been either too particular or too prescriptive.
377 Bal
(1985) 100-102.
378 I.e. the act
of narrating and the traces it imprints in the narrative as regards (a) time
(the time of the act in relation to the events depicted), (b) narrative levels (extra-, intra-, and
metadiegetic), (c) person (the relationships between the narrator, the narratee [extra- or

homodiegetic] and the story); Genette (1980) 189-211 (focalisation), 212-262 (voice), and
(1988) 72-83. For a criticism of Genette's concept, see Bal (1983). On Genette's terms
"story", "narrative" and "narrating", see above, p. 47.
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"Focus" and "focalisation" have

frequently been employed to replace the
"point of view" in the last years.379 I will, however, use "point of
view" in its traditional sense, i.e. the perspective from which the reader or

term

audience is allowed to watch the novel's action and characters. Since the
person who sees and
—the hero-narrator

the person who speaks in H&H are one and the same
Hysminias—there is no need to apply any further
distinction. It may be argued that, when dealing with ancient or medieval lit¬
erature, it is risky to speak of any technically conscious or intentional point
of view, but irrespective of intention it is a fact that the reader is made to
look at the action from a certain standpoint, and that this standpoint is de¬
termined by the author.380
A

conspicuous trait of H&H is the consistent use of first-person narration.
pointed out that one of Makrembolites' innovations lies in this
consistency of first-person viewpoint: there is no oral-epic introduction of
the hero, but the novel is presented from beginning to end in the ego persona
of Hysminias.381 Even if, as in this case, a narrative is clearly presented by
the hero-narrator, who is the only person to see and speak, the problem of
point of view is not settled. Booth brings up the problems involved:
Alexiou

What kind of first

person? How fully characterized? How much aware of himself as
inference; how privileged to
go beyond realism? At what points shall he speak truth and at what point utter no
judgement or even utter falsehood? These questions can be answered only by refer¬
ence to the potentialities and necessities of particular works, not by reference to fic¬
tion in general, or the novel, or rules about point of view.382
narrator? How reliable? How much confined to realistic

Alexiou

adopted Hagg's distinctions of different levels of first-person nar¬
novels,383 and concluded that the viewpoint in H&H
adheres to the second level: "the narration follows the registering of events
in the ego mind, but direct speech and lengthy descriptions are freely admit¬
ted, so that the audience does not keep the narrative act constantly in

ration in the ancient

mind."384
379

See e.g.

380

Cf.

Bal (1985) 100-114, and Fusillo (1991).
Hftgg (1971a) 112.
381
Alexiou (1977) 30; on point of view in H&H, see also Conca (1994b) 91-92.
382 Booth
(19832) 165; cf. also ibid. 154-155: "the contrast between scene and sum¬
mary, between showing and telling, is likely to be of little use until we specify the kind of
who is

providing the scene or summary."
HSgg (1971a) 127-28.
384
Alexiou (1977) 31; Hdgg (1971a) 127. Cf. Cohn (1978) 143-265, who introduces a
number of more complex and subtle distinctions within first-person narration; see e.g.
above, p. 81 and n. 105.
narrator
383
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argued that there is no parallel action in H&H, for which reason
is reduced (only three relatively brief ones in the

the need of recapitulations
whole

novel), and the treatment of character is consistent with the egocen¬
viewpoint—the characters are seen only through the eyes of Hysminias.
She also stated that there is no sub-plot and no superfluous intrigue in the
novel, though "in compensation for the lack of intrigue, there is considerable
variation in levels of style—narrative, rhetorical laments, stylized ekphraseis, and lively, stichomythic dialogues," in which the use of prose puts the
author at an advantage, allowing him to vary his style and language more
easily.385 I would like to add a few points, and also to discuss some of
tric

Alexiou's arguments.
Point of view is essentially

about selection, that is, what the author tells

he makes his characters tell and how. In the case of Makrembolites we have a story told by Hysminias, the hero-narrator, telling
what he saw, heard and experienced during a certain period, closing with an
and how, or what

"external"

epilogue. No event or conversation which Hysminias did not ei¬
in himself or overhear is reported, and the paintings described
in the ekphraseis are seen by him. The feelings of the other characters are
shown only in their outward appearance and in their direct speech (rather
frequently recorded), but this account is of course given by Hysminias and
is thus coloured by his feelings and reactions.
One of the advantages of first-person narration is the reader's identifica¬
tion with one of the characters, forcing him to see the events of the story
through the eyes of (most often) the protagonist. A change of the perspec¬
tive would "spoil the illusion", but the author of H&H does not; his view¬
point is carefully devised so as to be consistent. At no point of the story
does the hero Hysminias have any kind of "authorial omniscience", a feature
occurring in the ancient novels.386 On the contrary, the hero often suffers
from aporia: he shows ignorance, makes mistakes and misinterpretations.
We have discussed these traits earlier, and looked at the different passages in
which this is expressed.387 Instead of being confronted with an omniscient
narrator, the reader is rather the person at advantage here. In H&H 1.14.4—5,
for example, he can smile at (and with) Hysminias' ignorance and innocence.
There is, however, another side to this insecurity of the hero, namely that it
may also affect the reader so that he loses his sense of security. In H&H

ther take part

385

Alexiou

(1977) 32-33.
H&gg (1971a) 112-13. See below,
form of anticipating statements in L&K.
387
See above, pp. 104-105, 123-128.
386

pp.

243-244,

on

authorial omniscience in the
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2.8, Hysminias' misinterpretation of the painting of the Virtues next to
Eros, it is not only the hero himself that is thwarted, but also the reader.
The author knows his audience and expects an interpretation according to
the imperial and intellectual context, but takes on the right to reject it by
means of Hysminias' misinterpretation, at which point the reader no longer
is able to know where he stands.388 The effect is tension and suspense, as

the horizon of expectation

is subverted.
creating tension for both the hero and the reader is
irony.389 In H&H irony is often of a metatextual character and connected
with style, e.g. expressed by the insertion of quotations from or allusions to
ancient literature as markers of a clashing or ironic situation.390 An example
is again the passage H&H 1.14.4-5: Kratisthenes' irony is expressed in the
somewhat ambiguous, and manipulated, quotation from Hippocrates,
φύ<τί€? ζώων abihcLKTOL, literally "animal nature cannot be taught," but here
in the sense "you're an animal, yet you want to be taught!"391 Kratisthenes
is the character who expresses irony most frequently, but also Hysmine has
ironical traits, likewise expressed in ancient quotations. Significant is the dia¬
logue between the protagonists in the end of book 9. Hysmine delivers a let¬
ter from Rhodope to Hysminias, whereupon he declares his love to Hysmi¬
ne, underlining his suffering for love and implying that he will not accept
Rhodope's advances. Hysmine scolds him and tells him to act wisely.
Another

means

of

'et δ'

έξ ελευθέρων, εί δ' έζ ευτυχών, σης γλώσσης έσται τούτο λαλεΐν.
'Ροδόπη δε δέσποτα έμή καϊ σώζειν δυναμένη και την έλευθερίαν άποχαρίσασθαι.'
23 Κάγώ φημι προς αυτήν 'καν φύσει το θήλυ θερμότερου, καν φύσει
τρεπτόν, άλλα κατά την τραγωδίαν
όταν ές εύνήν ήδικημένον κυρή
ουκ έστιν άλλη φρήν μιαιφονωτέρα.'
2 Ή δ' άλλα μικρόν ύποσεσηρυΐα την παρειάν 'μακάριου μοι' φησί 'τό
των άνδρών άτρεπτον και προς έρωτος θέρμην
ψυχρότερου.
Τι γάρ με λυπεί τούθ\ όταν λόγω θανών
388 It

should be noted that Byzantine texts in general demand security and order. On
misinterpretation in the ancient novels, see Bartsch (1989) 80-108. On H&H 2.8, see
above, pp. 104, 130-131, 132-134.
389 On the
concept of irony in literature, see Booth (1974).
390 Cf. Alexiou
(1977) 32-33. Irony is characteristic of any metacultural situation in
which intertextuality plays an important role; cf. the άμφοτερογλωσσία, "doubletonguedness", of rhetoric described by Tzetzes in his Chiliads 7, hist. 132, 295-301; p.
267 in Leone (1968); Roilos (2000) 109 and n. 1. On irony in 12th-century literature, see
also Alexiou
391

(1982/83).

I.e. "it looks like I'll have to teach

you!" Cf. Hippocrates, De Alimentis, 39: φύσιες

πάντων άδίδακτοι. On the passage as a paraphrase of L&K, see below, p. 257.
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IpyotaL σωθώ κάζζνίγκωμαι κλ 1ος.' (Η&Η 9.22.5-9.23)
'If you were

free and fortunate, then you would be able to speak like this. But
mistress and can save us and grant us freedom'.
23 I said to her, 'Even if the female sex is more ardent, and more changeable by
nature, nevertheless, as the tragedy says, When she is wronged in the marriage
bed, there is no mind more bloodthirsty.'' 2 Her cheeks quivered slightly as she
said, 'Blessings on men's constancy and their cold good sense in the face of pas¬
sion's fires. Why should this upset me, when I die in word but am saved by deeds,
and carry off the glory?'

Rhodope is

my

Hysminias quotes Euripides (Medea 265-266), criticising female nature;
Hysmine answers him with the words of Sophocles (Electro 59-60), like¬
wise criticising the other sex. We recognise here the juxtaposition of the op¬
posite poles, male and female, from the overall structure that we have al¬
ready discussed.392
But the dialogue between the protagonists also echoes a Byzantine liter¬
ary legend: that of Kassia and Theophilos in the bride-show.393 The story
can be found in several Byzantine chronicles, and it runs as follows: Theo¬
philos' stepmother Euphrosyne arranged a bride-show with beautiful girls
from the empire, and the young emperor was given a golden apple to hand
over to his favourite. Among the maidens was Kassia, the future nun and
poet of hymns. When Theophilos made the remark δια γυναικός ερρύη τα
φαΰλα, "From women comes all evil", she replied, άλλα και δια γυναικός

πηγάζει τά κρείττονα, "But from
peror was

hurt, turned

dora. Kassia founded

away

and

women comes also all good." The em¬
his apple to another maiden, Theo¬

gave

led

philosophical and God-fearing life and
composed many writings.394 Theophilos' remark on the evil of women
refers to original sin, whereas Kassia's answer alludes to the beneficial role
of the Theotokos; there is probably a political standpoint here in the repre¬
sentation of Kassia as a female hero opposing heretical views.395 What is
significant in the passage in Makrembolites is the connection made between
ancient and Byzantine: the Kassia legend is the Byzantine narrative setting
against which the tragedy quotations are set within a novelistic context.396
a

nunnery,

a

392

See above, pp. 131-132.
On her name, Kassia, Eikasia or Ikasia, see Lauxtermann (1998) 394, n. 18; for re¬
cent discussions of the story and biography of Kassia, see ibid, and Kazhdan (1999) 315393

326.
394

For the sources, see

Byzantine bride-shows,

Afinogenov (1997) and Lauxtermann (1998) 394, n. 17. On the
Treadgold (1979) and Ryd£n (1985) for two opposite

see e.g.

views.
395 Lauxtermann
396

On female

(1998) 395.

sarcasm

in

a

novelistic context,

see

Kaimio (1995) 128 on Chariton.
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As

regards the reduced use of recapitulations, the absence of sub-plots
parallel action that Alexiou saw as connected with the egocentric view¬
point, we have already touched upon the issue in other sections. There are
in fact a number of recapitulations in the novel, a few of them quite exten¬
sive.397 We must also take into account the many repetitions with varia¬
tions, doublings and paraphrases of passages, all contributing to the novel's
internal reference system, which partly replaces the traditional recapitula¬
tions and anticipations.398 We have noted the existing parallel action in
H&H, the protagonists do live individual lives while they are separated, and
Hysmine's experiences are not revealed to the reader until she tells them in
her own words (.H&H 11.13-16). We must note in this respect the neces¬
sity of Hysmine's story for a full narrative.399
We also mentioned the two sub-plots, both related to Hysminias and de¬
scribed from his perspective.400 They develop in an unusual way, not intro¬
duced as stories in their own right, but gradually appearing through the re¬
ports of Hysminias. The episode of Rhodope falling in love with Hysminias
is the most developed and detailed story of the two sub-plots (the first en¬
counter in H&H 9.12; the last in 10.8). It is also related to the development
of the couple's story, and it has immediate consequences for the relation¬
ship of Hysmine and Hysminias. Even without Rhodope's actions, the
couple would, however, still be reunited; Rhodope could be removed from
the plot without affecting the main story line, and therefore we can refer to
this as a sub-plot.
From a narrative point of view, the second sub-plot is more interesting.
The lovesick mistress of Hysminias, in contrast to Rhodope, does not affect
the development of the story. She and her actions are briefly mentioned, but
it is still possible to extract from the meagre information a full picture of the
situation. The mistress appears for the first time in H&H 8.11.2, when she
asks Hysminias to tell his story, the demand being repeated in 8.12.1, after
which he engages in a recapitulation. She makes the following comment on
his story: okov δράμα τα κατά σε και όντως τραγωδημα· τα δ' Ης δέσπο¬
τα? ημάς
ευτυχεί?, "your affairs are a play in themselves, a complete tra¬
gedy; but you are fortunate in this respect, that you have us for your mas¬
ters" (8.14.1).401 Hysminias answers with a quotation from Euripides (Heand

397

See above, p.

398 See

64.

above, pp. 64-74.
399 See
above, pp. 49-50, and below, pp. 246-248.
400
See above, p. 49.
401
Cf. Hysminias' comments when he is first asked to tell his story in H&H 8.11.2:
τά δ' άλλα ζητούσα μαθαν όλον δράμα ζητάς και όλον τραγωδημα. Παράδειγμα
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γζΰζσθαι κακών, φέρει μόν, άλγζΐ δ'

ανχβν απιθάς ζυγώ, "whoever is not accustomed to taste evil endures it,
but suffers

pain when the yoke is placed on his neck" (8.14.2).
The mistress' sexual harassment of Hysminias is then described

passages. When she overhears Hysminias'
herself as Hysmine: e^ets 'Τσμίνην όμό,

όρωτος, "you have

laments she

όίσιτοιναν

appears

σην και

in three
and offers

όοΰλην

Hysmine, your mistress and your slave in
passion" (H&H 8.16.4). With this starts a long and complex word-play on
the opposition of slave and freeman that extends to all three passages. Hys¬
me as your

minias refuses the woman—he does not

even

wish to describe all her

advances, he says, lest his tongue or soul be corrupted (8.17). In book 10,
however, he does describe the lusting mistress and the war between the two
of them

as

he tries to

strife between the

pull away (10.6.2-4). The passage echoes the erotic
protagonists (3.7.1-5) and between Eros and Zeus

(3.2.3-7):
δεσιτότις εφείλκετό με τον χιτωνίου· εγώ δ' ό δούλο? ού μεθειλκόμην
έλκόμενος, αλλ' όλος άντέτεινον και ην άγων παρά δεσποίνη και δοΰλω
καινός· ό μεν γαρ δη δούλος εγώ την σωφροσΰνην ελευθεραν εφιλονείκουν
τηρεΐν, ή δέ μου δεσπότις κατεδονλούτο τοις "Ερωσι και όλον άπεμπολήσαι
το (.λινβίριον ηθίλί,ν. (Η&Η 10.6.4)

'Αλλ' η

But the mistress

pulled me by the tunic and I, the slave, did not allow myself to be
pulled along, despite being pulled, but I resisted completely. So there was a novel
contest between mistress and slave. I, the slave, struggled to keep my chastity free
while my mistress was enslaved to the Erotes and sought to dispose of her freedom.
The theme is further extended to the third passage (10.8), which has already
been quoted above.402 Another step of the mistress' intriguing is brought to
the fore also in 8.20,

when she tries to convince her husband not to bring
Hysminias to Artykomis.
'δούλος δ'

ημών, ον αιχμή σοι και γενναία χειρ εληίσατο, μη σοι σννεΆρτΰκωμιν δοκεΐ γάρ μοι και τω νω συνετός, και τη γλώσση
σοφός και όλον συνεχών τό επισκννιον και συνεχώς θρήνων και κοπτόμενος·
δέδοικα γούν μη τί σοι νεανιεΰσηται των ουκ αγαθών, ότι και τό δούλον τοις
δεσπόταις πόλεμων '3 και ό δεσπότης φησίν 'άλλα κατά την τραγωδίαν
χρηστοίσι δούλοι? ζνμφορά τά δεσποτών
ψοιτο

ούτος

προς

κακώς πίτνοντα.'

Τύχη? εγώ, νερτέρων σκιά, δαιμόνων παίγνιον, Έριννύων τράπεζα, "when you ask to
know

Fate,

you are asking for a whole play, a complete tragedy. I am the exemplification of
ghost from the underworld, the plaything of the gods, the Erinnyes' banquet."
See above, p. 121.

more

a
402
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Ή δ' 'άλλα

"χρηστοϊσι" φησϊν ή τραγωδία- ό bk και κήρυξ ytyovkvai

Ttpa-

τολογα και ykvos και πατρίδα λαμττρολογύ καϊ αλλ' άττα πολλά καταγλωσσαλγά.' (/Μ// 8.20.2)
'This slave of ours,

whom your spear and noble hand has acquired, let him not go
Artykomis. For he seems to me to be intelligent and sensible in
speech but he is always frowning and endlessly lamenting and beating his breast. I
am afraid that he may take some
impetuous action against you, since a slave is al¬
ways hostile to his masters.' 3 My master said, 'But, according to the tragedy,
Their masters' misfortunes afflict good slaves deeply.' She responded, 'But the
tragedy said, good slaves, and this one has a tall tale about having been a herald,
and boasts about his family and country, and goes on endlessly about all sorts of
with you to

other marvels.'

This is the closest the mistress

affecting the plot. Her attempt is
apparently a revenge for Hysminias' refusals, and also a means of creating
an opportunity to have him for herself while the husband is away. The au¬
thor manages to create a sub-plot which is not a deviation from the narra¬
tive, but expressed in short inserted passages, and at the same time to draw
a very unsympathetic picture of this woman.
We should note the many quotations from and references to tragedy in
these passages. In H&H 8.14.1-2 Hysminias' story is referred to as a trage¬
dy, in response to which Hysminias quotes Euripides {Hecuba 375). The
passage may be considered in relation to the dream sequence in 5.3.3-5.4, in
which the tragic vocabulary enhances and reflects the evil of women.403 We
should also remember the misogynistic comments made by Kratisthenes
(3.9.5-6), and the dialogue between Hysminias and Hysmine on male and
female (9.23), in both of which passages lines from ancient tragedy were
quoted. In 8.20 the mistress herself quotes Euripides {Medea 54-55). In
10.6.5, as a comment upon the mistress' advances, Hysminias quotes
Euripides' Hippolytus (415—416; when his chastity is threatened, he returns
to his "Hippolytan" behaviour.404 The opposition between chastity and
sexuality, in which evil women represent unchaste sex, is intertextually ex¬
pressed by means of inserting quotations from tragedy into the narrative.405
comes

to

THE NARRATING ACT

A number of

expressions in H&H mark the narrative act itself. Besides the
we find authorial commentary and exclamations that
of the narrating process. Authorial commentary is, of course, al-

addressee Charidoux
remind

us

403

See

404

Cf. also H&H 2.14.4; see above, p. 125.
See further below, pp. 274-276, 284.

405

below,

pp.

283-284.
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ways some kind of reminder of the narrator's existence,406 but in a first-per¬
son narrative it does not always relate to the narrating act. For instance in

και τα ιrepl τ ροφάς και τρυφας τι δα κατά μέρος φιλοκρινύν; "what need is there for me to make careful distinctions over delicacies

H&H 1.8.1,
and

delights?" marks that something which could have been told is left out in
(ellipsis). In the same paragraph is one of the narrator's more
common commentaries, relating to his personal opinions or feelings: οντω
γαρ έγω τον
Αυλικώμιδοί οίνου καλώ, "for this is what I call the wine
from Aulikomis" (1.8.4).407
Exclamations are also part of the narration, since they are "the re-experi¬
the narrative

in the narrator's memory

ence

of the actual situation". At the

same

time

are "a reproduction of the feelings of the hero at the time of the inci¬
dent" and thus belong to the narrative material.408 The most common excla¬

they

mations in H&H
current

"by the gods," "by Zeus," and "by Eros," recalling

re¬

motifs of the novel.409 At dramatic moments other exclamations

oc¬

are

cur, such as the desperate cry of Hysminias when telling how Hysmine was
thrown overboard: άλλα μη μοι το των οδόντων 'όρκος έκφύγης, "ψνχη,

you not, ο soul, escape the barrier of my teeth!" {H&H 7.15.2).410
Devices like these, which "disclose" the narrator's "feelings", mimic a

"may

actual narrating act.411 At the same time they indicate
the book "turned into rhetoric" that is referred to in the epilogue. The effect
story being told, the
is

pathetic: the reader gets the impression of an oral or epistolary personal
love-story. The function, in my view, is to create tension and
suspense: when the distinction between the preservation of the story (to be
depicted on a stele) and the book to be written (a golden statue of words) is
introduced, the reader cannot be sure whether the narrative he just read was
the mere story or the book embellished with rhetoric. The story's incon-

account of a

406

On authorial commentary, see
Cf. Agapitos (1991) 76 on the

above, p. 87.
so-called interjection, an authorial statement that de¬
notes a direct appeal to the reader by referring to the narrator's "feelings".
408
HSgg (1971a) 127. This is, however, not necessarily the case; an exclamation such
as "God, I was stupid!" would be an exception.
409
"by the gods" H&H 1.9.1, 3.4.1, 3.9.3, 4.2.3, 5.4.3, 5.11.5, 5.13.2, 6.3.1, 9.4.1,
10.6.3, 11.12.4; "by Eros" 3.4.1, 3.4.7, 3.5.2 ("by Eros of the dreams"), 3.7.6, 3.7.7,
3.9.4, 5.11.4, 7.7.2, 11.19.4; "by Zeus" 1.7.1, 3.9.3, 5.20.2. Note the extremely frequent
use of Eros in book 3, with the enslavement of Hysminias. Zeus loses importance (power)
407

in the

course

of the novel.

410

nal

a

411

Cf. II. 9.409. See below, p.
dramatic episode.

Authorial

on

the Byzantine

use

of Homeric quotations to sig¬

inteijections are, however, well established in the rhetorical tradition and
reality in psychological terms; Agapitos (1991) 76. Cf. also

do not reflect emotional

Meunier

218,

(1991) 20-21.
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gruity with the closure is striking: the later generation which is called upon
in the epilogue is Makrembolites the author, which means that the reader
has been thwarted—there is no author yet! The conspicuous contrast is that
between the present situation, the narrative, and the later situation as an
opening of the same narrative.
We must accordingly distinguish the experiencing Hysminias both from
the author of the book and from the narrator of the epilogue, since, in the
epilogue, the narrator steps out of his character Hysminias and addresses
someone of a later generation.412 It may seem a
logical consequence to claim
that the addressee Charidoux is the

author, since he seems to be the person
Hysminias tells his story.413 Charidoux is, however, the fictional
listener, which does not prove that he is either the historical or the fictional
author.414 Makrembolites plays with the forms of the ancient novel and the
philosophical dialogue, and the result is rhetoric imbued by pathos. Chari¬
doux is the pupil addressee of the philosophical dialogue and as such part of
the narrative situation, in contrast to the later generation who will compose
and enjoy the book. It is possible that Charidoux in the contemporary con¬
text alluded to Makrembolites' patron, as part of the overall intellectual
plays going on in the court milieu.415 It is, however, not my task here to try
to identify him, nor is it probable that his name can be extracted from that of
to whom

Charidoux—for
seems a

suitable

an

addressee of

a

text filled with charis Charidoux indeed

name.

1.2.7 Characterisation
A character is

an

"actor" in

tics. Ε. M. Forster made

a

a

story, provided with distinctive characteris¬

distinction between round characters, which are

complex and dynamic, and undergo

change in the course of the story,
stereotypical, and never surprise
the reader.416 The construction of character is often more complicated than
that. There are, according to Bal, four important principles of the construc¬
tion of the image of a character: (a) repetition, (b) accumulation of charactersome
and flat characters, which are stable and

412
413

On this, see above, p. 76.
See Plepelits (1989) 1-6, who argues

that the historical author of H&H can be deci¬
phered from the pseudonym Charidoux; see above, p. 17 and n. 36.
414
Note that this is not an equivalent to the implied author; cf. above, p. 145 and n.
373.
415

See

416

Forster

above, p. 33 on the 12th-century court milieu and patronage.
(1927) 43-79, of which an excerpt is reprinted in Hoffmann & Murphy
(1988) 40-47; cf. Bal (1985) 80-82 on the problems of characterisation.
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istics, (c) relations, (d) change.417 These are the devices according to which
the reader forms his

image of a character in a narrative. A simple form of
naming.418 The name of a character supplies the reader
with certain information: first of all gender, sometimes also geographical ori¬
gin and/or social status. Names may also be motivated and have a bearing
upon the character's characteristics.419
characterisation is

Characterisation cannot be considered in isolation. It is useful to note
how the

point of view chosen by the author, and its different levels, deter¬
conception of the story and its characters. Also, the abun¬
dance of descriptive detail that makes the portrayals vivid—or the absence
of it—influences the reader, as well as the narrator's rhetorical technique, as
he shifts from one stylistic level to another in the dialogues or monologues.
The portrayal of a character is accordingly also the result of a co-operation

mine the reader's

between text and reader.420
Genre also

plays a part in characterisation, particularly as regards a char¬
predictability.421 In the ancient and Byzantine novel, for example, we
find a number of stereotypes and so-called referential characters: the good
friend and helper, the bad pirate or robber who threatens the heroine's
chastity, etc.422 This does not, however, mean that all characters of ancient
and Byzantine novels are entirely stereotypically constructed. It is of signif¬
icance to consider the individual characters and examine which principles are
used in their construction. It is also important to study characterisation in
H&H for the simple reason that its characters have traditionally been seen
as completely stereotypical and without individuality.423

acter's

NAMING OF CHARACTERS

It has been noticed

by many readers that some of the names of the charac¬
confusingly similar to those in L&K. The named characters
Hysminias and his parents Themisteus and Dianteia, Hysmine and her

ters in H&H are
are

417
418

Bal (1985) 85-86.
According to Wellek & Warren (19633) 219

even

the "simplest form of characterisa¬

tion".
419

Bal

420

See e.g. Hamon(1977).
Bal (1985) 83-84.

421
422

novel,
p.

(1985) 84.

For the term referential characters, se Bal
see

(1985) 83. On characters in the ancient
Billault (1991) 121-189 and (1996); Ldtoublon (1993) 80-105. See also below,

249.
423

Rohde (19143) 560, but note especially Poljakova (1979) pp. 91-96.
slowly changing; see e.g. Ruas in Zimmermann, Panayiotakis & Keulen

See e.g.

Attitudes

are

(2000)98-99.
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parents Sosthenes and Panthia, Hysminias' friend Kratisthenes, Hysmine's
master Sostratos and

his

daughter Rhodope; unnamed characters

are

the

cap¬

tain, Hysminias' master and mistress, the priest of Apollo.424 The names
that

are

drawn from L&K

are

those of characters that

are

related to the

heroine: the parents

of Hysmine are called Sosthenes and Panthia, those of
Leukippe are Sostratos and Pantheia; Hysmine's master is called Sostratos,
Leukippe's Sosthenes. It is also possible that the name of Hysmine's mis¬
tress Rhodope has been drawn from or is hinting at Rhodopis in L&K 8.12.
The names from L&K in H&H thus specifically link the heroines of the two
novels together, not the entire set of characters.
Makrembolites'
of H&H

reuse

of some of Tatius'

names

has invited the definition

mechanical imitation of L&K. However, names are

only one
aspect of characterisation, and characterisation is only one aspect of a nar¬
rative—the reuse of names is thus not a very good argument for the text as
pure imitation. Furthermore, there is no direct allusion in H&H to the names
of the protagonists of L&K. If Makrembolites wrote an imitation in its
proper sense, would one not expect such references? Names are probably
part of the novel genre, and may as such be drawn freely without necessary
allusions. For example, the name Kratisthenes may have some bearing upon
as a

Kallisthenes in L&K, but in that case the resemblance does not allude to
their characteristics since

they have nothing in common. Likewise, the name
father Themisteus is found in Longus' Daphnis & Chloe, but
there do not seem to be any relations in the portrayal of the father to that of
Longus' character. What is significant in Makrembolites' adoption of names
from L&K is that they all are given to people who are in some way related
to Hysmine.425
Hysmine and Hysminias share "the same name", a fact that links them
literally to each other. The similarity is pointed out by Hysmine the first
time they meet: έχ€ΐς [...]
ομωνύμου παρθένου την κύλικα, "you are
receiving the cup from a maiden with the same name" {H&H 1.9.1). At the
second dinner she greets Hysminias as her namesake: χαίροις, συνώνυμέ
μοι κήρυξ, "welcome, herald with the same name as mine" (2.12.2). At the
end of the same dinner she whispers ώς την κλήσιν έξ τύχης, οϋτως έξ
έρωτος την πόσιν κοινούμαί σοι, "as I share your name through chance,
of Hysminias'

424

Plepelits (1989) 19 argues that another named character exists, a Kallisthenes (H&H
5.10.3). This is based on a conjecture made by Philippe LeBas in 1856. Plepelits' argu¬
ments are not convincing; there is, in my view, no reason to suspect that the character here
is

someone

425

else than Kratisthenes.

Particularly interesting is the
below, pp. 224-227, 283-286.

use

of the similar

names

of Pantheia and Panthia;

see
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I share this drink with you

through love" (2.13.2). Each of her lines is re¬
peated by Hysminias in his recapitulations to Kratisthenes (1.14.1; 2.14.2;
2.14.3). The manuscripts differ in the spelling of the names, but they all are
pronounced in the same way: "Ismini" and "Isminias".426 The question may
be raised whether these names have a bearing upon the characters, if they are
so

motivated.
Some

widely differing suggestions have been made. The epic word
ΰσμίνη means a fight or battle, which for H&H has been interpreted as both
the physical combat between man and woman,427 and as perseverance and
patience, i.e. chastity.428 It may well be so,429 but the significance, in my
view, lies in the similarity between their names, the homonym ity.A3° It is
emphasised in the passages quoted above, and given further significance
through Hysminias' repetition almost word by word. According to Hysmine, the names are shared through Tyche {H&H 2.13.2), a fact that justi¬
fies their relationship and her advances, since their love is then determined
by Fate.4311 believe that there is a parallel here to the Platonic myth told by
Aristophanes in the Symposium: man's well-known search for his other
half.432 Considering the links to the philosophical dialogue and to L&K,
which alludes more than once to Platonic works, this seems to me a plausi¬
ble explanation.
The words related to homonymity are repeated also in other parts of the
novel. In the myth of Apollo and Daphne {H&H 8.18), homonymity plays
an important part and the word "homonymous" is also here thrice re-

426

'Τσμιυ-, 'Ύσμην-, Ίσμιν-, Ίσμην-, Ίσμιν-, Ίσμην-; on the different spellings and
meanings of the names, see Plepelits (1989) 21-23.
427
The suggestion was presented by Vitor Ruas at the ICAN 2000: "the names evoke a
body-to-body combat between man and woman, thus alluding to love fight." I would like
to thank Mr Ruas for providing me with a copy of his paper and allowing me to quote from
it. On the name of Hysmine, see also Agapitos & Smith (1992) 82, n. 208 on the 1989
edition of Beaton (19962) 78-79; Beaton's rather imaginative interpretation was, however,
removed from the second edition.
428
429

Plepelits (1989) 23.
indeed

often significant than common ones; see
Plepelits (1989) 20, quoting HSgg (1971b) 56.
430 Meunier
(1991) 1 underlines this in her choice of the title Les Amours Homonymes,
which she finds "plus conforme a 1'esprit du texte".
431
Cf. Meunier (1991) 24: "l'identit6 de leur nom les predestine l'un a Γ autre."
432
Plato, Symposium 189c-193d. Cf. Poljakova (1979) 92, who argues that the protag¬
onists have the same name since they embody the concept of love, and also Meunier (1991)
36: "le couple Hysmind-Hysminias [...] incarne l'Amour."
Uncommon

names

are

more
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peated.433 Homonymity is also implied and mentioned in the epilogue,
where it is tied to immortality:
Σύ δ',

ω Γη μήτερ, ει την Δάφνη ν φεύγουσαν ελεείς καϊ κρύπτεις και σώζεις
φυτό ν όμώνυμον αυτομάτως γεννάς εις μνήμης συντήρησιν, ει τον 'Υάκιν¬
θου εζ ομωνύμου φυτού φυλάττεις άθάνατον. 2 ήμΐν ου συντηρήσεις την μνή¬
μην, φυτά δ' ουκ άναδώσεις ομώνυμα στήλας άθανάτους των καθ' 'Ύσμίνην
ταύτην καϊ τον 'Ύσμινίαν έμέ, όλον όραμα τό καθ' ημάς τοϊς φυτοϊς καταζωγραφούσα και καταστηλιτεύουσα καϊ τοϊς μεθ' ημάς φυλάττουσα την μνή¬
μην άθάνατον; (Η&Η 11.22.1-2)
και

You mother

Earth, if you had pity on Daphne in her flight, and concealed her and
brought forth spontaneously a plant of the same name to preserve her
memory, if you made Hyacinth immortal through the plant of the same name, 2
will you not preserve our memory? Will you not grant us plants of the same name,
imperishable figures of the perils that befell Hysmine and myself, Hysminias, de¬
picting and figuring in the plants all that happened to us and keeping our memory
saved her and

immortal for those that

come

after?

By tying the homonymity of the protagonists to the making of homony¬
plants (or, as in the previous chapter 11.21, stars or oceans) the au¬
thor combines elements that are already double by nature in an elaborate
amplification. He thus extends his overall play with repetitions and dou¬
blings even further.434
The significance of the couple's homonymity is emphasised when Hys¬
minias announces that his name has been taken away from him.
mous

ουδέ γαρ

ούδ' αυτής εφείσατό μοι της κλήσεως, αλλ' ώ? εζ ελευθέρου δοϋλον
είργάσατο και τό πικρόν της δουλείας τον της ελευθερίας άντέδωκε μέλιτος
και σκότος φωτός
άντεισήγαγεν, ούτω καϊ κλήσεως Ελληνικής βαρβαρικήν
μοι κλήσιν άντεπιτέθεικεν, Άρτάκην άνθ' 'Τσμινίου μετακαλέσαν με· και νυν
δούλος είμι και κλήσει και πράγματι. (Η&Η 9.14.5)
The divine

power435 has

not spared even my name, but when he made me a slave
free man and replaced the honey of freedom with the bitterness of
slavery and brought darkness in place of light, he also replaced my Greek name
instead of being a

433

The

434

Meunier

myth will be discussed below, pp. 231-233.
(1991) 28-32 argues that there is a symmetrical character system in H&H
in which all the characters have doublets: Kratisthenes, for example, is the doublet of
Hysminias, and Rhodope the doublet of Hysmine. I am not convinced by the figure pre¬
sented by Meunier (ibid. 31), although I fully agree that Makrembolites' novel is to a
certain degree symmetrically constructed. That construction is, however, not consistently
carried out, and the attempt to see a fully coherent system in all its different aspects is one¬
sided; the text has more to offer. Does not the question-mark in Meunier's figure, repre¬
senting the non-existent mother of Rhodope, prove exactly this?
435
The subject is τό δαιμόνιον from the previous sentence.
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barbarian one, and called me Artakes

slave, both in

name

instead of Hysininias. So

now

I

159
am

and in deed.

The removal of Hysminias'

real name obviously marks the loss of his most
important property, his freedom. Although the name Artakes is not found
in Greek literature, the stem Arta- most certainly sounds Persian to a Greek
ear.436 The name itself does not necessarily have any definite meaning; the
importance here is that it is foreign and strange and thus emphasises the
"normality" of Hysminias' real name and, above all, its innate connection
with Hysmine and freedom.
REPETITION, REACTION, ACCUMULATION OR CHANGE?
The hero-narrator

Hysminias goes through a change in the first part of the
novel, a metabole from chaste to loving, from Sophrosyne to Eros. The pro¬
cess has been described above, so I will not go into detail here.437 We may
recall that the change took place in book 3, triggered by the dream in H&H
3.1. Thanks to the first-person viewpoint, all Hysminias' feelings, thoughts
and reactions are set before the reader, which makes it easy to follow the
changes as the narrator sees them in retrospect. The principle used to con¬
struct his character, besides that of change, is repetition. Each experience of
Hysminias in the first part of the novel (the part in which the change takes
place) is reported and then reported once again to and discussed with
Kratisthenes.438 We may note that psychological character development is
often considered a realistic and thus modern phenomenon.439
Hysmine is the only character to be depicted in any detail, the focus of
Hysminias' attention being constantly on her even when they are separated.

436

There

also

a couple of variants in the MSS: Atrakes and Athrakes; Plepelits
is not found in Greek literature, but cf. Arsake in the Aithiopika, and
in Prodromos' R&D 4.9 Artaxanes, and in 5.479 Artapes.
437
See above, pp. 103-108, 123-128.
438
See above, p. 63.
439 See
e.g. Scholes & Kellogg (1966) 165-169. Psellos' Chronography (or Historia
Syntomos) is, however, known for its careful and psychological portrayal. On the concept of
realism in literature and scholarship, see above, p. 91, nn. 142-143. We may compare the
character development of Hysminias to, on the one hand, Hunger's (1980) comments on
realism in the Komnenian novels and, on the other, Beaton (19962) 53, who writes that
"no amount of special pleading can make a real case for their originality or realism in the
modern sense." Of course, we can never discuss anything "in the modern sense" when deal¬
ing with Byzantine literature. We do not, however, have to exclude terms, but to modify
our use of them according to what the texts demand.

are

(1989) 23. The

name
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She is also the

only character whose outward looks are described.440
Hysmine's character is shown in her actions, from her first appearance. She
is making the first advances, and as mentioned above she is aware of the
machinations of Tyche. Later we learn that she is already an initiate of Eros
{H&H 3.1). Both in action and speech the principle employed in the first
part of the novel is repetition: she flirts repeatedly and makes comments to
Hysminias, who reports them to Kratisthenes. As the story moves on, she
engages in dialogue in which a sense of irony is sometimes brought forth
(e.g. 4.3.3; 9.23). We must note the overturned conventions in Hysmine
making the first advances, going beyond the typology of the ancient
novel.441

Hysmine, like her male namesake, goes through a change, but at a closer
change turns out to be the result of Hysminias' behaviour. Once
Hysminias has fallen in love and begins to return Hysmine's advances, she
changes and becomes more modest (H&H 4.3). Her behaviour has been seen
as inconsistency of character, to which Alexiou answered that her behaviour
is a reflection of the male perspective of Hysminias.442 This is, of course,
how the female temptress is traditionally considered to act: she invites—she
rejects. This argument may be supported by the dialogue between the cou¬
ple in 9.23, in which Hysminias mentions women's liability to change and
Hysmine in her turn ironically praises the stability of men. But Hysmine's
change of behaviour is in fact a reaction to Hysminias' change: he went from
chaste to loving over one night (3.1-7). Hysmine points this out explicitly
look this

in 4.3.3:

'yOes

τον

παρθίνον €7τλάττου,' φησίν, 'ΰπεκρίνου

τον

σώ¬

φρονα, καϊ νυν καταρρητορζΜίς τον έρωτα', "she said, 'Yesterday you
played the virgin, you pretended to be chaste, and now you make speeches
on behalf of love.'" Not only do characters in H&H change; their changes
also affect other characters. This interaction is rather sophisticated, and adds
to the sense of "realistic" character development.
The construction of the

protagonists may be compared to that of the par¬
ents, who are depicted more or less as stereotypes or referential characters
according to the genre conventions of the ancient novel. Hysmine's mother
440

Similarly, Leukippe is the only character described in L&K, but in the Aithiopika
Theagenes are described in ekphraseis. On ekphraseis and other kinds
of portrayal in Byzantine texts, see Aerts (1997); on the Komnenian novels, see pp. 188—
192. Cf. Barber (1992) 17-18 on descriptions of female beauty in Psellos and Anna Komnene. On the ekphraseis of Hysmine and Leukippe, see below, pp. 251-252.
441
This will be discussed below in pp. 251-256.
442
Alexiou (1971) 32.
both Charikleia and
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Panthia is the

only parent to be portrayed in any detail, as a passionate and
fairly unbalanced woman. This impression is partly made by the dream in
which she appears as the crazy leader of a women's army {H&H 5.3-4).
The dream of Hysminias may in its turn be induced or influenced by
Panthia's behaviour at the first dinner, when she catches her daughter flirting
with the herald guest:
WavQia προς την

κόρην aye ι τους οφθαλμούς, όλους θυμού, όλους ζήλου, και
πλήρεις αϊματος· εισβάλλει τούτους επί την κορυφήν της παώός, επί τάς
χείρας, επί τους πόδας, επί τον τράχηλον όλην εχει τοϊς όφθαλμοΐς την
κόρην, καθ' όλης θνμούται, καθ' όλης οργιζόταν ερυθραίνεται την παρειάν (ό
και
παράδοζόν μοι δοκει, θυμού τικτόμενον ερευθος), ωχριά πάλιν, ώ? τού
παντός ερυθήματος καθ' όλον τού της 'Τσμίνης προσώπου καταρρνεντός.
(Η&Η 1.10.1)
Panthia turned her eyes on the girl, eyes which were full
full of blood; she swept her eyes over the girl's head, her

of fury, full of wrath and
hands, her feet, her neck;
looking over the whole girl, she was utterly furious and utterly enraged with her
and her cheek grew red (it struck me as paradoxical, blushing engendered by rage);
but soon she grew pale as if the blushes were draining away to Hysmine's face.

Panthia also reacts very
for Hysmine's wedding

strongly to the bad omen appearing at the sacrifice
(6.10.3-6.11; 6.14.5-7). Her behaviour also causes
other characters to react and discuss the meaning of the oracle (6.14.1-4,
6.15). She is contrasted to the wise and calm Themisteus, who finally per¬
suades her to sleep. The detailed narrative of this episode makes Panthia's
speech, mostly laments, cover more chapters than those of any other par¬
ent. Apart from shorter passages Themisteus, Sosthenes and Dianteia ex¬
press themselves mainly in their laments towards the end of the novel
(10.10-13).443 The same kind of stereotypical or referential characters has
been assigned to Rhodope and Sostratos.444
Kratisthenes is introduced

Hysminias' relative and alter ego: άδ€λφιδοϋς
εμός, άλλος αυτός (οϋτω γαρ βγω τον φίλον ορίζομαι), "my cousin, my
other self (for so I define friend)" {H&H 1.7.2). Hysminias expects this
definition of friendship to be mutual: ehrep ov κατεφευσαι την φιλί αν και
τον σον 'Ύσμινίαν φιλεΐς και τον άλλον κρίνεις αυτόν, "if your friend¬
ship is not a pretence and if Hysminias is your friend and you think of him
as

443

In pp. 224—227 below we will see how the portrayal of Panthia should be considered
in relation to Tatius' Pantheia in order to fully grasp Makrembolites' portrayal of her.
444

Rhodope will be discussed in further detail below,

pp.

258-259.
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your other self' (6.16.3).445 This is the only thing the reader ever learns
about Kratisthenes; no further information is given. Kratisthenes is one of
the novel's main characters: he functions as Hysminias' helper and teacher
as

of love, both as explaining Eros' powers and workings,446 and as assistant in
the affair with Hysmine.447 Furthermore, as we have seen earlier, he func¬
tions as an exegete of the paintings in Sosthenes' garden—the medium

through which Hysminias is introduced to love, and as a dialogue partner.448
Kratisthenes is filled with knowledge of love, but also with common
sense449 and irony.450 Kratisthenes' character is constructed neither through
repetition, as was the case with Hysminias, nor through relation or change—
it is Hysminias who changes through their discussions, not Kratisthenes.
Instead, the principle employed is accumulation: the character of Kratisthe¬
nes is brought forth in his continuous interpretations and advice. When he
has given Hysminias the preliminary introduction to love and helped the
couple to elope, he mysteriously disappears, presumably sailing off to Syria
on his own, never to be seen again.451 This should not be seen as a mistake
on the part of the author; when Kratisthenes has
"completed his mission"
he is no longer needed in the plot.452 The unfinished story-line was obvi¬
ously of no concern to Makrembolites or his audience, and it may be com¬
pared to the unclosed end and the unfinished sub-plots in L&K,453

445

32; it

The definition of a friend
recurs

as another self goes back to Aristotle, Eth. Nic. 1166a31in Plutarch's two essays De adulatore et amico 53b and De amicorum mul-

titudine 93e. Cf. also

Porphyry, Vita Pyth. 33: τους bk φίλους ΰπερηγάπα, κοινά pkv τα
ττρώτος άποφηνάμζνος, τον bk φίλον άλλον kαυτόν, "he loved his
friends exceedingly, and was the first to declare that friends have everything in common and
that a friend is your other self." On friendship in antiquity, see Konstan (1997); in
Byzantium, see Tinnefeld (1973) and Mullett (1997) 111-123, including some Western
parallels.
των

φίλων

αναι

446

In H&H

447

At the dinner in H&H

449

See e.g.

2.11; 2.14.4-6; 3.3.2^; 3.9; 5.5.4.
5.10-12, but note also the warning at the first dinner in
1.10.3; as a sentry in 4.4.1-2; at the escape in 6.16.
448 See
above, pp. 128-129.
5.5,

or

450
451

his scolding of Hysminias in H&H 3.9, the interpretation of the dream in

the interpretation of the omen in 6.13.
See e.g. his comments in H&H 1.14.5 and 4.4.1-2.
His last intervention is in H&H 7.13.1, when he tries to

save

Hysmine from being

sacrificed.
452

This is

453

See further

a

specific trait of the helper function;
below, pp. 190-191.

see

Bremond (1973) 282-294.
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The unnamed characters in the novel may

be considered in pairs: the captain
priest of Apollo, and the master and mistress of Hysminias.454 The
captain and the priest are constructed in the same way, by their rhetorical
utterances. They are also constructed as similar persons: the captain too is a
priest, when he sets up the improvised altar and sacrifices Hysmine to the
waves {H&H 7.12.3-4).455 The priest of Apollo saves Hysmine and Hysmi¬
nias by opposing their angry "owners" with clever rhetoric and irony.
Sostratos and Hysminias' master declare that they have a legal right to their
slaves through military law, when the priest steps forward.
and the

ό hi γε στέφανων ημάς ιερεύς φησι προς αυτού? 'euye της νομοθεσίας ΰμϊν,
ώ? δουλαγωγεΐτε τους "Ελληνας· ύπέρευγε εύσεβείας, ώ? δουλογραφείτε τους

κήρυκας. 3 'Απόλλων χρησμοδοτεί και rot? έλευθέροις άφοσιοϋται το ελεύ¬
θερον, οι? νόμος 'Ελλήνων ττρότερον και φύσις αύτη την έλευθερίαν άπεχαρίσατο·
άντιχρησμοδοτεΐτε δ' νμεΐς, άντινομοθετεΐτε τους ελευθέρους καταδουλούμενοι.' 4 Οί δ' 'ούχ ημείς' φασιν 'άντινομοθετούμεν, αλλ' αιχμή και
νόμος τούτους εδουλογράφησε στρατιωτικός.' Και δή μεθείλκον ημάς, ημείς δ'
ουκ άπεσπώμεθα των του Φοίβου ποδών.
15 Καϊ ττάλιν αί μητέρες έθρήνουν, οί πατέρες κατεδυσώπουν και γλώσση
και
δάκρυσι· και 6 ιερεύς ταίς χερσίν άπεμάχετο και ττείθειν ουκ έχων άπεστεφανώθη την κεφαλήν, άττεδύσατο τον χιτώνα και την άρβύλην άπέθετο και
άναβάς έπ όκρίβαντος Στεντόρειον προς το ττλήθός φησι 2 'τι μάτην ό
ττολύς άνθρωπος επί τον του Ααφνίου συντρέχεις βωμόν; Τι καταδύσω πεις
τον Έκηβόλον χρησμοδοτείν; "Εχει? τους σεμνούς σοι τούτους νομοθέτας
χρησμοδοτήσοντας. "Αλις σοι των χρησμοδοτημάτων, ώ Φοΐβ' "Απολλον,
άλις σοι των προμαντευμάτων, άλις σοι των στεφανωμάτων.' {Η&Η 10.14—
10.15.2)
The

priest who had put garlands on us said to them, 'Your legal customs are excel¬
find yourself enslaving Greeks! And so is your piety when you en¬
slave heralds! 3 Apollo has given an oracle and has decreed freedom for free men, on
whom Greek law and nature itself had previously bestowed freedom; you pronounce
another oracle and you make other laws by wishing to enslave free men.' They
replied, 'It is not we who make these other laws but the spear and military law has
put these people into slavery.' And they tried to haul us off, but we would not let
ourselves be dragged away from Phoibos' feet.
15 Once again our mothers wailed and our fathers pled with tongue and tears.
The priest fought with his hands and when he could not win them over, he took
the garland from his head, he removed his tunic and took off his sandals, and going
up onto the platform he proclaimed in stentorian tones to the crowd, 2 'Why do
you, common man, in vain rush to the altar of Daphnian Apollo? Why do you ask
lent when you

454

Cf. Meunier (1991) 28-32, who does not include all the unnamed characters in her
figure, only the master and the mistress.
455
The sacrifice passage is quoted below in pp. 216-217, where the insertion of tragedy
and Homer is discussed

as a

dramatic effect.

164

Part 1:

Narratological analysis

the Farshooter for oracles? You have these revered

lawgivers to pronounce oracles
Enough of your oracles, Phoibos Apollo, enough of your prophecies,
enough of your garlands.'
for you.

The

priest thus forces the people to react: the crowd turns angrily upon the
"lawgivers", and Hysmine and Hysminias are set free. As in the speech of
the captain, there are certain Homeric reminiscences, e.g. the Stentorian
voice456 and the epithet of Apollo.457
The other nameless pair, Hysminias' master and mistress, are differently
constructed: they are not similar, but contrasted as good and bad. Their
characterisation is brief, expressed only in the discussions they have with
and about Hysminias and their reactions to his story. When Hysminias tells
his story for the first time, it seems that the mistress is kind, comforting him
in his misfortunes (H&H 8.14.1), and the master unkind, telling him to for¬
get his old life and be a slave (8.14.3—4). As the story goes along, we under¬
stand that the mistress is not very nice: she tries to seduce her slave behind
her husband's back. We have already quoted and discussed the passages that
reveal the mistress' acting.458 One includes the master: in 8.20 the mistress
tries to convince her husband not to bring Hysminias to Artykomis, but he
opposes her and brings him along. The master may be hard, but he is fair.
Relation is important here: the reader gathers information about the owners'
characters not only through their reactions to Hysminias' story, but also
through Hysminias' reaction to their behaviour. If he had accepted, or even
felt tempted by the mistress' advances, the reader would be prepared to feel
differently, and be more sympathetically disposed towards her.459
Characterisation in H&H is not

dependent on descriptive detail, as one per¬
haps might expect, but on words and actions. The different characters show
different character construction, from traditional stereotypes to rather
complex relations between characters who react and interact.460 Not only do
the protagonists Hysmine and Hysminias react to each other, but Panthia
and the priest of Apollo make people react strongly and thus cause change.
The sub-plot of Hysminias' mistress and her advances is in itself also a
character drawing, and in a similar way, short passages—often speech—
456
457

Cf. II. 5.785-786.

E.g. //. 1.14 and 96.
above, pp. 150-152.

458

See

459

Cf.

460

Cf.

Kleitophon and Melite in L&K; see below, pp. 258-259.
Agapitos & Smith (1992) 39: "causality in any psychological sense is totally
absent." This is not true; as we have seen, the actions of Hysminias cause Hysmine to act,
which in turn determines the fate of the couple.
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need to be

gathered and analysed together, since character traits may be
few lines.
development that the hero character shows, and the rela¬
tion-based character drawing of the heroine, lead to vivacity and "realism".
That sense of "realism" and even "modernity" is, however, in my view a
consequence of the restricted viewpoint and the novel's outspoken artificial¬
ity. The whole novel is like one long ethopoeia of which the aim is the dis¬
play of erotic pathos.461 This is seen by the author not in terms of realism,
but from a rhetorical point of view.462 The representation of pathos is, how¬
ever, influenced by the same Aristotelian principles that have made the
dreams psychologically correct dreams, yielding an impression of realism.
Symbolic or allegorical functions do not necessarily have to be excluded. The
characters of the novel, even if in relation to each other they function in a
realistic manner, may still represent stereotypes of different kinds.463
sketched in just a
The character

461

Agapitos (1998a) 145.
Cf. above, p. 91, n. 142 on the concept of realism in modern scholarship.
463
Cf. the allegorical interpretations of Poljakova (1979) and Piepelits (1989); cf. also
above, pp. 31-32 on allegorical interpretations of the Byzantine novels.
462

PART TWO

Makrembolites and Achilles Tatius:

Comparative Analysis

It is

opinion that Makrembolites' novel is simply an imitation of
Leukippe & Kleitophon. After the many judgements of this
imitation as mechanical and tasteless, Alexiou (1977) was, as already men¬
tioned, the first to argue that it was in fact carried out in an artful and cre¬
ative way. In spite of this generally accepted notion—that Makrembolites
imitated Tatius—there has been no serious attempt to make a comparative
literary analysis of the two novels in order to show which elements have
been imitated and how, or which elements have not been imitated. In this
part of my study the dialogue between Makrembolites and Tatius will be
investigated in some detail. I have tried to treat the two novels' relation as
an intertextual dialogue rather than to consider them from the more tradi¬
tional imitation perspective, which tends to degrade the imitation. Byzan¬
tine mimesis is not necessarily based on the principle "one model - one
copy", and Makrembolites drew from many different sources, even if L&K
is the primary hypotext of his novel.
a common

Achilles Tatius'

2.1 Theoretical and

methodological considerations

In the introduction I described

briefly the disdainful attitude towards By¬
clearly begun to change.1 After Jenkins' and
Mango's articles in 1963 and 1975 respectively, several scholars urged a
change in attitudes.2 Discussions of mimesis now concern the concept of
zantine mimesis, which has

1

See

2

See e.g.

above, pp. 43-44.
Kazhdan & Constable (1982) 96-116; Hanawalt (1986); Mullett (1990,
1992). These were, however, not the first scholars with such opinions; in fact, already
Krumbacher, (18972) 21-22, warned against viewing Byzantine literature as merely an ex¬
tension of antiquity. One may also note that Jenkins' article is somewhat ambiguous in its
approach to Byzantine imitation: on the one hand, Jenkins underlines the fact that many
aspects of Byzantine literature do not have any Hellenistic background, which does imply
some degree of independent creation on the part of the Byzantines; on the other he describes
rhetoric, and thus mimesis, as a strait-jacket; Jenkins (1963) 52, and above, pp. 43-44.
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originality and innovation, not only in literature but also in
practical matters.3 Byzantine art and literature are seen as expressions of a
creative activity; at the same time they stand in constant relation to their
ancient models. There are, however, certain risks in using terms such as in¬
novation and originality.4 Claims for originality were created as a reaction
against claims for the lack of it. They should not be used as a means of de¬
fending Byzantine literature, or perhaps our own liking of it.5 We need to
move on and to ask ourselves and the texts new questions.6 Should we really
make great claims for originality, when the Byzantines themselves prided
themselves on being imitative? Their own perceptions of imitation and in¬
vs.

novation need to be taken into consideration: the fear of innovation, the
sense of fidelity to a model, the importance of tradition.7 As Littlewood

suggests, "rather than thinking in terms of a polarity between originality and
imitation, we should think in terms of an originality within a general imita¬
tive framework"

[my italics].8 The aspects we need to consider are those of
tradition, generic modulation and mixture of genres, variatio, creative imita¬
tion, experiment and transformation, rather than those of imitation and in¬
novation.9

The

Byzantine imitation of the Hellenistic background is, in Jenkins' mind, a terrible
thing, but at the same time its only extenuating circumstance: "let us be grateful that the
Mediaeval Byzantine adhered with fidelity to at least some of the traditions handed down
from a world more liberally minded and more cultivated than his own"; ibid.
3
The appearance of the volume edited by Mullett & Scott (1981), in which the new use
that the Byzantines made of the classical tradition was emphasised, was symptomatic of the
change in approach; even more so that edited by Littlewood (1995). The latter contains
articles on both literature, art, and music. Dennis (1997a) discusses both military and med¬
ical matters (pp. 1-5) and literature and theology (pp. 6-9).
4 See
Mullett (1995) 39-40 on the concept of originality and Byzantine studies, and
also ead. (1990) 258-259.
5
See Hanawalt (1986) and Mullett (1990).
6 Mullett
(1995) 40; cf. Dennis (1997a) 8-9: "we keep asking the same questions and
getting more or less the same answers. What I am suggesting is that we may be the ones
stuck in a rut. Maybe it is time to ask different questions, to look at the Byzantine people
in different ways, to examine and interpret our sources with more imagination. Perhaps,
instead of wondering whether the Byzantines were creative or not, we should, in studying
them, be more creative ourselves, and we may come to know them better."
7
Mullett (1995) 40.
8 Littlewood in
Ljubarskij et al. (1998) 40; Littlewood also remarks that this was
pointed out already by Hunger (1969/70). Cf. Mullett (1995) 40 on the "central paradox"
of Byzantine literature: "a sense that the Byzantines deny the existence of change, but that
change, however slow it may be, surely and perceptibly exists."
9
Cf. Mullet (1995), Dennis (1997a), and also Agapitos in Ljubarskij et al. (1998) 2429 on mixture of genre and interpretation "from within".
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The concepts of inter- and transtextuality serves our purposes well.
"Intertextual" is one of the few modern theoretical terms that were adopted
without further ado

by classical philologists, which gives an indication of its
our field.10 It was originally introduced by Julia Kristeva in the late 1960s, and thereafter adapted and developed by a number of
scholars.11 The most comprehensive study is that of Genette, whose central
concept is that of transtextuality, based on the thought that the object of
poetics is the text's textual transcendence, its textual linkage to other texts.12
He starts from the idea that literature is by nature pal imps estuous,13 i.e. any
text is a hypertext, grafting itself upon a hypotext, an earlier text that it imi¬
tates and transforms. Some texts are more hypertextual than others, more
explicitly palimpsestuous. For those who work with ancient and Byzantine
literature, this is already a matter of course, and the function of a palimpsest
is also familiar. Due to the textual transcendence of literature, Genette does

appropriateness for

not use

"intertextual"

tual. He then makes

a

as an

overall category,

but instead the term transtex-

distinction between five kinds of transtextuality: in¬

tertextual

(quotation, plagiarism, allusion); paratextual (relations established
through titles, prefaces, covers); metatextual (commentary and criticism);
architextual (interrelations of types of discourse and genres); hypertextual
(the relationship uniting the hypertext with the hypotext).14 These cate¬
gories are not to be viewed as separate or absolute; their relationships are
numerous

and often crucial.15

We may

look at H&H as an example. This novel displays all the different
transtextuality: it contains a large number of quotations and allu¬
sions (intertextuality); it has a title that immediately recalls those of the an¬
cient novels (paratextuality); it comments more or less explicitly upon the
tradition of Eros and theories of dreams (metatextuality); it adheres through
a number of topoi to the genre of the ancient novel (architextuality); it is a
clear hypertext of the hypotext L&K (hypertextuality).
kinds of

10

See e.g. Van Εφ Taalman Kip (1994) on Theocritus, or Zimmermann (1997) on the
ancient novel. Fusillo's important study (1991) of the ancient novel is based on the con¬

cept of intertextuality.
11

Kristeva

(1969); Kristeva

was

influenced by Bakhtin's theory of the dialogical nature
of texts, see also Riffaterre (1979, 1980a, 1983) and

of literature. On intertextual aspects
Bloom (1973).
12

Genette (1997). The book is a reworking of earlier thoughts and includes a number of
rebaptisings of terms earlier defined in id. (1987,1992).
13
The term is not originally Genette's, but was coined by Philippe Lejeune; Genette
(1997) ix.
14

Ibid. 1-5.

15

Ibid. 7.
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A great

as

advantage of Genette's method is that it does not view imitation
something negative, since textual transcendence is inherent in all literature;

in

fact, direct imitation cannot exist, since the imitation then would be the
text.16 According to Genette, there are two basic kinds of hypertexts:
transformation and imitation,17 Imitation too is transformation, but it in¬

same

volves

complex process.18 As an example, Genette describes how
Ulysses are hypertexts of the Odyssey, but Ulysses is a
direct or simple transformation that transposes the action of the Odyssey to
twentieth-century Dublin; the Aeneid, on the other hand, is an indirect or
complex transformation, i.e. an imitation, that tells a different story in the
manner of Homer.19 It is quite obvious that we cannot put H&H in one of
these two categories; the novel both transposes some of the action of L&K,
a more

both the Aeneid and

and tells

some

different material in the

manner

of L&K, or in the

manner

of

the genre.

This is where the different kinds of transtextuality can help us to
relationships between the two texts in a more specific manner.
Genette's approach brings to the fore the complexity of transtextual rela¬
tions and the positive nature of imitation; this is why it is so useful in this
context, owing to the intercommunicative nature of Byzantine literature.
define the

One of the aims of the earlier studies of the ancient and

Byzantine novels
identify their different models or sources, their generic back¬
ground. The traditional Quellenforschung is indeed important, but the signif¬
icant question is not from which source an element has been drawn, but for
which use it has been inserted and adopted in its new context.20 Fusillo has
investigated the ancient novel's generic background according to this notion,

was

to find and

i.e. the individual authors'

use

of stock material and its

ancient novelists drew from ancient

16
17

See ibid. esp. 5-7, 81-85.
Ibid. 7: "what I call hypertext,

19

Ibid. 6-7.

20

See the criticism of Conte

sources

such

as

new

function.21 The

epic and lyric, tragedy

then, is any text derived from a previous text either
through simple transformation, which I shall simply call from now on transformation, or
through indirect transformation, which I shall label imitation."
18
Ibid. 6: "in order to transform a text, a simple and mechanical gesture might suffice
[...]. But in order to imitate a text, it is inevitably necessary to acquire at least a partial
mastery of it, a mastery of that specific quality that one has chosen to imitate."
(1986) 23: "without a basic model of literary production, I
the philologist's collecting of comparative and contrastive materials (loans,
debts, parallels etc.) suffers from what I may disrespectfully name 'comparisonitis'—col¬
lecting for the sake of collecting."
would argue,

21

Fusillo

(1991).
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and

comedy, history and oratory.22 The Byzantine novelists, in their turn,
as generic models, but other ancient
genres also con¬
tinued to be read throughout the Byzantine period.
Against this background, it is rather simplistic to assume that Makrembolites based his novel entirely on one model (L&K), or that all his ancient
material was to be found in that model; nor can we be sure that he used ex¬
clusively ancient material.23 One can thus distinguish in H&H a number of
transtextual layers: on the one hand, the novel's hypotext is L&K regarding
form and motifs; on the other it is full of a large number of quotations from
used the ancient novels

ancient literature and allusions to works outside the novelistic literature. But
the author also writes in relation both to the ancient novelistic tradition

on

the whole and to other genres

from which form and content may have been
drawn. Another aspect of the mimetic tradition is that contemporary au¬
thors used the same material in similar or slightly different ways, creating
yet another frame of reference for the audience.24
It will not be attempted here to identify all the different sources that
Makrembolites may have drawn from, but rather to draw attention to the
fact that a Byzantine novelist could find subject matter for his text without
mechanically imitating an ancient novel. To compose a literary text without
allowing oneself to be influenced by things read, heard, or seen is, in any
case, virtually impossible; this is an inevitable presupposition of art itself
and thus of transtextuality.
2.2

Analysis

2.2.1

Story

Achilles Tatius follows

more or

less the established conventions of the

novel; L&K shares many motifs with other ancient novels, and in particular
with that of Heliodoros.25 The main story line runs as follows: Kleitophon,
22

generic background of the ancient novel was first investigated by Rohde (19143);
perspectives, see Giangrande (1962); Perry (1967) 1-149; Riffaterre (1990)
on the different approaches to genre; Lowe (2000) 222-258 on the novel as "epic fiction"
drawing on, above all, New Comedy. On the ancient novel and the role of rhetoric, see
Rohde, ibid. 336-360; Perry, ibid. 19, n. 7; HSgg (1983) 107-108; Reardon (1991) 84,
87-89 on the importance of progymnasmata; Hock (1997).
23
See the remarks by Conca (1994b) 92-93, 104.
24
In the 12th century in particular we can see a tendency to engage in dialogue with
other texts, for example the interaction of Basilakes' progymnasmata with H&H, or the
novel's possible indebtedness to them. Cf. also the mixture of genres; see above, p. 29.
25 It has now been
established that Heliodoros drew from Tatius, and not the other way
around; see above, p. 23. On Tatius as a parody of the Aithopika or as a comic novel, see
for

The

more

recent
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Story
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the hero-narrator, is a young man

from Tyre. He is betrothed to his half-sis¬
Kalligone, but falls in love with his cousin Leukippe, who has come from
Byzantium to stay at Kleitophon's father's house together with her mother.
The wedding to Kalligone is prevented by the girl being kidnapped by a cer¬
tain Kallisthenes. When Kleitophon and Leukippe are caught in Leukippe's
bedroom by her mother they decide to elope, together with Kleitophon's
slave Satyros and his relative Kleinias. They all board a ship for Alexandria,
but the ship is wrecked in a storm. The young couple are parted from the
others and are washed ashore at Pelusium in Egypt. They travel through the
Nile delta towards Alexandria, during which journey a number of adventures
befall them: they are attacked by brigands, but saved by Greek troops, and
Leukippe is constantly threatened by unwanted suitors. She is also appar¬
ently sacrificed by the brigands, who cut open her stomach and grill her in¬
testines on an altar; this is her first apparent death. The couple finally arrive
safely in Alexandria, only to see Leukippe kidnapped by their new friend
Chaireas; she is apparently beheaded in front of Kleitophon who thinks her
dead. After six months of deep mourning, Kleitophon agrees to marry the
beautiful widow Melite, and they travel to her home in Ephesos. There, one
of Melite's slave girls turns out to be Leukippe. After complex intrigues and
lengthy legal proceedings—Kleitophon is sentenced to death for another
apparent murder of Leukippe—Leukippe's father Sostratos arrives as the
head of a religious embassy. The couple are reunited, Leukippe passes a
chastity test, and they travel to Byzantium to get married, then back to
Tyre.26
The definition of "established conventions" for the sophistic novels is
based on the material of the non-sophistic novels: Chariton's Chaireas &
Kallirhoe and Xenophon's Ephesiaka. Investigations of the sophistic novels
have shown that they presuppose a novelistic tradition already estab¬
lished.27 It should, however, be noted that the three sophistic novels, in
spite of the similarities between Tatius and Heliodoros, are different and
individual works of literature. The sophistic novelists used the standard
models in highly different ways. For example, while the bucolic Daphnis &

ter

Rattenbury (1933), Durham (1938), Heiserman (1977) 118-130, Anderson (1982, 1997),
and Fusillo (1991) 97-98; cf. Reardon (1994) esp. 92-93. See now also Chew (2000) with
references to both previous interpretations and modern theory of parody and genre. The
interpretation of L&K as a parody is by Chew, as previously by Anderson, seen as related
to generic connections with New Comedy; cf. Lowe (2000) 222-224. Cf. also Kaimio
(1995) 132, n. 51 on the problem of humour in ancient novels.
26
For a more detailed summary of L&K, see the Appendix.
27
Fusillo (1991) 75.
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Chloe takes

place in a rustic milieu governed by nature and the seasons,
Aithiopika are, like their non-sophistic "ancestors", enacted in
adventurous world filled with journeys, pirates and shipwrecks. But they

L&K and the
an
are

different from each other too: Heliodoros

seems

to

have concentrated

on

religious aspects, while Tatius is more comic and burlesque.28 In one respect
all the three sophistic novels differ from their predecessors: in the novels of
Chariton and Xenophon of Ephesos the protagonists are married at the out¬
set, and the action consists of a struggle to return to that marriage; in those
of the sophistic novelists, marriage is the happy ending following the strug¬
gle to be together.
In order to distinguish Tatius' use of convention, let us compare him
with the "typical" novel story line, as described by John Morgan:
Archetypically,

supremely handsome young man and a supremely beautiful young
sight. Somehow they are separated and launched into a
series of adventures which take them all over the Mediterranean world. They
undergo shipwreck, meet pirates and bandits, attract the unwanted sexual attentions
of third parties, and believe one another dead. But through everything they remain
true to one another and are eventually reunited to pass the rest of their lives in
In

a

woman

fall in love at first

wedded

bliss.29

respect in particular Tatius does not fit into this description: love at
sight. Kleitophon falls in love with Leukippe when he first sets eyes on
her, but she has to be gradually convinced by his elaborate wooing.30 There
are also other variations. For
example, the protagonists are not too idealised:
Leukippe loses her mind, is sacrificed in front of a throng of men, is be¬
headed in the same manner, is almost raped several times, and as a slave she
is shorn and beaten; Kleitophon does not do much to help her, and he does
not stay faithful to her.31 These features are part of Tatius' somewhat dis¬
torted reuse of stock conventions and traditional elements.32 Morgan's
summary shows how easy it is to generalise about a genre and its character,
since "typical" may in the end turn out to be "original". We should keep
this in mind during the comparison of L&K and H&H. A similar use of a
one

first

28

Fusillo, ibid, underlines that the two authors "soumettent ce modele standard a des

transformations notables."
29

Morgan & Stoneman (1994) 2.
Hdgg (1983) 51-53; Anderson (1997) 2284-2285. On love at first sight as a more or
less timeless model, see Rousset (1981) esp. 203-204 on Tatius. Cf. Jouanno (1994) on
the role of the eyes in the ancient and Byzantine novel.
31 Fusillo
(1991) 66 and 101; on L&K as pastiche/r66criture, see pp. 97-108; on modi¬
fied stock conventions, see esp. p. 98.
32
See Reardon (1994) 86-87 (on love), 87-88, 91 (on rivals and fidelity/chastity), 88
(on reunion).
30
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imitative relation

between two authors.33
The

plot of L&K is rather complex and contains a number of sub-plots.
sub-plots run parallel to the main story line,34 and they all in¬
teract to a varying degree with it. For example, the death of Charikles may
seem unattached to the main plot, but ultimately it causes Kleinias to elope
together with Kleitophon. Kleinias disappears, but then reappears and fol¬
lows Kleitophon to Ephesos, where he plays an important role in the final
intrigue. The wooing of Charmides, on the other hand, and the poisoning by
Gorgias, do not affect the main story line so much, but create suspense and
make the intrigue eventful and exciting. A character may be introduced as ac¬
tor in a sub-plot, but then ends up interfering with the main action: Chaereas
appears as helping Leukippe recover from the poisoning caused by Gorgias
(L&K 4.18), but turns out to greatly affect the story by kidnapping Leu¬
kippe (5.3-7 and 8.16).35 The opposite happens in the story of Kallisthenes
and Kalligone: Kalligone is kidnapped, which puts off her wedding with
Kleitophon (2.13-18), but then the happy ending, which now is unattached
to the main story line, is narrated (8.17-18). As we can see, most of the
sub-plots and parallel action concern threats to Leukippe's chastity. Melite,
the only threat to Kleitophon's chastity, must be considered as one of the
main characters, since her "marriage" to Kleitophon is an important part of
the plot. The parallel love-story of Kleio and Satyros (2.4.2) is dropped at
the outset, when Kleio elopes and is never mentioned again.36
The novel also contains a large number of digressions, often in the form
of encyclopedic material: pseudoscientific explanations, geographical or
ethnographical descriptions, paradoxography. These may vary in length,
from a few lines to whole paragraphs or more. Other digressions, sometimes
whole stories within the story, are also inserted, e.g. the fables told by
Konops and Satyros in L&K 2.21-22.37
Most of the

33

It is

a common

mistake to treat the ancient novels in this manner, which has led to a

number of unfair and

simplistic statements. Cf. Beaton's attempt to treat the "medieval
(19962), an approach that necessarily simplifies matters
more than one should; cf. also Doody (1996) and Tonnet (1996).
34
The death of Charikles (L&K 1.12-14); the adventures of Menelaos and Satyros
(3.19-22); the wooing of Charmides in book 4; the poisoning by Gorgias (4.15); the ad¬
ventures of Kleinias (5.8, 5.9-10).
35
For a similar development, see the role of Menelaos in L&K 2.34 and book 4.
36 Cf. L&K
2.31.2, where Satyros hints at another affair, parallel to the one he had with
Greek romance"

as a

unified genre

Kleio.
37 We

will return to Tatius'

use

of digression

below,

pp.

197-200.
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certainly similarities in the story stuff used by Makrembolites and
Many of the elements in H&H are, however, stock conventions of
the ancient novels: the setting in a pagan, vaguely late antique world, the
travel motif, complete with shipwreck, apparent death and pirates, the final
reunion and marriage, with the chastity of the heroine still intact. As men¬
tioned earlier, we cannot take for granted that Makrembolites drew all of
them from L&K\ he must have been familiar with Heliodoros, most proba¬
bly with Longus and perhaps also with the non-sophistic novels.38
There is no evidence—in the sense of recorded readings such as those by
Photios and Psellos—of Chariton or Xenophon Ephesios from the eleventh
and twelfth centuries.39 It does, however, seem probable, judging from inter¬
nal evidence, that the twelfth-century novelists were familiar at least with
the Ephesiaka.40 Even though the novels of Xenophon Ephesios and Chari¬
ton are not mentioned by Photios in the Bibliotheke, they have been trans¬
mitted alongside Longus and Tatius in a thirteenth-century codex now in
Florence, the Laurentianus Conventi Soppressi 627 (F).41 This is the codex
unicus of the two pre-sophistic novels. Someone must accordingly have had
in his possession a manuscript of these ancient novels, from which the Lau¬
rentianus could be copied. It is reasonable to assume that the pre-sophistic
and the sophistic novels also before the writing of the Laurentianus, and
certainly during the revival in the twelfth century, were perceived more or
less as one genre. The pre-sophistic novels may not have become as popular
in Byzantium as the sophistic ones, but they were copied and thus pre¬
sumably read.
are

Tatius.

38

Cf. "the golden rule" of Schmeling (1980) 139: "much of the later influence realized
by ancient prose fiction was exerted by the total corpus of ancient novels and not so very
much by individual works."
39
The only testimony to the existence of Xenophon of Ephesos is a few lines in the
Suda, Η 50; on this somewhat problematic passage, see Kytzler (1996) 345-346. There
seems to be traces of the Eph. in Aristainetus in the 5th century, and Hesychius mentions
it around 500; ibid. 357 and n. 31.
40
On the possible influences of the Eph. in H&H, see Alexiou (1977) 35-36. On pos¬
sible allusions to Chariton's novel in Kallimachos & Chrysorrhoe, see Beaton (19962)
151.
41

For a brief description of the content of the Laurentianus, see Agapitos (1998a) 126—
127 with further references; see also Vilborg (1955) xix. Of L&K only the first part is trans¬
mitted in this manuscript; it leaves off at 4.4.4. The Laurentianus also contains an an¬

thology of 12th-century court poetry, and prose and letters by late antique and Byzantine
authors; Agapitos, ibid 126-127 and n. 12. Cf. Kytzler (1996) 358 and Winkler (1994) 23
on the "theological treatises" in the Laurentianus.
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We need to examine the

subject-matter of Makrembolites and Tatius in
distinguish which elements are shared, or not shared,
by the two novelists. The couples of the two novels both meet owing to
hospitality, fevta, which gives them an opportunity to live within the same
household and get to know each other. This was a convenient invention of
Tatius, enabling him to concentrate on the couple's communication and the
gradual development of their love, and also their ending up in bed together
early in the story.42 But there are differences in Makrembolites' adaptation.
First of all, the circumstances of the first meeting are different: in H&H
Hysminias is sent as a herald to the home-town of Hysmine, and thus the
hero is entertained as a guest in the heroine's home; in L&K Leukippe is a
guest in the hero's home. This device may be characterised as inversion, an
important part of creative imitation. It is also possible that Makrembolites
was inspired by one of Tatius' sub-plots, in which Kallisthenes comes as a
herald to Tyre from where he abducts Kalligone, whom he later falls in love
with and marries.43 We should also note that Hysmine and Hysminias are
not related to each other, whereas Leukippe is Kleitophon's cousin, and
Kalligone, whom he was supposed to marry, was his paternal half-sister.44
Hysmine and Hysminias do, however, have a special bonding by means of
their names, which indicates something more than kinship; they are "twin
souls" and thus meant for each other by Fate.45
Like Tatius, Makrembolites devotes the first part of his novel to the
wooing of the heroine and the gradual development of love between the
young couple.46 But unlike Tatius, he emphasises the inexperience, even
erotic aporia of the hero, Hysmine being the active party in the first two
books.47 Kleitophon too shows a certain ignorance on the matter {L&K
closer detail in order to

42

Anderson

43

We should note that Makrembolites

(1997) 2280.

κήρυξ, whereas Tatius in most
θεωρός {L&K 2.15.1; 2.17.1; 7.12.3), and κήρυξ only once {L&K 8.10.10); cf.
Heliodoros' κήρυξ {Aith. 4.1.1; 4.2.1; 4.3.3; 4.5.5; 7.3.3; 8.9.10; 9.20.2; 10.4.4; 10.
16.3; 10.25.1) and also Longus' D&C 3.2.2; 3.2.4.
44
In late antiquity, marriage was often allowed between half-brother and half-sister;
Winkler (1989) 178. In Byzantium, according to the canonical law, matters were different;
see e.g. canon LIV in The Canons of the Council ofTrullo {The Quinisext Council)·, Engl,
trans, in Schaff (1977) 390-391. It is possible that Makrembolites removed the family re¬
lation between the protagonists for the favour of Platonic bonds due to moral reasons.
uses

the term

cases uses

45

See above, pp. 156-159.
Tatius' novel here differs from the topos
his and Makrembolites' use of the traditional
46

"love at first sight" in the other novels; on
motif, see Jouanno (1994) 149-151, 156—

157.
47

The

only counterpart to this complete amorous and sexual ignorance
Longus' D&C; Alexiou (1977) 36.

the hero is found in

on

the part of
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1.9.7), but he still

have had some sexual experience (2.37.7). The
mysteries of Eros covers half of H&H—the first 6
books—until the couple elope in book 7. During this period the couple's
meetings take place partly in the garden (in the garden of Hysmine's father
in Aulikomis), partly during dinners (both in Aulikomis and in Eurykomis),
just like the meetings of Leukippe and Kleitophon.48 The gardens of the two
novels recall each other, but they both adhere to the same topos, and thus
Makrembolites' garden has not necessarily been modelled upon that of Tatius.49 The two novels' heroes are both advised by friends: Kleitophon by
Kleinias (his relative) and Satyros (his servant); Hysminias by Kratisthenes,
his friend and "alter ego".50
When Hysmine and Hysminias elope, they are assisted by Kratisthenes,
just as Leukippe and Kleitophon are helped by Kleinias. Leukippe and
Kleitophon manage to stay together throughout their first adventure: a
storm that causes a shipwreck. It is not until they have reached the delta of
the Nile that they are attacked by brigands, who wrest Leukippe out of
Kleitophon's arms and apparently sacrifice her on an altar. In H&H, the
storm that rises at sea is calmed by the sacrifice to Poseidon of Hysmine,
who is wrenched out of Hysminias' arms and thrown into the sea.
Both Leukippe and Hysmine eventually turn up as slave-girls, and they
reveal their true identity by means of letters to the heroes. The heroes are
both subjected to sexual harassment by the girls' mistresses; but Kleitophon
has in fact already been "married" to Melite for quite some time when he
finds out about Leukippe, while Hysminias has been enslaved himself and
already been harassed by his own mistress. An important difference is that
Hysminias never gives up his chastity, while Kleitophon in fact does have
sex with Melite as a slightly twisted act of farewell.51
The final reunion takes place at religious festivals in both novels.52 The
couples are helped by priests (in L&K a priest of Artemis; in H&H a priest
of Apollo), and the same priests invite them and their relatives (in Tatius
seems to

initiation into the

48

But note the deliberate snaring of the lovers by Eros in H&H, which may be com¬
pared to that in the Ephesiaka; Alexiou (1977) 35. From the same novel may have been
drawn the immodesty of the heroine; ibid 35-36.
49
See above, pp. 97-103, and below, pp. 209-213.
50
See below, pp. 256-258.
51
L&K 5.27. Cf. Longus' D&C, where Daphnis is taught the mysteries of love by the
experienced woman Lykainion.
52
Cf. the Aith. book 10. Elements possibly drawn from Heliodoros, as suggested by
Alexiou (1977) 35, are the pagan festivals and sacrifices, the pretence that the lovers are re¬
lated, the description of a city sacked by pirates, and the references to Hellenes and Philhellenes; but cf. above, p. 122 on Hellenism and its relation to contemporary Byzantium.
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only Leukippe's father) to dinners, during which the protagonists relate
their stories. The adventures come to an end with the final chastity tests,
but the ordeals are quite differently performed in the two novels.53
In comparing the story material of the two novels we can see that Makrembolites has indeed drawn material from L&K. It has, however, not been

mechanically imitated, but

every

element of the plot has been reshaped and

transformed, for example by means of inversion. This is a tendency of
which

will

many examples in this part of the study as we investigate
the different levels of narrative technique in some closer detail. We must also
we

see

note that many

elements have in fact been left out in the later novel, e.g. the
descriptions of the shipwreck, the many attacks by or on pirates,
the apparent murders or sacrifices, and the legal proceedings. The paradoxographical material has been dropped, with only some traces remaining.54 The
discussions on homosexuality are completely left out; a few misogynistic
comments, which in L&K are tied to the love of the same sex, remain.55 The
hero's seduction by another woman—Kleitophon having sex with Melite—
has no parallel in H&H', although Hysminias is harassed, he is not even
tempted. No threats to Hysmine's chastity appear in H&H. Compared to
the continuous rape attempts on Leukippe this difference is striking.56
The basic ingredients may be the same, but the story told by Makrembolites is another; it is slower and less action-packed than the model. Indecent,
burlesque and exotic detail from L&K has been left out, and replaced by
elaborate descriptions of works of art and rhetorical expositions on the part
detailed

of the narrator. As

we

have

seen

in Part 1, this does not mean that H&H is

uneventful, just that action and suspense function on different levels. Nor is
it less erotic, rather the contrary, but eroticism is achieved by different

53

See below, pp. 219-222. In the Aithiopika Theagenes and Charikleia are equally
tested; in the novels of Chariton and Xenophon there is no reason for this, since the
couples are already married at the outset.
54
E.g. the myth of the palm, L&K 1.17.3-5, H&H 10.3; see below, pp. 235-236.
55
Homosexuality was generally condemned in Byzantium as, according to the Church,
"against nature"; see Bullough (1976) 317-346, Boswell (1981) 137-166, Troianos
(1989), and Laiou (1992) 74-84. On eunuchs, often associated with homosexuality, see
Ringrose (1994) and Tougher (1997). Eunuchs, along with other young, beardless men,
could be refused admittance to monasteries in an attempt to protect monks from tempta¬
tion; see Galatariotou (1987b), whose discussion on homosexuality in Byzantium, esp. pp.
121-124, is considered one of the best.
56 These
may have been the indecent aspects particularly disliked by Photios (cod. 87);
see above, p. 26. Cf. Psellos' mentioning of the sacrifice of Leukippe in Synkrisis 84-86.
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The result is instead

a

focusing

on

the central functions of art and
following analysis.

maturation. We will return to all these issues in the

2.2.2

Composition

L&K opens

with the author-narrator arriving at Sidon, where he chances
painting of Europa, Zeus, and Eros. While admiring the painting he is
approached by a young man who, according to himself, has been maltreated
by love. This is the hero-narrator Kleitophon, whose story—beginning in
L&K 1.3—is the novel proper. The opening paragraph consists of a de¬
scription of the city of Sidon.
upon a

Σιδών επι θαλάττη 7ΤΌλι?· Άσσυρίων57 ή θάλασσα· μήτηρ Φοινίκων ή πόλιςΘηβαίων ό δήμος -πατήρ, δίδυμος λιμήν ev κόλπω πλατύς, ηρέμα κλαίων το
πέλαγος· η γαρ ό κόλπος κατά πλζυράν επι δζξιά κοιλαίνεται, στόμα δεύτεροι
όρώρνκται, και το ϋδωρ αύθις εισρεΐ, και γίνεται τον λιμένος άλλο? λιμήν, ώς
χιειμάζζιν μέν ταύτη τάς όλκάδας έν γαλήνη, 0ερι'£ειι> δε του λιμένος ει? το
προκόλπιον. 2 ίνταύθα ήκων εκ πολλού χειμώνος σώστρα έθυον έμαντοϋ τη
των Φοινίκων 0εα· Άστάρτην αυτήν καλοϋσιν οί Σιδώνιοι.
π^ριϊων ούν και
την άλλην πόλιν και περισκοπων τα αναθήματα όρώ γραφήν άνακειμίνην γης
άμα και θαλάττης. Ευρώπης ή γραφή· Φοινίκων ή θάλασσα; Σιδώνος ή γη. 3
εν
τη γη λαιμών και χορός παρθίνων. ev τη θαλάττη ταύρος eπevήχeτo, και
τοις νώτοις καλή παρθένος έπ€κάθητο, επί. Κρήτην τω ταύρω πλέουσα. (L&K

1.1.1-3)
Sidon is

city beside the sea. The sea is the Assyrian; the city is the metropolis of
Phoenicia; its people are the forefathers of Thebes. Nestled in its bosom, discretely
refusing the ocean's advances, is a broad double harbor: where the bay curves round
on the right, a second entrance has been channelled, a further inlet for the tide water,
a harbor within the harbor. There the great freighters calmly wait out the storms of
winter and in the summer ply the harbor's forebay. 2 Arriving at this port after a
violent storm, in thanks for my safe arrival I offered a sacrifice to the Phoenicians'
great goddess, who in Sidon is known as Astarte. Then touring the rest of the city
to see its memorial offerings, I saw a votive painting whose scene was set on land
and sea alike: the picture was of Europa; the sea was Phoenicia's; the land was
Sidon. 3 On the land were represented a meadow and a chorus of maidens, on the
sea swam a bull, and on his back was seated a beautiful maiden, sailing on the bull
a

towards Crete.

Then follows

detailed

ekphrasis of the painting; the meadow in flower and
expressing both joy and fear at the sight of the bull. Around the
bull, dolphins and erotes are swimming, and Eros is leading the bull (1.1.3a

the maidens

57

Vilborg's

unnecessary

correction of Άσσνρίων into Συρίων has been changed; see
also Winkler (1989) 175:

O'Sullivan (1980) s.v. Άσσύριοι, cf. Vilborg (1962) 18. See
"it was a mark of archaizing elegance to use Assyria for Syria."
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13). The narrator expresses his admiration of Eros' power. At this point a
standing nearby catches the narrator's attention.

person

ταύτα μον

λέγοντος νεανίσκος και αυτός παρεστώς, 'Έχω ταύτα αν είδείην,'
έφη, 'τοσαύτας ύβρεις έξ έρωτος παθών.' 2 'Και τι πέπονθας, ώ αγαθέ; και
γαρ ορώ σον την όψιν ου μακράν της τον θεού τελετής.' 'Σμήνος ανεγείρεις,'
εΐπε, 'λόγων τά γαρ έμά μύθοις έοικε.' 'Μη κατοκνήσης, ώ βέλτιστε,' εφην,
'προς τού Διό? και τού νΕρωτος αυτού, ταύτη μάλλον ήσσειν, εί και μύθοις
έοικε.' 3 και ταύτα δή λέγων δεξιούμαί τε αυτόν καϊ επί τίνος άλσους άγω
γείτονος, ένθα πλάτανοι μεν έπεφύκησαν πολλαϊ και πυκναί, παρέρρει δέ
ύδωρ ψυχρόν τε και διαυγές, οίον από χίονος άρτι λυθείσης έρχεται. καθίσας
ούν αυτόν επί τίνος θώκου χαμαιζήλου καϊ αυτός παρακαθισάμενος, '"Ωρα
σοι,' εφην, 'τη? των λόγων ακροάσεως· πάντως δέ ό τοιούτος τόπος ηδύ? και
μύθων άξιος ερωτικών.'
3 Ό δέ άρχεται τού λέγειν ώδε·
'Έμοί Φοινίκη γένος, Τύρος η πατρίς, όνομα Κλειτοφών, [...]. (L&K 1.2.11.3.1)
At this

point a young man standing nearby said, 'How well I know it—for all the
indignities Love has made me suffer.' 2 'And what have you suffered, my friend?
You have the look, I know it well, of one who has progressed far in his initiation
into Love's mysteries.' 'You are poking up a wasp's nest of narrative. My life has
been very storied.' 'Well sir, by Zeus and by Eros himself, please don't hesitate.
The more storied the better.' 3 I clasped his right hand and we walked to a grove
nearby where many plane trees grew in dense array and a stream meandered, cold
and clear

as

if from fresh-melted

snow.

When

we

had found

a

low bench to sit on, I

said, 'See, here we have the perfect spot for your story—a delightful place and
setting for tales of love.'
3 And he began to speak as follows.
Ί was born at Tyre in Phoenicia. My name is Kleitophon [...]'.
If

a

compare this opening to that of H&H we are immediately struck by
clear similarity, namely the description of a city.58 The central part of
L&K 1.1.1 concerns the harbour, which is elaborately described; it is at this
we

one

harbour that the author-narrator arrives.59 The two aspects

of Eurykomis
beauty/excellence {H&H 1.1.1) and its reli¬
gious tradition {H&H 1.1.2). It is the religious aspect that is the important
part, since it explains the situation in which Hysminias is presented. The
religious aspect of Sidon is explained in L&K 1.1.2: the temple of Astarte.
Basically, then, the two descriptions concern the cities' external and reli¬
gious characteristics. In L&K, Sidon is the setting of the frame story—as far

that

58

we are

informed of

are

its

opening passage of H&H is quoted above, pp. 51-52. Cf. also the opening
description of Mytilene in Longus' D&C 1.1.
59
Cf. the harbour of Mytilene in Longus' D&C; Palm (1965) 183: "'der schbne Hafen'
war ein beliebtes Thema in den Landschaftsbeschreibungen."
The
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as we

know without connection to the

sis of

one

plot—and it leads up to the ekphrapaintings. In H&H, Eurykomis is the starting-point
for the story, and is part of the presentation of the hero. This may be com¬
pared to the more traditional, "oral epic" introduction of the hero in L&K
1.3.1.60 In neither novel is the reader taken back to the initial setting: we
never find out
why Kleitophon ended up in Sidon, and the protagonists of
H&H do not return to Eurykomis after the first cycle ofjourneys.61
The extensive ekphrasis of the painting of Europa that follows sets the
erotic tone and states the theme of L&K and anticipates some of its main
action: the heroine is taken away from her family by the hero, and then kid¬
napped repeatedly throughout the novel.62 The paintings in H&H appear
later, after the ekphrasis of the garden of Sosthenes in which they all belong;
these paintings too express the themes of the novel.63 The garden descrip¬
tion in L&K does not appear until the end of book 1 (L&K 1.15). In H&H
the different kinds of ekphraseis have been rearranged: the garden motif has
been moved to the beginning of the novel in order to gradually present its
content, the paintings, and the discussions that are attached to them. As we
will see later, the ekphraseis in H&H have also been mixed with the narra¬
tive in a manner different from that of the painting of Europa in L&K, which
is just an anticipating or generative starting point, and not part of the action.
Also, the narrative frame has been dropped for the benefit of an epistolary
situation. The only listener (or reader) at Hysminias' disposal is the some¬
what mysterious Charidoux, who may have been brought in to replace the
framing narrative act in L&K.64
of its votive

60

Alexiou

61

On the closure of the two

62

On this

(1977) 30.

novels, see below, pp. 189-191.
ekphrasis and its construction, see Palm (1965) 183-185. See also Bartsch
(1989) 40-45, 48-55, 62-65 on its proleptic function; cf. H&gg (1992). Cf. also Nimis
(1998) 101, 102-104, who argues that the function of the description is generative, rather
than symbolic or proleptic.
63 See
above, pp. 123-135.
64 On
Charidoux, see above, pp. 52, 89, 154. Genette's concept of external and internal
narratees has been adopted by Fusillo (1991) 178-186. An external narratee does not take
part in the action, whereas internal narratees do (for example the priests listening to the
protagonists' stories in both novels). The external narratee in L&K is the initial narrator,
the fictional author; in H&H, it is Charidoux. The conventional curiositas on the part of
the external narratee has thus been dropped—Charidoux does not intervene with any
questions—but it may still be hinted at in the very presence of Charidoux, alluding to the
narrative frame of L&K.
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NOVEL AND PHILOSOPHY

L&K 1.2.3 is reminiscent of the

setting of Plato's Phaedrus.65 The grove
plane trees and the cool water of the spring mirrors Plato's famous
grove, and the narrator explicitly identifies it as the perfect place for telling
stories of Eros, μύθων a£to? Ερωτικών.66 The Platonic locus amoenus was
a topos frequently used by authors of the Second Sophistic;67 indeed, the
potential of the entire Phaedrus as an object of classicising mimesis is well
documented.68 For the "literature of love" this dialogue, along with the
Symposium, was a great influence, evident in the few works that have come
down to us.69 The Platonic opening, along with a number of other references
to the Phaedrus in L&K, is accordingly not surprising.70 Nor was Tatius the
only ancient novelist to insert Phaedran references; Xenophon of Ephesos,71
Chariton,72 and Longus73 all did. The Platonic imitations and allusions prob¬
ably had a double function, as both philosophical and stylistic elements.74

with its

65

Plato, Phdr. 229a-230c, esp. 230b-c.
Cf. L&K 1.16.6, where Kleitophon chooses the garden as a setting for his erotic
myths which presumably will turn Leukippe on (as in L&K 1.6.6). An inverted situation
is that of "Eros the Sophist" in L&K 1.10.1, i.e. "love makes people talk"; cf. Halperin
(1992) 104-105 on logoi conceived after erotic encounters; Phdr. 278a6-7 and Sym.
208el-209e4 and 210a7-8, cl-3, d4-6.
67
Palm (1965) 185; Trapp (1990) 141-148, 171. Plutarch's imitation in Amatorius
749a is particularly remarkable, since he has the speaker comment upon the frequency of
such imitation and thus excludes it from his own dialogue, "but the very denial signals a
Phaedran presence"; Trapp, ibid. 159.
68
A number of orators recommend Plato and/or the Phaedrus as a model, e.g. Cicero
(Or. 3.10) and Hermogenes (e.g. Id. 2.4, Spengel II, 358), and sophists like Philostratus
imitate the Phaedrus; see Trapp (1990) esp. 171-173 (appendix with examples).
69
Only three works of this genre have come down to us in their entirety: Plutarch's
Amatorius, Pseudo-Lucian's Amores and Maximus of Tyre's Dialexeis 18-21 ("What was
Socrates' art of love?"). Surviving titles, however, testify to a rich tradition; Trapp (1990)
146-147, 155-164.
70 L&K
1.4.4, 1.9.4 and 5.13.4 are all based on Phdr. 251b-c and 255b-d (on the cre¬
ation of love by the outflow of beauty from the beloved into the lover's soul through his
eyes); Trapp (1990) 155.
71
Eph. 1.3.2 and 1.9.6-8, cf. Phdr. 251b-c and 255b—<i; Trapp, ibid.
72 C&K
8.1.3 seems to echo Phdr. 242b-243d; Trapp, ibid.
73
D&C 1.22.4, cf. Phdr. 255d; D&C 2.7.1, cf. Phdr. 249d; Trapp, ibid. Also, D&C
1.25-26 may be inspired by Phdr. 259a-c; Hunter (1983) 32, 56-57.
74 Cf.
Trapp (1990) 155: "in all these cases the Phaedrus is being used to infuse either
[my italics] a modicum of philosophy, or a little of the stylistic sweetness for which it was
so admired by the rhetors." See Hunter (1983) 92-98 on stylistic sweetness, γλυκύτψ, in
Longus; Hunter's discussion starts from Hermogenes (Id. 2.4, Spengel II, 357-364), who
brings in the Phaedrus and the Symposium as exemplary models.
66
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The Platonic references in L&K have led to

interpretation of the novel
non-Platonic, philosophical essay on love.751 would like to
suggest that Makrembolites recognised and acknowledged Tabus' Platonic
aspects, and that he composed H&H in accordance with that philosophicalerotic tone. I argued in the first part of this study that Makrembolites' novel
displays a generic influence from the philosophical essay in the manner of
Plutarch, and that Charidoux accordingly functions as the pupil addressee,
Kratisthenes as the dialogue partner and exegete.761 also suggested that the
homonymity of the protagonists reflects the thoughts of erotic unity ex¬
pressed in the Symposium.11 These devices all have parallels in Tatius'
novel, in other ancient novels, and/or in the philosophical dialogue.
as a

Platonic,

an

or

Makrembolites has not

adopted the Phaedran setting, which appears in a
sophistic erotikoi logoi.n It was, however, not unknown to the
Byzantines. It was used in an elaborate manner to create a setting for artistic
inspiration by at least two authors. Theodoros Daphnopates, in a letter to
Constantine Porphyrogennetos, describes how he experienced poetic inspi¬
number of

ration in the mountains under
John Geometres, in one
cent of

an

oak—a variant of the Platonic situation.79

of his garden ekphraseis, describes

a

setting reminis¬

both the Phaedrus and the novels.80 There is, however, another

Platonic, or rather Socratic, reference in the first part of H&H. When
Hysminias relates his arrival at Aulikomis, he describes the throng of people
that greets him in the following manner: epe be TrepieaTciai, καϊ λαρττρόν
τίνα

χορόν

τούτον

έΚίσσουσιν, οίου καϊ Σωκράτην οί ζηλωταϊ

irepi-

"they pressed around

me and they spun around in that bril¬
liant dance that devotees of Socrates used to perform around him" {H&H

eLaTTjKeLaav,

75

Anderson (1982) 23-32 even refers to Tatius as "Plato Eroticus"; on Plato see esp.
25. See also id. (1997) 2280. See also below, p. 191, on the closure of L&K as an im¬
itation of the Symposium.
76
See above, pp. 52, 128-129, 154, 161-162.
77
See above, p. 157.
78
L&K 1.2.3, Ps.-Lucian's Amores 31, and Plutarch's Amatorius 749a; Trapp (1990)

p.

146-147.
79

Theodoros Daphnopates, Κωνσταντίνω ΤϊορφυρογεννήτΙω] τω φιλοχρίστω βα[σι]λεϊ; letter 12 in Darrouzes & Westerink (1978) 145-147. Note esp. lines 12-13: αλλ'
δρα καϊ τον τρόττον της σκέψεως· ΰττό δρυ 1' καλή καϊ σκιερά, 'ενθεν ρέεν' ιτοιητικώς
'άγλαόν ϋδωρ\ την στιβάδα πηζάμενος, της γραφής άπηρχόμην, "eh bien voici la
fa?on dont j'ai composd. Sous un beau chene ombreux, 'd'ou coulait', comme le dit le
poete, 'un ruisseau clair', couchd dans l'herbe, je commenpai k dcrire."
80
John Geometres, Επιστολή κήπου εκφραστική; no. 2 in Littlewood (1972) 7-9.
Esp. 8.23-29, on which see Littlewood's commentary in pp. 48-49, but note also the ad¬
dressee ώ φιλότης in 8.8, commented on p. 47. On Geometres' garden descriptions, see
also above, p. 101, n. 191.
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1.3.2). The remark is puzzling, unless Makrembolites in fact hints both at
as a primary hypotext, and metatextually at his own text as a "philo¬
sophical essay".81
The discussions of the paintings in H&H are referred to as φιλοσοφείν,
"to do philosophy".82 The verb appears in a similar sense in Tatius, where
it refers to dialogues on love. It is used first in L&K 1.12.1, where Kleitophon ends his and Kleinias' discussion on Eros with ταύτα εφιλοσοφού-

L&K

θεού, "thus we were philosophising about the god."83 The
meaning of the verb is, however, fluid: besides the meaning "discussing" or
"discoursing", it also refers to the widely different "restraining oneself',
"abstaining from sex",84 or even "seducing someone".85 Seduction, when de¬
scribed as φιλοσοφείν, is carried out by the use of sophistic discourse. The
reader was told early in the novel that Eros is a self-taught sophist, αυτο¬
σχέδιος σοφιστής (L&K 1.10.1), and this is how Melite convinces Kleitophon to get into bed with her (L&K 5.25.4-5.26). The characteristics of
Eros are then repeated in a slightly different manner: αυτουργός γαρ ό
"Ερως και αυτοσχέδιος σοφιστής, "for love is handy and resourceful, a

μεν περι τον

81
see

Cf. the right to reject the Phaedran opening that is displayed in Plutarch's Amatorius;
above, p. 181, n. 67. The passage in H&H may, however, be compared to Plato,

Protagoras 315b, where the admirers of Protagoras form a "dancing attendance", spinning
around him as they follow him: τούτον τον χορον μάλιστα εγωγε ιδων ησθην, ώ?

ηύλαβούντο μηδεττοτε εμττοδων εν τω ττρόσθεν είναι Πρωταγόρου, αλλ' εττεώη
άναστρέφοι και οι μετ εκείνου, ευ 7τω? και εν κόσμω ττεριεσγίζοντο ούτοι οι
εττηκοοι ενθεν και ενθεν, και εν κύκλω ττεριιόντες άει εις το δττισθεν καθίσταντο
καλώ?

αυτός

κάλλιστα, "as for me, when I saw their evolutions I was delighted with the admirable care
they took not to hinder Protagoras at any moment by getting in front; but whenever the
master turned about and those with him, it was fine to see the orderly manner in which his
train of listeners split up in two parties on this side and on that, and wheeling round
formed up again each time in his rear most admirably." Trans, by Lamb (1952). Although
the central figure here is not Socrates, but Protagoras, it is Socrates who tells the story; it
is likely that Makrembolites, alluding from memory, remembered the passage vaguely and
made

a

mistake.

82

H&H 2.8.1, 4.18.1 and
kind of rhetorical discourse.

4.19.1; in 4.1.3, 7.13.2 and 7.14.3 the verb refers to any

83 Goldhill
(1995) 79. Winkler translates "we were thus rapt in deep philosophy con¬
cerning the god". On the verb φιλοσοφείν in H&H and L&K, see Goldhill, ibid. 94-98
and Cupane (2000) 29. See also Dostdlovi (1993) 49 on the mystic and Neoplatonic tones
in H&H, evident in the allegorical paintings and the use of φιλοσοφείν; cf. the Neoplato¬
nic interpretation of Heliodoros by Philip the Philosopher; see Sandy in Zimmermann,
Panayotakis & Keulen (2000) 102-103, and above, p. 25 and n. 83.
84 O'Sullivan
(1980) s.v. φιλοσοφεω.
85
Goldhill (1995) 94-96; see also Cupane (2000) 29, n. 29, who emphasises the ironic
tone

of the verb.
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clever bricoleur"

(L&K 5.27.4).86 Philosophy is in this

way

ironically

con¬

nected with erotic discourse.
In Prodromos' R&D, Dosikles once

philosophises on the nature of love
Hysminias do.87 Dosikles is inter¬
rupted by his audience with the following remark:
in the

same manner as

'Παυου. Αοσίκλεις,

Kratisthenes and

μάτην λέγεις λόγων'
ε'φασαν ούτοι- 'μη γίνου δημηγόρος
(απρόσφορος γαρ άρτι φιλοσοφία)·
άλλα σκοττώμεν εμφρόνως τό πρακτέον.' (R&D 2.434)
ων

'Cease your

idle talk, Dosikles!' they said. 'Don't play the popular orator (for at
philosophy is out of place); let us instead be sensible and consider
act.'88

the moment
how to

Again, φιλοσοφία is used for "discourse on the subject of love".89 But in
fact, the speech of Dosikles is not just any kind of love talk; it falls back
upon the Platonic discussion on the age and nature of Eros in the Sym¬
posium.90 This is the same hypotext that Tatius and Longus drew upon in
their discussions

on

Eros.91

Platonic

dialogue appears also in other Komnenian novels. In book 7 of
R&D, there is a dialogue between Vryaxes and Dosikles, in which Dosikles
is led by Platonic questions and answers to agree that his own execution by
sacrifice is a logical step. Only Kratandros' Socratic response dissuades
Vryaxes from proceeding.92 Also Eugenianos' novel contains allusions to

86

Cf. Goldhill

87

Cf. H&H 2.9-10.

88

Transl. in MacAlister

89

MacAlister

(1995) 96.

(1991) 206, n. 97, with some minor changes of my own.
(1991) 205-207 interprets the passage by Prodromos, along with H&H
2.9-10, as polemical, reflecting a contemporary political mood in which philosophy was
actually dangerous. Cf. Cupane (2000) 29, n. 29, who argues that the connotations of
philosophia in Prodromos are those of Tatius, i.e. ironic rather than polemic. We should
remember, though, the notion of rhetoric's inherent amphoteroglossia as described by
Tzetzes (see above, p. 148, n. 390); from that perspective, philosophia may well function
as rhetorical discourse of Eros as in L&K and H&H, and at the same time as an allusion to
the contemporary situation.
90 R&D
2.421-431; cf. Plato, Sym. 178c and 195b; Cupane (2000) 29, n. 29.
91
Cf. D&C 2.5.2 and L&K 1.2.1; MacAlister (1991) 206, n. 96; Cupane (2000) 29, n.
29. It is interesting to note that the second column of the Metiochos & Parthenope frag¬
ment also contains a philosophical inquiry (φιλοσόφου ζητησιν) into the nature of Eros;
the following discussion includes the age and nature of Eros. For a discussion of the novel,
the Greek text and an English translation with commentary, see Stephens and Winkler
(1995) 72-93. On Metiochos & Parthenope, see also below, pp. 205-206.
92
R&D 7.400-445; Jeffreys (1998) 193.
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Plato's work.93 In all the Komnenian novels these Platonic

expressions and
combined with the Aristotelian interpretations of dreams and
oracles. The analysis by MacAlister has already been discussed: she argued
that the Komnenian novelists' rejection of the prognostic qualities of dreams
reflected a mood of intellectualism connected with the scholarly activities in
contemporary Byzantine society.94 The movement was represented in the
eleventh century by the works of Psellos and John Italos, and continued in
the twelfth century by a revival of Aristotelian scholarship.95 Among the
early works, Psellos' ekphrasis of a statue of Eros is quite remarkable in our
context.96 The ekphrasis consists of two parts, in the first of which the
Platonic aspects of Eros are described with an abundance of echoes from the
Phaedrus\ the second part is a set-piece description of the statue.97
The commentaries on the works of Aristotle were carried out mainly by
two scholars, Eustratios of Nicaea and Michael of Ephesos.98 Eustratios and
Michael were both pupils of Italos, pupil of Psellos, and they were both fi¬
nancially supported between 1130 and 1150 by Anna Komnene." The
princess was for a period also the patroness of Prodromos, the court poet
and author of R&D.100 There is thus a clear connection between the philo¬
sophical works of the eleventh and twelfth centuries and the novels.101 This
connection is indicated also in the manuscript Oxford Baroccianus 131,
which, among other texts, transmits a large number of philosophical treatises
reflecting Aristotelian scholarship, including excerpts from Aristotle, impe¬
rial and late antique texts, essays by Psellos himself or slightly later compil¬
ers, alongside Makrembolites' H&H.102
I do not argue that H&H was actually seen as a philosophical text, by ei¬
ther its author or its audience. Plato, being a central school author, was one

thoughts

are

93

See Conca

94

See above, p. 110.
MacAlister (1990)

95

(1990, 1994a) and Beaton (19962) 55,

n.

14.

196.
Psellos, "Εκφρασι? €ts "Ερωτα ϊγγεγλυμμένον λίθω, "Ekphrasis concerning [a
statue of] Eros carved in stone"; no. 34 in Littlewood (1985) 129-131.
97 Dost£lov£
(1993) 51. The ekphrasis will be discussed in an iconographical and philo¬
96

sophical context below, p. 206.
98
MacAlister (1990) 196-198; (1994b) 318-319.
99
Browning (1962) 6-8; Sideras (1994) 178-180; Mullett (1984) 178; Agapitos
(1998a) 142.
100

Agapitos (1998a) 146 and

101

On the revival of and interest in drama in the

n.

139.
same

circles,

see

Agapitos (1998a)

142.
102

On the manuscript (1250-1280) and its content, see Agapitos (1998a) 139-140; for a
description of the Barocci MS, see Wilson (1978).
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of the ancient authors most

frequently quoted in Byzantium.103 His dia¬
logues were seen as important literary models, and thus imitations were not
necessarily conceived as having philosophical connotations.104 Makrembolites seems to have been playing with mixis of genre, drawing compositional
devices from the philosophical essay, and combining them with the ancient
novel. He also added further Platonic and Aristotelian references: L&K, and

perhaps also other ancient or Hellenistic erotikoi logoi

or novels, functioned
scholarship provided
Aristotelian subject matter. The result of Makrembolites' experimental com¬
position is, if not a philosophical essay on love according to the Hellenistic
standards, then surely a Byzantine essay on love and art.
as

sources

for the Platonic material; contemporary

ADVANCING THE PLOT

Due to the many

sub-plots and the parallel action, L&K displays an internal
of recapitulations and anticipations which is rather com¬
plex.105 There are only three regular recapitulations, i.e. passages that report
action which has taken place before the eyes of the reader: the first two,
L&K 1.9.1 and 8.4.3-4, are short, and the third, 8.5, is partly elliptical. By
elliptical recapitulation I mean a recapitulation taking place without the
events being repeated in the text, e.g. the end of 8.5.4: ττέττραται, bebovAeuxe, γήν έσκαφε, σζσνληται της κεφαλής το κάλλος- την κονράν
όράς.' καΐ καθ' εκαστον ώ? έγόνετο
"'she was sold, enslaved;
she hoed the ground; her beautiful hair was ravaged. You see how she's
shorn.' I went through each event as it happened."
L&K 8.5 is significant, because it contains so much commentary upon
the narrative act itself. We shall look at a couple of examples:
reference system

e7Tel be κατά την Meλίτηv Ιγ€νόμην, έζήρον το 7τράγμα έμαυτού ττρός σωφροσΰνην μ€ταττοίών καΐ ουδέν έψ€υδόμην, [...]. την νανν διηγησάμην, τον eis
VE<f>eaov ττλοϋν, καϊ ώ? άμφω (τνν€καθ€νδομ€ν, και, μα ταντην την vApτeμιv,
ώ? αϊτο γυναικός ανέστη γυνή. 3 ev μόνον τταρήκα των έμαυτοϋ δραμάτων,
[...]. 5 καν τωδε κατά τον Σωαθένην και θέρσανδρον γevόμevoς έξήρον και τα
αυτής έτι μάλλον ή τάμα, [...]. (L&K 8.5.2-5)

103

Wilson

104

Plato is recommended to

(19962) 8.

aspiring writers in a treatise by Psellos, fTept χαρακτήρων
συγγραμμάτων τινών, text in Boissonade (1964) 48-52, and English translation in
Wilson (19962) 172-174. See Pen Characteron 50.13-14: συμτταραλαμβάνον be τω
καταλόγω και τους Πλατωνικούς διάλογους, "I also included in my list Plato's
dialogues", and also 51.18-28 on the literary style of Plato as incomparable to other
philosophers and orators.
105
On anticipations and recapitulations in L&K, see HSgg (1971a) 234-242, 277-285.
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When I reached the

chapters about Melite, I modified my account of my behaviour
emphasize my chastity (though I told no positive lies) [...]. I included in my
narrative the ship, the voyage to Ephesos, our sleeping together, and, Ί swear by
Artemis here present,' how she rose from bed as a woman from another woman. 3 I
to

omitted
and

only

one scene

[...]. 5 Here too, when I got to the part about Sosthenes

Thersandros, I elaborated her tale

even more

than

my own

This kind of

recapitulation differs greatly from the repetition of events in
H&H, where commentary of this kind does not occur. Hysminias the narra¬
tor does not comment upon the construction of his own narration, since the
wanted effect is one of immediacy and "now". On the other hand, he in¬
cludes comments that bring to the fore the feelings that the narration im¬
poses upon him, such as the Homeric "may you not, ο soul, escape the bar¬
rier of my teeth!" (//ά/7 7.15.2)106
Apart from L&K 8.5, which is partly elliptical, there are three elliptical
recapitulations in Tatius' novel.107 To sustain the sub-plots, there are reca¬
pitulations reporting action that the reader, and presumably the narrator, has
been unaware of.108 The letter of Leukippe in L&K 5.18 functions in a simi¬
lar manner. The novel also contains short recapitulating comments necessary
to sustain the construction of parallel action, for example, in 2.31.2: eiye he

hepav η Αξυκίππη θαλαμηπόλου, ην τω αύτω φαρμάκω καταβαπτίσας
6 Σάτυρος (προσ^π^ποίητο γαρ καϊ αυτής,
ου τω θαλάμω προσβληλΰθζί, Ιράν), "Leukippe had a second chambermaid, whom he drugged
with the

potion (he had pretended to be in love with her too, from the
day she joined the household)." There is no repetitive pattern similar to that
of H&H\ in fact, actions are rarely repeated at all. When they are, the author
same

manner described above: καϊ μζταξυ
ϊμυθολογονμεν α re την προτύραν ζ,τνγομζν άπόντας καϊ el'
wcbeeatepov ην ών επάθομεν, "during dinner we told again the same

avoids

repetition in the elliptical

όαπνουντζς
tl

stories

the

day before and filled in the blanks that had been left" {L&K
8.15.3). Tatius thus avoids what Makrembolites apparently strives to
as

achieve: the refrain-like

rhythm of a poetic text.109
Since L&K is narrated in the first person from a

non-omniscient narrative
position, there are no regular anticipations of coming actions; whereas
Kleitophon the narrator displays his knowledge of what will happen,
106

153. Comments on the narrative act within the narrative
below, pp. 246-247.
107
L&K 2.34.7, 3.14.2, and 8.15.3.
108
L&K 3.19-22 (Menelaos and Satyros), 5.9-10 (Kleinias) 8.16 (Leukippe), 8.17-18
(Sostratos on Kalligone).
109 See
above, pp. 64-74.
Cf. II. 9.409; see above, p.

will also be discussed
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Kleitophon the protagonist is not supposed to know.110 There are a few ex¬
ceptions where the narrator hints at future events without revealing any¬
thing about them, such as L&K 5.2.3, άλλ' eptvtv ημάς και άλλο της
Τύχης γυμνάσων, "but further trials were in store for us on Fortune's ob¬
stacle course."111 Instead, anticipations are expressed mainly in descriptions
of paintings and dreams. There are three ekphraseis of works of art: a votive
tablet depicting the abduction of Europa in Sidon (1.2-13), a painting of
Prometheus and Andromeda on the wall of a temple of Zeus Kasios in
Pelusium (3.6-8), and a painting of Philomela, Prokne and Tereus in an
artist's workshop in Alexandria (5.3.4-8). The function of these ekphraseis
has been investigated by Shadi Bartsch, who argues that the ekphraseis in
L&K (as in Heliodoros and many other works of the Second Sophistic)
serve as hermeneutic keys to the readers, foreshadowing and
anticipating
events to

There

come.112
four dreams in Tatius' novel, two of them

arranged in a pair:
Kleitophon's dream of Kalligone {L&K 1.3.4); Pantheia's dream of Leukippe (2.23); Leukippe's and Kleitophon's dreams of Artemis and Aphro¬
dite respectively (4.1).113 Pairing such as this occurs also in the diptych of
are

Prometheus and Andromeda mentioned above. There

are even

double moti¬

vations, for example in the painting of Europa foreshadowing both the kid¬

napping of Kalligone and the elopement of Leukippe.114 Some of the other
digressions have an equally proleptic function.115 The proleptic function of
dreams and ekphraseis in L&K is different from their more pragmatic func110

However, in the latter part of L&K, the narrator does, in fact, tend towards omni¬
science; HSgg (1971a), 124-136, 137. See further below, pp. 243-244.
111

See also L&K 5.23 and 7.12.3.

112

Bartsch

(1989) 40-79 on pictorial descriptions. I do not agree that all paintings have
proleptic function. In my view, Bartsch tends to overinterpret the symbolic meaning of
descriptions, and her interpretations of L&K 3.6-8 and 5.3.4—8 are tenuous; ibid 55-59
and 68-76, cf. the cautionary remarks by HSgg (1992). Cf. also Dostalova (1993) 47-48 on
the symbolic meaning of Tatius' ekphraseis, and on the connection with allegorical/ philo¬
sophical descriptions.
113
Bartsch (1989) 80-108 on dreams and oracles; on the double dream in L&K 4.1.3-7
see pp. 89-93. See also MacAlister (1997) 67, 71-74, 77-78 on dreams and pp. 30-32 on
a

omens

114

in L&K.
Bartsch

(1989) 63-65; MacAlister (1996) 86. Bartsch's analysis of the painting of
Europa is much more convincing than those of the other two paintings. See also above, pp.
178-180.
115

Bartsch

(1989) 144-170 on "other descriptions", i.e. paradoxographical and ethno¬
graphical digressions. Note, however, again Bartsch's tendency to overinterpret, e.g. the
description of the cup in L&K 2.3.2 as foreshadowing the entire progression of the protag¬
onists' love affair; HSgg (1992) 193.
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tion in H&H: in the

Byzantine novel the Aristotelian dream interpretation is
dominant, and even though some dreams do mirror future events they are
not as evident as in the ancient novel. The paintings in Sosthenes' garden do
not anticipate action, but express the theme of the novel: the problematics
of love, the process of maturity and the nature of art.116
L&K is filled with digressions on different subjects. These are most often
tied to the progress of the plot, functioning as retardation, and, as just men¬
tioned, sometimes as anticipation. Like the dreams and the paintings, they
may appear in pairs.117 There are also a number of long philosophical dia¬
logues on the nature of love, which to some degree recur in H&H.m As we
saw in Part 1, repetition is an important and dominant principle in the com¬
position of H&H. There is hardly any repetition in L&K, even if some
doubling occurs, and there is no parallel whatsoever to the particular dou¬
bling of the plot in H&H. This is a conspicuous difference in the composi¬
tion of the two novels. Whereas H&H is poetically constructed with "re¬
frains" and recurring themes (i.e. spatial), L&K is narrated in a more tra¬
ditional form, where suspense is created by means of a chronological struc¬
ture, and repetition, as we saw above, is left out in order to avoid unneces¬
sary length.
CLOSURE

L&K closes with
zantium and

Kleitophon and Leukippe having been married in By¬
having returned to Tyre to attend the marriage of Kalligone and

Kallisthenes. The last sentence

runs as

follows:

και

hityvilxapev kv rfj

παραγειpaaavres hitk6dv as το Βυ£αντιον, "we decided to spend
the winter in Tyre and then make our way to Byzantium" (L&K 8.19.3).
The narrative frame from the opening situation in Sidon is never closed. The

Τΰρω

unclosed

frame-story has worried scholars, causing them to accuse Tatius of
forgetfulness or incompetence.119 In response, it has been suggested that the

116
117

See above, pp. 123-135.
The form and function of

digressive and descriptive material will be discussed in

further detail below, pp. 193-200.
118
See above, pp. 183-184.
119

Three explanations are brought up by Vilborg (1962) 140: (a) the end of the novel is
incomplete, (b) the author has forgotten his introduction, or (c) "the author may have found
that it would disturb the narrative to take up the frame story again"; Vilborg finds the latter
most likely. Cf. Gaselee (1947) 455: "our author seems to have forgotten that the story be¬
gan by being Clitophon's narration to himself. The narration took place in Sidon, and
there should have been a few words to round up the book to explain how it came about that
Clitophon found himself at Sidon, and for the author to thank him for his interesting
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opening frame launches the whole story, and that this is all Tatius intended
with it.120 This view has been questioned by Glenn Most, who argues that
the opening narrative situation has been influenced, or rather necessitated,
by the Greek tradition that autobiographical narrative can only be told out
of an imminent need. Tatius has thus, according to Most, adopted the socalled stranger's stratagem, a reason for Kleitophon to speak of his amor¬
ous misfortunes. The happy ending of the novel precluded a return to the
initial autobiographical setting, since autobiographies always end tragically
in antiquity.121
It is, however, common for a framing situation not to be repeated; the in¬
troduction of the narrator, as in L&K, gives a sense of authenticity, an effet
de riel, but does not require the author to return to the initial frame.122
There are, in fact, a number of loose ends in the novel, and the author—or
his readers—obviously did not see it as a problem. The modern reader's
need of

"proper closure" was not part of the ancient reader's horizon of
expectation.123 One ancient example is Plato's Symposium·, another is Theo¬
critus' Idyll 13.124
The contrast to the carefully constructed closing epilogue in H&H is
striking. Again, I think that we need to consider the general character of the
two

a

works. The closed end of Makrembolites' novel underlines the work's

artificiality, and it correlates with the novel's circular construction and care¬
fully balanced structure.125 Bartsch has argued for a similar background for
narration." But

as

Vilborg

says,

"the ordinary reader hardly feels that something is amiss

here"; ibid.
120

First argued by HSgg (1971a) 125-126; on the opening scene, see also Plepelits
(1980) 28; Hunter (1983) 38-40; Bartsch (1989) 168-170; Fusillo (1991) 168 and (1997)
220; Nimis (1998) esp. 102-104.
121
Most (1989).
122 Fusillo
(1997) 220. Fusillo sees the closure as connected with the comical tradition
which, according to him, is important for the understanding of L&K; Fusillo (1991) 178
and (1997) 221.
123
See e.g. the frank remarks by Fowler (1994) 231: "'closure' in all its senses has of¬
ten been seen as a distinguishing characteristic of classicism. [...] No one, of course, has
ever really believed this nonsense." A closed frame is often missing even in the 19th-cen¬
tury novel; it was not until the late 19th century that the novel was accepted as an artistic
genre that could meet with aesthetic and not just moral demands; see e.g. Bakhtin (1981)
3-40. On the modern conception of literary works as closed units, as opposed to the open
texts of a manuscript culture, see Bruns (1982) 44-59.
124 Fusillo
(1997) 220. On the concept of closure in ancient texts, see Fowler (1989,
1994, 1997); for examples of "classical closures", see the articles in Roberts, Dunn &
Fowler (1997); on the ancient novels, see Fusillo (1997).
125 Devices such
as Makrembolites' epilogue occur in other ancient novels. It may, for
example, be compared to the end of the Eph., in which the protagonists visit the temple of
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Tatius' open closure, which she sees as an
to underline the artificiality of the novel.126

intentional omission that serves
I do not agree with this. L&K is
indeed to a certain degree artificial, as are all the literary products of the
Second Sophistic, but we have already seen that the open end is a pheno¬
menon occurring in antiquity. Winkler has suggested that the closure of L&K
is an imitation of the closure in the Symposium,127 which I think is more
probable. The artificiality of L&K lies, in my view, mainly in its reuse of
tradition and the sometimes absurd turns of the plot.
If we look at the distribution of the material that Makrembolites has drawn
from

Tatius, almost all of it, both subject matter, motifs, and vocabulary,

derives from L&K books 1-2. Most of the material from L&K books 3-8
has not been

adopted by Makrembolites, for example most of the adven¬
protagonists and the court scenes. All the material that has been
adopted has been reshaped and reorganised. The only detail that is still in
"the same place" in the two novels is the opening description of a city.
Now, does this have any particular significance? I think it may be seen in
relation to the contrast between the open and closed ends. Firstly, there is a
general tendency for beginnings to be "better", in the sense of being more
carefully constructed, than the rest of a literary work, which is true for
L&K. This is the part of Tatius' novel where Makrembolites finds the ekphraseis and the subject matter on Eros, which is where his primary interest
lies. Secondly, there is also a general tendency for imitators to be more
"faithful" at the beginning, and then rework and change more and more. By
imitating, in his own way, the beginning of L&K, Makrembolites signals the
generic characteristics of his work to his audience, and then he moves on to
do his own version. The end of H&H accordingly correlates with the novel's
overall artistic and poetic character, and not with that of L&K.
tures

of the

Artemis with
all their

offerings including "an inscription in honour of the goddess, commemorating
sufferings and all their adventures" (Eph. 5.15.2: ανέθεσαν αναθήματα καϊ όή καϊ

[την] γραφήν

τη

6eu> ανέθεσαν πάντων

οσα re

επαθον καϊ όσα έδρασαν). Chariton's

novel ends with Kallirhoe's prayer to
my

Aphrodite, after which the author concludes: "that is
story about Kallirhoe" (Chaireas & Kallirhoe 8.16: τοσάδε περί Καλλιρρόης

συνέγραψα). This, of course, reminds

us

of the sphragis of H&H (see above, p. 78).

Paratextual devices in these and other fictional texts

are

discussed by Fusillo (1997) 212-

214, who argues that they endow fiction with a sense of historiographic authenticity.
126

Bartsch

127

Winkler

(1989) 168-170.
(1989) 284.

192

Part 2:

Comparative analysis

2.2.3 Textual structure

Descriptive discourse plays an important role in L&K with all its digressive
material, and in this chapter we will therefore concentrate on the text-type
description.128 The use of the two types of narrative, scene and summary, in
L&K has been investigated in detail by Hagg. On the whole, Tatius has skil¬
fully handled the alternation of slow, digressive development with rapid ac¬
tion, that is, the changes between the two types of narrative.129 But also
here does the text-type description play an important role, since Tatius
tends to use digression to slow down the tempo instead of using scene, or
rather combines the two. Let us, for example, look at the end of book 2,
when the protagonists have eloped and are aboard the ship. The passage
opens with scene describing the beginning of the journey {L&K 2.32). They
meet the young man Menelaos (2.33), who tells his story (2.34). By the end
of the paragraph, there is an elliptical report that Kleinias and Kleitophon
too told their stories. They then engage in a discussion on homo- and het¬
erosexual love (2.35-38). It opens as a dialogue (2.35), but then turns into
three longer digressions on love.130 The whole passage can of course be read
as scene—it is reported in direct speech—but the material is
digressive in
that it is detached from the action. The book ends with the last digression,
and book 3 opens with the elliptical τρίτην δε ημέραν πλεόντων ημών ε£
αίθριας πολλής, "after three days of clear sailing" followed by a long pas¬
sage of scene (3.1-4).
The construction becomes clearer if we consider the passage in compari¬
son to the corresponding passage in H&H (7.7-16). Here the
beginning of
the journey is expressed in a short paragraph describing the first night on the
ship, mixing summary and scene (7.7). The rest of the paragraph is all a long
scene, and the rather long pieces of speech which are inserted do not digress
from the current action, but concern only the present situation;131 the same
goes for the speeches of the captain (7.12.1-3 and 7.13.2).
It is easier to distinguish and draw a line between scene and summary in
L&K than in H&H.132 As we saw in chapter 1.2.3, Makrembolites changes
frequently between scene and summary, often in a fluid manner which

128

The earlier prevalent view of description as irrelevant discourse is no longer com¬
cf. e.g. Sedelmeyer (1959) with Nimis (1998). See also above, p. 84, n. 113.
129
Hagg (1971a) 101-111.
130 Menelaos in L&K 2.36 and
2.38; Kleitophon in 2.37.
131
Hysmine in H&H 7.9 and 7.11; Hysminias in 7.10.
132
Even though it is in general hard to specify the borderline between the two; HMgg
(1971a) 87-88.
mon;
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distinguish the two types. In L&K there is

a

strong correlation between the day-and-night phase and scene, and between
the

ignoring of the day-and-night frame and summary. That correlation em¬
phasises the borderlines, and when the day-and-night frame is dropped,
mainly during the period of adventure, rather than mixing the two types of
narrative Tatius uses digression to change the tempo.133
EKPHRASEIS AND DREAMS

One of the

problems with digressive material is to decide which text-type it
belongs to: description or commentary? Digressions may be descriptive
without being descriptions in their own right, but at the same time set piece
descriptions are digressive. Descriptions may well form narratives in their
own right, for example a description of a city or an animal. Digressions can
also function as commentary, when they are used to comment upon some
event in the narrative. It is common to refer to all digressive material as
"digressions", but that does not enable us to distinguish what type of mate¬
rial it consists of, and the digressions in L&K vary widely in subject matter
and form.134 The case is very different from H&H, where practically all the
descriptions are of paintings or dreams.
Remarkably many of the digressions in L&K are placed in the first half of
the novel. Only three of them are descriptions of works of art: the abduction
of Europa (.L&K 1.2-13), Andromeda and Prometheus (3.6-8), and Philo¬
mela, Prokne and Tereus (5.3.4-8). In H&H as well, almost all of the de¬
scriptions are placed in the first part of the novel.135 It is a striking fact that
both novels open with descriptions of cities (Sidon and Eurykomis respec¬
tively), despite the different narrative situations: the framing narrative in
L&K versus the direct presentation of the hero-narrator in H&H.m If we
compare the paintings in the two novels, Eros is the only motif that they
share. The god has, however, been transferred by Makrembolites from one
context to another, and into the garden.
Garden descriptions occur in both novels, and the ekphraseis are similar.
This does not, however, mean that Makrembolites necessarily drew directly
from Tatius, since garden ekphraseis occur in a number of ancient and By-

133

Cf.HSgg (1971a) 101-103.
Cf. Anderson (1997) 2288-2291.
135
H&H 1.1-2; 1.4-6; 2.2-9; 3.6; 4.5-16.
136
Cf. also the opening description of Mytilene in Longus' D&C 1.1.1, which intro¬
duces the isle of Lesbos where the entire action of the novel takes place.
134
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zantine authors.137 The

position of the garden description is different: in
placed in the beginning of book 1 (H&H 1.4.6), which stresses its
importance in the plot and for the thematics; in L&K it appears later (L&K
1.15). Similar descriptions of the heroines appear in both novels, but their
position too is different: in L&K the heroine is described at the first meeting
(L&K 1.4.3); in H&H the description appears later (H&H 3.6). In contrast
to the proleptic function of some descriptions in L&K,U8 the descriptions in
H&H do not anticipate the action, but embody the novel's themes and ac¬
tively stimulate the progress of Hysminias' development, thus being closely
integrated into the plot.
The construction of the ekphraseis is very different in the two novels. In
H&H, they are mixed with other kinds of discourse, forming an "emblem¬
atic" pattern of beholding-discussing-interpreting.139 In L&K the descrip¬
tions are not as closely integrated with the narrative. The painting of Europa
is commented upon by the viewer (L&K 1.2.1), but the painting of Prome¬
theus and Andromeda is not followed by any remark from Kleitophon,
apart from the typically ekphrastic comments within the description, com¬
menting upon its paradoxical character. The painting of Philomela, Prokne,
and Tereus is found in a slightly different context. It is described in detail,
and Menelaos interprets it as a bad omen (5.4.1-2). Leukippe then asks
Kleitophon to explain it to her, which he does by telling her the myth (5.5).
This is, however, still far from the complex interaction of text-types in
H&H. The difference is significant, since the integration of description and
commentary with narrative in H&H emphasises the exegetic function of the
narrator, and also of the characters.140 This in its turn brings to the fore the
artistic quality of the novel as a work of art that requires interpretation.

H&H it is

There

are

five dreams in L&K,141 in H&H there are seven.142 The dreams,

which in L&K have

foreshadowing function similar to that of description,
explained in terms of Aristotelian dream theory. Hysminias,
as we remember, dreams about things he has seen or been thinking about
during day-time.143 There is only one dream in L&K that follows a similar
can

a

in H&H be

137

See above, pp.
See above, pp.
139 See
above, pp.

97-103, and below, pp. 209-213.
188-189.
85-87.
140
Especially Kratisthenes, but also Hysminias. On the interpretations of the paintings,
see above, pp. 127-128, 130-131, 162.
138

141

L&K 1.3.4; 1.6.5; 2.23; 4.1.4; 4.1.5-8.

142

H&H 3.1-2; 3.5-7; 5.1; 5.2; 5.3^1; 6.17-18; 7.18-19.
See above, pp. 107-108 and (on dreams in L&K) pp. 188-189.
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pattern: Kleitophon's erotic dream about Leukippe.144 Kleitophon cannot

sleep, his soul is attacked by the daily worries that are free to fester at night:
πενθονσιν at λνπαι, τοις μεριμνωσιν at φροντίδες, τοις κινδννενovacv ot φόβοι, τοϊς ερώσι το ττϋρ, "woes of the sorrowing, worries of
the careworn, imperilled men's fears, the fires of men in love" {L&K 1.6.23).

tois

irepl bk

μόλις ελεήσας με τις ϋπνος άνέπαυσεν ολίγον. 5 αλλ' ovbk
άπελθεϊν ηθελεν η κόρη· -πάντα γαρ ην μοι Αευκίππη τα
αύτη, συνεπαιζον, σννεόείπνουν, ήπτόμην, πλείονα εΐχον
αγαθά της ημέρας· και γαρ κατεφίλησα, και ην το φίλημα άληθινόν ωστε
επειόη μι ηγειρεν ό οίκέτης, ελοώορούμην αύτω της άκαιρίας, άπολέσας όνειρον οϋτω γλυκύν. (L&K 1.6.4-5)
την εω

τότ€ μου της ψυχής
ενύπνια· όιελεγόμην

About dawn, a

sleep of some sort took pity on me at last and gave me brief rest.
girl would not leave my soul. All my dreams were of Leukippe.
I spoke with her, played with her, ate with her, touched her—I had more good sen¬
sations than during the day. Yes, 1 even kissed her, and truly it was a kiss—so that
when the servant roused me, I snapped at him for his untimely interruption that
then the

But

even

lost

me so

sweet a dream.

The passage may

be compared to Hysminias' first dream about Hysmine
{H&H 3.5-7). The two passages open similarly. Hysminias too lies sleep¬
less:

και ως em

θνμα

καινον

irvpas

ότττονμζνος (ημην) πυκνά στρεφόμενος, ωσπερ τι
τω "Ερωτι, "I tossed and turned as though I

εζωπτημενον

being roasted on coals, like some strange sacrifice being cooked up for
(3.4.1). After some fantasising, he finally falls asleep. What Makrembolites does here is to amplify an episode drawn from Tatius: Hysminias'
dream sequence is long and elaborate, describing in detail the speaking,
playing, eating, touching, and kissing that Kleitophon only mentions brief¬
ly.145 But that is not all. As we saw, Makrembolites also repeats his own
text in a complex passage of repetition with variation.146 Furthermore, the
dream episode includes a description of Hysmine {H&H 3.6). Kleitophon
described Leukippe's beauty before he dreamt about her {L&K 1.6.1), but
Makrembolites has transferred his description of the girl to the dream se¬
quence.147 The result is a dense mimetic pattern where imitation of L&K is
was

Eros"

interwoven with "auto-mimesis" of his

144

Alexiou

145

Cf. Genette

146
147

own

text.

(1977) 40, n. 45.
(1997) 262-264 on the "thematic power" of amplification.
See above, pp. 70-72.
On the dream passage and its relation to Tatius, see MacAlister (1996) 137-139,

who also discusses the dreams'

possible connection with hagiography. On the descriptions
251-252.

of the heroines, see further below, pp.
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The dream

seems to end with Hysminias' first orgasm {H&H 3.7.6-7); it
so-called "wet dream".148 When he wakes up he is angry for having lost
such a beautiful dream, καϊ ηναόμην νη τον "Ερωτα οϋτω καλόν

is

a

άττολέσας ovetpov (3.7.7). This is a verbal echo of the way in which Tatius
closed the dream of

Kleitophon, and Makrembolites thus signals to the
background of the passage.149 The "wet dream" as a
motif is used also by another twelfth-century author. Manganeios Prodromos, in his poem 7 to Manuel I Komnenos, makes an analogy between the
reader the "Tatian"

sexual frustration of a "wet dream" and his

own

frustration at Manuel's lack

of co-operation

with fundings.150 A possible ancient source for the motif is a
Life of Demetrius, in which a man is cured from his
desire for a beautiful courtesan by dreaming of her.151
Dreams are differently presented in the novels also on a textual level. All
of Hysminias' dreams are narrated as they appear, and thus are fully inte¬
grated into the narrative, being presented almost as scene.152 In L&K they
are more loosely tied to the narrative by the way in which
they are intro¬
dream in Plutarch's

duced. The reader is not informed when the first dream

{L&K 1.3.4) ap¬
peared, only that Kleitophon was nineteen years old when it happened. The
second dream (1.6.5) is narrated as Kleitophon experiences it. In that re¬
spect it is similar to Hysminias' dreams, but it is summarised and not at all
as detailed. The third dream (2.23) is also narrated when it
appears, but the
narrator does so either in retrospect or with a break of the first-person
viewpoint. This is the only explanation for Kleitophon's knowledge of the
subject of Pantheia's dream at that point of the story. The last pair of
dreams (4.1.4 and 4.1.5-8) are both narrated in retrospect. This means that,
even though the dreams of Hysminias are more
descriptive and much longer
than the dreams in L&K, they are still more closely bound to narrative dis148

Alexiou

149

MacAlister

(1977) 41; MacAlister (1991) 200-201.
(1991) 201, who underlines the difference in the way the two statements
are used: in L&K it emphasises the insignificance of the dream, in H&H the opposite; see
also ead. (1996) 139.
150
MacAlister (1991) 204, n. 88; poem 7 in Bernardinello (1972) 60-63. Manganeios
Prodromos opens the poem with a warning that he may express himself in an outrageous
manner, which, according to MacAlister, ibid, may indicate that Makrembolites was criti¬
cised for his bold use of the dream (60.5: τολμηρώς Ερωτικού παράδειγμα παράγω). See
also ead. (1990) 204 on the observations of Michael of Ephesos on "wet dreams".
151
Plutarch, Life of Demetrius, 27; MacAlister (1991) 204, n. 88. Cf. Cupane (2000)
48-49. The motif occurs also in hagiography, see e.g. the Life of St Irene, Abbess of Chrysobalanton, 53c; pp. 66-69 and p. 68, n. 2 in Rosenqvist (1986). A possible connection
between H&H and the temptation dreams of Saints' lives was suggested by Alexiou
(1977) 42.
152
On the problematic status of dreams in a narrative, see above, pp. 84-85, 142.
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whereas those of L&K are of a

more digressive nature. There is most
connection here to the different character of dreams in Makrembolites' novel: Hysminias' dreams are all personal or erotic,153 and the ma¬
jority are related to art through the presence of Eros as depicted in the
painting. There is thus in H&H an affinity between personal and artistic: the
personal experiences of Hysminias are represented by means of both the
painter's and the rhetor's craftsmanship.
The position of the dreams is the same as that of the paintings: in both
novels they appear in the first parts. In H&H, the dream of Eros is placed at
the opening of book 3 for dramatic effect, but no corresponding placing of
dreams as markers can be seen in L&K. In L&K the descriptions of paintings
and dreams are part of the internal reference system of anticipations and re¬
capitulations.154 In H&H, dreams and ekphraseis of paintings play an im¬
portant role in Hysminias' erotic education—the paintings are closely re¬
lated to the main theme of the novel, and the dreams express Hysminias'
feelings before Eros and for Hysmine—and thus they both delay and ad¬
vance the plot.
course,

likely

a

DIGRESSIONS: PARADOXOGRAPHY AND MYTHS

Most of the material in Tatius'

digressions is not, with the exception of the
garden ekphrasis (L&K 1.15), what we would call traditional novelistic sub¬
ject matter. Besides traditional myth and fabula, he displays a whole bulk of
encyclopedic material: a number of pseudoscientific explanations along with
geographical, ethnographical and paradoxographical descriptions.155 These
digressions vary in length, and some of them are small narratives in their
own right.156 All are in different ways tied to the progress of the plot, and
they are often placed in dialogue or during pauses in the intrigue as retarda¬
tions of the action. In some cases they are placed at the end of books as in¬
ternal closures, for example the legend of the Phoenix at the end of book 3,
and that of the crocodile at the end of book 4. In contrast, the description of
Alexandria is placed at the beginning of book 5 as an opening.157 We can
distinguish some pairing of digressions, such as the stories of Satyros and

153

Alexiou

154

For

(1977) 40.
example, Pantheia's dream in L&K 2.23 has a recapitulating function since it
partly mirrors Kleitophon's dream of Kalligone (L&K 1.3.4). On anticipations and recapit¬
ulations in L&K, see above, pp. 186-188.
155 Fusillo
(1991) 67-76.
156
Anderson (1997) 2288.
157
On the ekphrasis of Alexandria, see Billault (1991) 36-38.
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Konops respectively (2.21-22).158 Also, digression tends to breed digres¬
sion: one story leads to another, as in the case of the story of the hippo¬
potamus, which leads to the myth of the elephant and the rose of India
(4.2-5).!59
Digressions in L&K may also be used as amorous incitements: Kleitophon uses erotic legends to catch the interest of Leukippe {L&K 1.16-19):

βουλόμενος ούν εγώ εύάγωγον την κόρην εις έρωτα παρασκευάσαι,
λόγων προς τον Σάτυρον ηρχόμην, "to lay the grounds for Leukippe's
inclination, I began speaking to Satyros" (1.16.1). He later
points out that φιλόμυθον yap πως τό των γυναικών γένος, "there is
something in the nature of women that dearly loves a tale" (5.5.1). Kleitophon himself is aroused by hearing the story of Daphne and Apollo (1.5.5),
τοϋτό pot μάλλον ασθεν την ψυχην εξεκαυσεν υπεκκαυμα γαρ επι¬
θυμίας λόγος ερωτικός, "this lyrical interlude fanned higher the fire in my
soul, for stories of love stir feelings of lust" (1.5.5-6). Charmides narrates
the stories of the hippopotamus and the elephant in order to be close to
Leukippe:
more amorous

ούν επί τό θηρίον τονς οφθαλμούς ειχομεν, em Αευκΐππην δε ό
στρατηγός· και ευθύς εαλώκει. βουλόμενος ούν ημάς παραμένειν επί πλεί¬
στον, ϊυ εχη τοϊς όφθαλμοΐς αυτού χαρίζεσθαι, περιπλοκάς εζήτει λόγων.
ημείς

μεν

(L&K 4.3.1-2).
While
he

eyeing the animal, the general was eyeing Leukippe, and suddenly
trapped. Desiring to prolong our presence as long as possible so he could
his eyes on her, he searched out topics of conversation.
we were

was

feast

There is

such amount of digressive

material in H&H. The vast paradoxographical material in L&K has in H&H been minimised into a few very short
explanations. The legend of the male and the female palm is mentioned, or
hinted at (H&H 10.3), and the legend of the Rhine (8.7.1) may have some
connection with Tatius' tales of Styx and/or Arethusa.160 In book 8 there are
the explanations of the nature of Artemis' spring in Artykomis (8.7) and the
origin of the city of Daphnepolis (8.18). At other places, potential points of

158

no

Anderson

(1997) 2283. Cf. also Segal (1984) on the pairing of complementary char¬
Leukippe and Melite; Artemis and Aphrodite.
159 Another
example is the long series in L&K 2.14, where an oracle at Byzantium mo¬
tivates a story of how volcanic soil fertilises the vine, which in its turn leads to a digres¬
sion on the properties of water; Anderson (1997) 2289.
160
On Arethusa, L&K 1.18.1-2; on Styx, L&K 8.12. Cf. Manasses' A&K, ff. 21. On
the legend of the palm, see below, pp. 235-236; on the Rhine, see above, p. 140, n. 344.
acters:
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departure for paradoxographical digressions have been neglected.161 In H&H,
the mythical stories are not placed as markers in the beginnings or ends of
books, and there is no pairing or doubling.
There are, however, traces of Tatius' pseudoscientific material on the
properties and functions of love, such as the eyes as the source or channel
of love,162 lovers' eyes as a mirror of the beloved,163 or lovers' inability to
eat164 or sleep.165 The material is never displayed in exactly the same way in
H&H as in L&K\ there is always a transformation of some kind. We may,
for example, look at the novels' respective passages on the eye as love's
channel. In L&K, the process is described as a matter of fact: κάλλος γαρ

οξύτερου τιτρώσκει βέλους καϊ δια των οφθαλμών είς την φυχην
καταρρεΐ- οφθαλμός γαρ οδός έρωτικω τραύματι, "for Beauty's wound is
sharper than any weapon's, and it runs through the eyes down to the soul.
It is through the eyes that love's wound passes" (L&K 1.4.4). In H&H, on
the other hand, the procedure is just briefly mentioned in the narrative: τους

οφθαλμούς κατεφίλησα καϊ όλον είς την ψνχην άνιμησάμην τον έρωταοφθαλμός γαρ έρωτος ττηγη, "I kissed her eyes and drew all the love into
soul, for eyes are the source of love" {H&H 3.7.3).166
A similar treatment can be seen in the thematically

my

close passages on
mirror of the beloved. The phenomenon is introduced in
L&K 1.9.4, when Kleinias instructs Kleitophon in matters of love. It reap¬
pears a little later in 1.19.2: έμοί δέ έδόκει τταρεΐναι- άττελθούσα γαρ την
μορφην έτταφηκέ μου τοϊς όφθαλμοΐς, "yet she seemed to stay with me,
for as she left, she committed her features to my eyes."167 In H&H the motif
appears in different versions. Hysmine's eyes are described as a mirror for
Eros {H&H 3.6.2), and in another variant the girl's image can be seen in the
garden after she has left: ως δ' ουκ είχον όράν (ωχετο γάρ), ενεκαρτερουν
τω κή-πω, την
-παρθένου ένοτττριζόμενος, "when I could not see her (for
she had left), I continued to linger in the garden, imagining the maiden"
loving

161

eyes as a

(1997) 229-235 on "excision"; see also below, p. 200, n. 170 We may
this to Makrembolites' fellow novelist Manasses, who included a number of
fabulous stories in his A&K\ Hunger (1978) II, 128 and Beaton (19962) 79.
162
L&K 1.4.4; H&H 3.7.3. On the connection to Plato's Phaedrus in this motif, see
above, p. 181, n. 70. See also Jouanno (1994) 151-155.
163 L&K
1.19.3; H&H 3.6.2; 4.4.3; 4.17.2; 5.11.6.
164
L&K 1.5.3; 5.13.3; H&H 4.1.3.
165 L&K
1.6.2-4; H&H 3.4; 4.25; 5.14. These motifs are iopoi which occur in all the
Cf. Genette

compare

Komnenian novels.
166

Cf.

167

The motif recurs in L&K 5.13.4.

Manganeios Prodromos'

poem

45, "To Love";

see

below, p. 208.
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(4.4.3).168 In L&K some of the passages cover entire paragraphs (e.g. L&K
1.9.4 and 5.13.3-4), but in H&H they are always short and inserted into the
narrative
It

as

commentary.
that

paradoxographical and pseudoscientific material was not of
primary interest to Makrembolites, and that it was not imitated in H&H
unless it either reflected philosophical reasonings, or had a significant func¬
tion in relation to the plot.169 In Makrembolites' novel such digressions have
been replaced by an augmentation of ekphraseis and an inclusion of ethopoetic discourse, both of which were popular literary genres in the twelfth
century.170
seems

GENERAL STRUCTURE

While the

plot of L&K may not seem very uniform—starting with psycho¬
logical development and after violent adventures ending in a complicated in¬
trigue—Tatius' novel does show a well-balanced structure.171 Basically, the
plot of the eight books can be organised into four pairs: (books 1-2) Kleitophon's courtship of Leukippe in Tyre; (books 3-4) adventures on the sea
and in Egypt; (books 5-6) the sub-plot involving Melite in Alexandria and
Ephesos; (books 7-8) the trials and the conclusion in Ephesos.172 Although
this division is based primarily on the plot, description and digressions have
often been placed as markers at the beginnings and ends of books that open
or close these "parts", so that the textual structure also underlines the struc¬
ture of the plot. The length of the books varies a great deal, but the units are
always carefully closed.173
The repetition of the first part of the story in the second part of the
novel is an important structuring feature in H&H. This means that the story
of the novel may be divided into two parts (books 1-5, 6-11).174 But since
168

The motif recurs in H&H 4.17.2 and 5.11.6.

169

See esp.

the conspicuous

use

of the palm legend in H&H 10.3;

see

below,

pp.

235—

236.
170

Cf. Genette (1997) 229-245 on the three forms of reducing a text: "excision" (as
above, p. 199, n. 161), "concision", and "condensation", of which the two latter concern
us here. Concision, "whereby a text is abridged without the suppresion of any of its
significant thematic parts", is probably closest to Makrembolites' transformation of L&K.
Cf. also ibid, 210 on "generic reactivation".
171
The narrative structure of L&K has been extensively analysed; see Sedelmeier (1959)
esp. 113-131; HSgg (1971a) esp. 291-305; Reardon (1971) 360-367; Anderson (1997)
2279-2284.
172

Anderson

173

Cf. the

174

(1997) 2283.
"open closure" of the novel discussed above, pp. 189-191.
Alexiou (1971) 30.
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the

period during which the protagonists are parted marks a break in both
time and action, a threefold division may be preferable: (books 1-6) the

couple falling in love; (books 7-8) the couple being parted; (books 9-11) the
couple being reunited.175 Structural balance is created mainly by an elaborate
scheme of circular time and space, often using sleep as markers of internal
episodes. The eleven books of H&H show the same closed composition as
those of L&K·, they never begin or end in the middle of an episode.176
Whereas Tatius uses descriptions and digressions to stress the novel's
structure, Makrembolites' markers are more often time-related. However,
dreams and descriptions may also in H&H mark beginnings or ends of epi¬
sodes, and as we will see in chapter 2.2.5, temporal aspects are also used to
structure L&K. Tatius' pairing of episodes, descriptions, and even charac¬
ters is replaced in H&H by a threefold structure, particularly in the time
scheme. The shifts from internal to external adventures (in L&K in book 3,
and in H&H in book 7) are similar, but Makrembolites continues to concen¬
trate on description of feelings and pathos more than does Tatius.177
The well-balanced structure of L&K has been further developed into the
practically geometrical composition of H&H, which underlines the novel's
artificial character. The story's emphasis on feelings correlates with the
artistry in paintings and dreams, so that the personal and the artistic are
bound together. An important aspect of the novel's aesthetics is that each
detail is part of the unity: nothing that diverges from the overall literary
strategy is included. There is a parallel to this in the symmetrical relation of
the protagonists, who cannot escape their destiny, since it has been deter¬
mined by Tyche through their names.178
2.2.4 Motifs and themes
Two different

categories of motifs will be discussed in this section: firstly, I

will consider motifs that
are

we

find in both Tatius and Makrembolites and that

also novelistic constants

motifs that Makrembolites

or

topoi in general; secondly, I will investigate
obviously has drawn directly from Tatius,

more

i.e. motifs

expressed in passages that from a linguistic and literary point of
a corresponding passage in L&K. Some of the novelistic stock
conventions that are used in H&H have already been discussed or menview reflect

175

On the

problematics involved in the division into parts of a narrative,

92-93.
176

See above, pp.

177

Cf. Genette

178

See

93-95.
(1997) 330-335
above, pp. 156-157.

on

"transmotivation".

see

above,

pp.
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tioned: the

garden; the presence of Eros, Tyche and other pagan gods; the
protagonists becoming slaves; the dreaming; the protagonists' chastity being
threatened (or not threatened, as with Hysmine) by other characters. Here
we will return to two of them, Eros and the garden, and investigate
two oth¬
ers: the storm/shipwreck and the chastity ordeal.
EROS

Eros will here be considered in two respects: the iconography of Eros as de¬
scribed in L&K and in H&H, and the powers of Eros as experienced by

Kleitophon and Hysminias respectively.179 The outer appearance of Eros in
L&K, even though Tatius' description is shorter
and less detailed. Eros is depicted on the votive tablet together with Europa

H&H is similar to that in

and Zeus.

περί bk τον βοϋν ώρχοϋντο δελφΐνες, επαιζον "Ερωτες· είπες αν αυτών εγγεγράφθαι και τα κινήματα. "Ερως εΐλκε τον βοϋν νΕρω?, μικρόν 7ταιδίον,
ήπλώκει το 7ττερόν, ήρτητο φαρετραν, εκράτει τό πϋρ· μετέστραπτο δε ώς 67τΙ
τον Αία και ΰπεμειδία,
ώσιrep αύτοϋ καταγελών, ότι δι αυτόν γεγονε βοϋς. 2
'Eyo> δε και τα. αλλα μεν επήνουν της γραφής, ατε bk ών ερωτικός περιεργότερον εβλεπον τον άγοντα τον βοϋν "Ερωτα- και, Όΐον,' είτχον, 'άρχει
βρέφος ούρανοϋ και γης και θαλάσσης.'' (L&K 1.1.13-1.2.1)
Around the bull

dolphins danced and Loves cavorted: you would have said their
visibly drawn. And Eros was leading the bull: Eros, a tiny
child, with wings spread, quiver dangling, torch in hand. He had turned to look at
Zeus with a sly smile, as if in mockery that he had, for Love's sake, become a bull.
Though the entire painting was worthy of admiration, I devoted my special
attention to this figure of Eros leading the bull, for I have long been fascinated by
passion, and I exclaimed, 'To think that a child can have such power over heaven

very movements were

and earth and sea.'

In Makrembolites' novel, Eros first appears when
minias explore the series of paintings on the garden

179

On the

Kratisthenes and Hys¬
wall. The passage was

representation of Eros in ancient and Hellenistic art and literature, see Cupane
1-2, and 243-244 on the ancient novels; see also Effe (1993) on Eros in
Greek poetry, and Paulsen (1993) on Eros in the ancient novel. Cupane, ibid, 244-245, ar¬
gues that Prodromos and Eugenianos follow the ancient novels, whereas Makrembolites
displays a break with the Greek tradition; see also ead. (2000) 31 on the "return" of Eros in
Eugenianos, who is more faithful to Heliodoros than is Prodromos. In the latter work by
Cupane, two main aspects of Eros are investigated: how love arises, and the impersonation
of Eros: Eros appears in H&H as a work of art, as a dream experience and as an acting per¬
son. Eros is a central theme in all the 12th-century novels, but he is described with varying
iconography; see above, p. 35 and n. 146. For the treatment of Eros in later Byzantine
romances, see Cupane (1974) 282-297.
(1974) 243,

nn.
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quoted in chapter 1.2.4; here follows a short summary. Eros is painted next
four Virtues, a naked youth seated on a splendid throne, with torch
and bow, quiver and sword; his feet are like wings and his face is extremely
beautiful. Around the throne stands a throng of people and animals, includ¬
ing Night and Day, all subjects to the enthroned king: Eros basileus. The
ekphrasis is long and elaborate: it is filled with classical allusions and quota¬
tions, the descriptive discourse is mixed with dialogue as Kratisthenes and
Hysminias discuss the meaning of the painting, and a supplementary in¬
scription identifies the youth as Eros.
Makrembolites has transformed and expanded Tabus' passage on differ¬
ent levels.180 Firstly, the introduction of Eros is delayed until book 2, the
second day of the story. Other elements have been moved from the presen¬
tation of Eros to other parts of the novel: for example, the dolphins that are
playing around the bull in L&K are in H&H still companions of Eros, but
the first dolphin appears in book 9 {H&H 9.9.1) as the saviour of Hysmine.181 Another element is the mockery of Eros, which is hinted by L&K in
the smile of Eros {L&K 1.1.13), but in H&H both moved and expanded.
Eros mocks Hysminias primarily in the first dream {H&H 3.1), where it also
becomes clear that the god is more of a severe judge than the smiling putto
described by Tatius.182 The primary amplification, however, takes place al¬
ready in the ekphrasis of the painting, as the powers of Eros are explicitly
depicted in Makrembolites' iconography. In L&K, they are summarised in

to the

the short comment: οίον άρχει βρέφος ούρανοϋ και γης και θαλάσσης,
"to think that a child can have such power over heaven and earth and sea"

{L&K 1.2.1). In H&H this power is represented by Eros' high throne and
by the crowd standing around him.
Whereas Tatius' Eros

was

described

as

the traditional Hellenistic putto,

longer a baby boy {βρέφος), but a μειράκων, a "teen¬
ager". In addition to the traditional attributes he carries a sword and is seated
on a high throne. He now carries his wings at his feet, and no longer on his
back.183 The iconography implies both imperial and spiritual associations,

Eros in H&H is

no

·

180

Cf. Genette

(1997) esp. chapters 53-55

on

"extension", "expansion", and "amplifi¬

cation".
181

On the

dolphin, see below, pp. 233-234.
Cupane (1974) 265-266 on Eros basileus and the connections with Dieu
d'Amour as a judge in the Western tradition.
183
Traditionally, Eros carries his wings on his back. Cupane (1974) 255, n. 33, sug¬
gests a metaphorical sense related to the swiftness of love; cf. Hysminias' comment in
H&H 4.21.1-2. See also Dostalovd (1993) 50—51, who refers to Porphyry and Dionysius
the Areopagite and their discussions on the meaning of the wings of Zeus and angels re¬
spectively. Dionysius the Areopagite interprets the wings of angels as a symbol of swift182

Cf.
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with the enthroned

youth as both emperor and Christ.184 There are a number
representations of emperors that share Makrembolites' icono¬
graphy,185 one of the most striking being a description of Alexios I Komnenos in the twelfth-century Life of Saint Cyril Phileotes by Nikolaos Kataskepenos.186 The appearance and age of Eros in Makrembolites' ekphrasis gave
rise to Cupane's study of Western influence, since she saw a break with the
of Byzantine

earlier Greek tradition.187 However, the discussion of Eros' status as at the
same time the youngest and oldest of gods goes back to antiquity. In

Longus' Daphnis & Chloe (2.3-7), Eros is certainly described as a child
(παις), but he explains that he is not: ov tol παις εγω καϊ εί δοκώ παις,
άλλα και τον Κρόνου πρεσβύτερος καϊ αυτού τον παντός χρόνου, "I am
not really a boy, even though I look like one, but I'm even older than Cronus
and the whole of time itself."188 The transformation of Eros into

a

μειρά-

and movability, and he ascribes them winged feet. See also Magdalino (1992) 199 on
wings of Eros as inspired by the six-winged angels, hexapteryga, of religious iconog¬
raphy.
184
It was argued by Magdalino (1992) that the iconography of Eros in Makrembolites
was influenced by the contemporary discussion of Eros and his powers, and thus reflected
the court around the emperor Manuel I Komnenos, referred to as the βασιλεύς των ερώ¬
των in contemporary literature. Although new evidence has shown that the dating and
context argued by Magdalino probably are wrong, the connection to 12th-century court po¬
etry on Eros is still significant, even if Eros basileus does not literally represent Manuel;
see above, p. 17 and n. 39, and p. 104. For a spiritual-philosophical interpretation, see
Dostalovd (1993) 50-51, who interprets the throne according to the Neoplatonic tone
exhibited by the ekphrasis; according to Dionysius the Areopagite, the throne means firm
power and immovability. Byzantine iconography in representations of mythological figures
appeared early, and was fully developed by the 12th century; see Weitzmann (1951);
Agapitos (1990) 270, n. 54.
185
Magdalino (1992) esp. 199-200; see also Magdalino & Nelson (1982).
186
Vit. Cyr. Phil. 36; pp. 154 and 381 in Sargologos (1964): και ατενίζων ενθεν
κάκεΐθεν ορώ εν μεν τω όεζιω μέρει σκηνην βασιλικην σχήμα εκκλησίας εχουσαν και
πλήθος στρατιωτικού λαού περί αύτην καϊ εσωθεν αυτής καθήμενου τον βασιλέα επί
θρόνου υψηλού και βασιλικού, "regardant autour de moi, je remarque, a droite, une
tente imperiale qui a la forme d'une dglise, entourde d'une foule de soldats; a Pinterieur,
l'empereur est assis sur un trone dlevd et imperial." Most significant in relation to H&H is
the narrative frame: the saint sees the emperor in a dream vision; MacAlister (1991) 204205. There are indeed interesting affinities between H&H and the Life of Saint Cyril,
which deserve some attention (they will not, however, be discussed in this study); see e.g.
also above, p. 104 and n. 206, on Kataskepenos' use of the same maxim as Makrembo¬
lites. Kataskepenos also draws material from L&K and the Aithiopika; see above, p. 28,
n. 98.
Expressions in the Life and in H&H are sometimes very similar; cf. e.g. Vit. Cyr.
Phil. 5.9 with H&H 2.14.4-5. On the style of and the quotations in the Vit. Cyr. Phil.,
see Sargologos (1964) 32-37; note esp. p. 33 on accumulation and repetition.
187
Cupane (1974).
ness

the

2.2.4
κιον

in H&H should

perhaps also be

seen

Motifs and themes

205

in relation to the imperial
the brilliant throne and be

a little child would look strange on
hard to associate with the emperor.

iconography:

It may be worthwhile here to pay some attention to a less known Greek
novel that has survived only in fragments: the Metiochos & Parthenope.m

Although it survives only in two fragmentary columns, it seems to have en¬
joyed a quite extensive Nachleben, of which a Persian adaptation in verse
from the twelfth century is the most significant example: the Vamiq and
'Adhra by the poet 'Unsuri.190 In the Greek fragments, we can see that the
novel includes a philosophical inquiry (την φιλοσόφου ζήτησιν, column 2)
into the nature of Eros at a symposium: the male protagonist first describes
the god in the traditional manner as a child, but then dismisses that represen¬
tation

as

rather is

absurd

(γέλως) in favour of a

more

scientific explanation, "love

stirring of the mind aroused by beauty and increasing with famil¬
iarity."191 Metiochos himself says that he has not yet experienced Eros and
wishes that he never will.192 Parthenope gets upset with him and enters the
discussion; at this point the fragment ends. The few words that are left indi¬
cate, however, that she embarks upon a defence of the traditional portraits
of Eros by poets, painters and sculptors.193
There is no evidence that suggests a relationship between H&H and the
Persian version of Metiochos & Parthenope, but it cannot be excluded that a
a

188

Longus combines the conception of Eros as a cosmic force from Hesiod's Theogony
portrayal of Eros in poetry and art; cf. Platos' Symposium. Cf. also
Basilakes' progymn. 51.32-33: εγω δε και αύτοΰ Διός προπάτωρ και Κρόνου αρχαιό¬
120-122 with the

τερος και Ούρανοϋ αρχαιογονώτερος, "for I am the forefather of Zeus himself and older
than Kronos and of older descent than Uranos"; p. 209 in Pignani (1983). The full title of

ethopoeia is: Tims αν εΐποι λόγους "Ερως, ιδων δρυτόμον εττιχειροϋντα τεμνειν
Μνρραν ότι εγκυμονούσαν τον "Αδωνιν, "What Eros would say on seeing a wood¬
cutter on the point of cutting down Myrrha while she is pregnant with Adonis."
189
Stephens & Winkler (1995) 72-94 with discussion, English translation and com¬
mentary. This novel can possibly be placed as early as the first century B.C.; H&gg (1987).
190 The
poem was edited by Shafi (1967) with an English preface, pp. 1-8, and partial
translation. On the poem, see Utas (1984/86). On the Greek text and its relation to the
Persian version, see Hagg (1984, 1985, 1989). Utas and HSgg are preparing a joint edition
of the Greek and Persian material. I take this opportunity to thank Professor HSgg for turn¬
ing my attention to the Parthenope novel, and Professor Utas for making his English
translation of the Persian text available to me before its publication.
191
M&P, column 2, 60-62: νΕρω$ | [δ' εστ)ιν κίνημα διανοίας ύττό [κΐάλλου? γινόμε
| [νον) καΐ ύττό συνήθειας αύζόμενον. Cf. L&K 1.9.5.
the

την

192

M&P, column 2, 59-60: εγω

Hysminias' "may I
193

never

| (δ« y' οϋ]ττω—μηδε ττειραθείην τό σύνολον. Cf.

know him" in H&H 2.11.3.

M&P, column 2, 69-71.
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manuscript of the Greek novel may have still existed in Byzantium.194 The
central issue is, however, that the imagery of Eros, the descriptions of his
influence, and even the narrative framing with symposia or banquets, all go
back to the

ancient tradition that is

expressed in the dialogues of Plato
logoi.195 The ekphrasis by Psellos on the
statue of the sleeping Eros indicates that the innate ambiguity of Eros, as a
cosmic/philosophical force and as a putto, was still (or once more) discussed
in Byzantium.196 Psellos opens the ekphrasis with a discussion of the philo¬
sophical-Platonic aspects of Eros (1-30), abounding in reminiscences of the
Phaedrus.,97 He then moves on to an objective description of the statue
(31-56).198 This part of the description is designed as a traditional ekphra¬
sis, complete with addressee (ώ μξ,ιράκιον), emphasis on and praise of the
artist and his artistry, contrasting and at the same time equating art and na¬
ture, and on the whole a wish to make the depicted object vivid before the
eyes of the reader, who then becomes the beholder.199
Representations of outer and inner aspects of Eros and love are accord¬
ingly both in antiquity and in Byzantium closely linked together, and in
H&H the iconography of the god expresses his particular characteristics: he
is a ruthless king, who rules his world without mercy, his subjects literally
being his slaves. He appears in person before the protagonists: to Hysminias only in dreams, but to Hysmine as an acting saviour. He gives orders
that cannot be disobeyed.200 In L&K, Eros is more of a physical power that
can be explained, like all other feelings, in terms of bodily fluids and movesame

and in the Hellenistic erotikoi

194

Eustathios of Thessalonike, in his comment upon a

geographical poem by Dionyobviously familiar with Parthenope; Stephens & Winkler (1995)
77-78. There are indeed some similarities between H&H and W&A, e.g. the description of
and setting at banquets, or the characterisation of the heroine as strong and intelligent.
195
Cf. Dostdlovd (1993) 46, who mentions M&P, but repudiates any relation between
the texts. On the Platonic dialogues and erotikoi logoi, see above, p. 182.
196
"Εκφρασι? ets e/οωτα Ιγγεγλνμμΰ>ov λίθω, "Ekphrasis concerning [a statue of]
Eros carved in stone"; no. 34 in Littlewood (1985) 129-131. Cf. Cupane (2000) 39 and
sius the

Periegete,

was

46-47.
197
198

See the apparatus fontium in Littlewood (1985).
Cf. the traditional iconography of Eros in Tzetzes,

Chil. 5, hist. 11, 502-511; pp.
(1968).
199
On the ekphrasis and the reading of it as an allegorical interpretation of Eros, see
Dost0lov£ (1993) 51.
200
On eroticism in H&H, see Alexiou (1977) 42; Garland (1990) 70-81, with the ob¬
jections by Agapitos & Smith (1992) 61 n. 148; Tonnet (1992) 47-50. Cf. Odorico
(1997), who argues that there is no true expression of love in Byzantium before the appear¬
ance of the Palaiologan romance.
186-187 in Leone
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ments. He is

perceived by Kleitophon rather as some kind of inner voice.201
protagonists may be referred to as slaves to Eros, even
if the god does not appear in person to force them into bondage.202 Makrembolites has used amplification, bringing to the fore the imperial iconography
and the cosmic, although not necessarily tyrannical, powers of Eros.
It may be useful to consider representations of Eros also in other ancient
novels. Eros in H&H can, for example, be compared to Eros of the Ephesiaka: when he sees the hero Habrokomes laughing at him, like Hippolytus, he
takes a revenge that triggers the falling in love of the protagonists and thus
the whole story.203 We have noted above how Hysminias himself indeed
acted like a Hippolytus in the beginning of the story.204 We should also re¬
call the mischievous little Eros of Longus, who may not be a king, but rules
his rustic paradise with a firm hand. It is Philetas, a herdsman-musician,
who tells the young couple of Eros as he appears in his garden:

But also in L&K the

θεός

παίδες, ό "Ερως,

νέος και καλός καϊ -πετάμενος· δια τούτο και
κάλλος διώκει και τάς ψυχάς άναπτεροί. 2 Δύναται δε
τοσούτον όσον ουδέ ό Ζευς. Κρατεί μεν
στοιχείων, κρατεί δέ άστρων, κρατεί
δε των όμοιων θεών ουδέ ΰμεΐς τοσούτον των αιγών και τών -προβάτων. 3
Τά άνθη πάντα "Ερωτος έργα· τα φυτά ταύτα τούτου ποιήματα· δια τούτον
καϊ ποταμοί ρέουσι και άνεμοι πνέουσιν. (D&C 2.7.1-3)
εστίν,

ω

νεότητι χαίρει

Love is

a

god,

και

my

children; he is

young,

beautiful, and winged; and

so

he enjoys

pursues beauty, and makes souls take wing. 2 Zeus has not so much power
he has: he rules the elements; he rules the stars; he rules his fellow gods—more

youth,
as

completely than

201

you

rule

your goats

and sheep. 3 All the flowers

are

the work of

Alexiou

(1977) 33; Cupane (2000) 41, n. 101.
E.g. L&K 2.24, 7.2.26 and 5.25.6; see also Eph. 1.2.2. Cf. Smith (1980) 541-542,
548. See also Cupane (1974) 251, n. 24 on the motif of Eros' powers in antiquity, where
he may appear as a tyrant, but never as an emperor, and ead. (2000) 32 on Eros tyrannos.
202

203

"Ερωτά γε μην ουδέ ένόμιζεν είναι θεόν, άλλα πάντη έζέβαλεν ως ουδέν
ηγούμενος, λέγων ώς ουκ άν ποτε ου(δέ) εις έρασθείη ουδέ ύποταγείη τω θεώ μη
θέλων, "he did not even recognize Eros as a god; he rejected him totally and considered
him of no importance, saying that no one would ever fall in love or submit to the god ex¬
cept of his own accord" (Eph. 1.1.5). Trans, by Anderson in Reardon (1989).
204
See H&H 1.9.4, 2.11.3, 2.14.6, and then the revenge of Eros in the dream in H&H
3.1-2; see above, p. 125. The Hippolytan hybris in Xenophon was noted by Egger (1994)
265; cf. the remarks by Smith (1980) 546, n. 15 and (1999) 178-179, 189-191. It seems
probable that the 12th-century novelists were familiar also with the Ephesiaka; see above,
p. 174. There are a few other elements in H&H that may derive from the Eph.: the im¬
modesty of the heroine (Alexiou [1977] 36), the description of the religious feast at which
the protagonists meet (but cf. also the Aith ), and Rhodope—the threat to Hysminias' chas¬
tity—being a young girl, the daughter of the house as Manto in the Eph., rather than an
older, experienced woman. See also n. 202 above on slavery to Eros.
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Love; all the plants are his creations; thanks to him, the rivers flow, the winds

blow.205
Like Eros basileus, this

god dwells in a garden, where he plays among the
myrtles and pomegranates.206 At least two elements in this passage indicate
that Longus' Daphnis & Chloe is a complementary hypotext of H&H along¬
side L&K. Firstly, Longus' Eros makes souls take wing, as does indeed Eros
in H&H.201 Secondly, the power of Eros is contrasted with that of Zeus:
Eros rules his fellow gods and everything else (D&C 2.7.2). In addition, we
must keep in mind the emphasis on art and artistry in H&H: the simultane¬
ous equation and rivalry of art and nature, picture and discourse, that has
such a clear parallel in Longus.208
In the twelfth-century author Nikephoros Basilakes, Eros is represented
as a negative and destructive force, but with a traditional iconography.209 In
another twelfth-century representation, the poem Εις τον έρωτα, "To
Love", by Manganeios Prodromos, love is described, with a twist of the
Platonic Eros, as an inner force of the human soul. Love enters the heart
through the eye, but without hurting it.210 Against the background of the
ancient and Hellenistic tradition, Psellos' ekphrasis, Manganeios Prodro¬
mos' poem, and also Makrembolites' novel represent new, but in my view
not surprising or radical, departures of erotic disputes.211 In H&H the god's
destructive powers are fused with the more tender aspects, so as to display
love's multiple character. The fusion concerns both traditional and contem¬
porary aspects against the background of the ancient novel and philosophi¬
cal genres. L&K is indeed always there as a hypotext, but so are a significant
number of other texts, intertexts that Makrembolites alludes to.212

205

Trans,

206

On Eros in

by Gill in Reardon (1989).
D&C, see e.g. Chalk (1960) and Hunter (1983) 31-38. There are also a
number of studies of D&C concentrating on the garden; see e.g. Forehand (1976), Zeitlin
(1990), and Alpers (1996) 328-329.
207 See H&H
4.21.1-2, and cf. above, p. 203, n. 183.
208
We have also considered earlier the initial description of a city, and below we will
look at the garden motif. We can surely assume that Makrembolites was familiar with
Longus. His fellow novelist Eugenianos' dependence upon Longus' D&C is well docu¬
mented; Kazhdan (1967); Hunger (1978) II, 133-136; Beaton (19962) 76-78.
209 Basilakes'
Progymn. 46-48, 51 and 54; see Cupane (2000) 33-35 on Basilakes.
210
For the text, see Petta (1993) and Polemis (1996); Petta's edition is criticised by
Cupane (2000) 36, n. 77. On Manganeios, see Cupane (2000) 34—39 and Magdalino
(1992) 200-202; on poem 45, Cupane (2000) 36-39 and Magdalino (1992) 200.
211 Cf.
Cupane (2000) 39, 46-47.
212
Cf. Genette (1997) 269-277 on ambiguous usage of transformation devices.
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THE GARDEN

We have

already, in chapter 1.2.4, studied the garden as a novelistic topos in
an external aspect through the description of
the highly artificial fountain, and that it is closely linked to other motifs of
the novel. In fact, the main motifs are all expressed within the garden motif
through the series of paintings. The traditional topos has thus gained a par¬
ticular significance by means of its special characteristics—the links not
only to the heroine, but also to main events and motifs.
If we compare the outer aspects of the gardens in Makrembolites and
Tatius, that of Sosthenes looks much like that of Hippias: it is filled with
trees and flowers, the trees protecting the flowers with their branches inter¬
twined as a roof, and the sun shining down through the branches casting
shadows on the ground. The descriptions in L&K are, however, less detailed
and complex than those in H&H. For example, the description of the sun's
effect in Tatius' version is brief: τω ν be φύλλων ανωθ€ν αιωρουμένων ύφ'
ηλίω προς avepov avppLyel ωχράν epappatpev η γη την σκιάν, "when
the highest, sunlit leaves fluttered in the wind the earth took on a dappled
look, with yellow patches in the shade" (L&K 1.15.4). In H&H, there are no
verbal echoes of Tatius' passage, but some aspects of the "Tatian" garden

H&H. We concluded that it has

have been elaborated:

δάφνη yap και μνρρίνη και κυττάρατος και άμπελοι και. ταλλα των φυτών [...]
έφαπλοϋσι τους κλάδους ώς χείρας καϊ ώσπζρ χορόν συστησάμζνα κατοροφοϋσι τον κήττον, ές τοσούτον δε τω ηλίω τταραχωροϋσί ττροκύφαι 7τερι την
γην, 4 ές δσον 6 ζέφυρος ττν€υσας τά φύλλα διε'σεισει». (H&H 1.4.3-4)
For laurel and

and all the other plants [...] spread
setting up a dance; they roofed over
the garden, but they permitted the sun to peer over the earth 4 only as long as the
zephyr blew and rustled the leaves.
out

The

myrtle and cypresses and vines
their branches like hands and seemed to be

intertwining of the trees' branches is described in

manner

in H&H:

τα?

a

similarly intricate

κλίνας μυρρίναί ιτάντοθεν TrepLeaKeirov

εύφυώ?

άνατ€ταμέναί, προς άλληλα? avvbovpevat καϊ προς οροφον οίον airevOvvopevaL, "myrtles, cleverly trained upwards, overshadowed the couches
all

sides, intertwined with each other and shaped as it were into roofing"
{H&H 1.6.2).213 In L&K we find the more concise: έθαλλον oi κλάδοι,
συνέττιπτον άλληλοι? άλλο? επ' άλλον yehoves αι των ττ€τάλων Ttepion

2,3 See

dense

also H&H 1.4.1: αί

covering".

μυρρίναί κατά στέγην σvvηpeφάς, "the myrtles formed

a
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ττλοκαί, "a network of sturdy branches interlaced to form an intricate pat¬
tern wherein petals gently embraced their neighbors" (L&K 1.15.2).214
The meadow described in the ekphrasis of Europa {L&K 1.1.3-6) shows
a greater similarity to the description of Makrembolites, with the same in¬
tertwined branches and the sun shining down through them:
έγραφαν 6 τεχνίτης ΰττό τά πέταλα και την σκιάν,
λειμωνος κατά σττοράόην διε'ρρει, οσον τό συνηρζφές
άνέωξζν ό γραφεύς. (L&K 1.1.4)
The artist had sketched the shadows cast below the
soft

και

ό ήλιος ήρέμα του
φύλλων κόμης

της των

leaves, and sunshine filtered in

splashes onto the meadow through fissures left by the artificer in the leaves

above.

The fact that the meadow is described before the main

garden may have
have mentioned earlier, the first part of a literary work
is most often the part that is imitated in detail.215 The meadow is also more
directly connected with Eros than is Hippias' garden. We should note here
the peculiar duplication of gardens in L&K: the painted meadow described in
the opening ekphrasis {L&K 1.1.3-6) is a doublet of the real garden in Tyre
{L&K 1.15.1-8). According to Bartsch, the duplication strengthens the as¬
sociations between the heroine Leukippe and Europa: both are abducted
from their respective gardens.216 In H&H, there is just one garden, but it

played

a

role;

as we

contains both nature and art in abundance.217
As to the contents of the

gardens, they do not contain exactly the same
plants: both have grapevine, the violet, and the rose. Makrembolites has re¬
placed the narcissus by the lily, and there is no ivy in Sosthenes' garden, but
laurels, cypresses, and plenty of myrtle.218 The simple square basin in the
centre of Tatius' garden has been transformed by Makrembolites into an

214

Cf. also Longus' D&C 4.2: Iv μπεώρω δε οί κλάδοι σννέπιπτον άλλήλοις καΐ
εττήλλαττον τάς κόμας· έόόκει μίντοι και ή τούτων φύσις Civai τέχνη, "but, higher

the branches joined and intertwined their foliage. This was the work of nature, but it
imagery in these passages, see Littlewood
(1979)101.
215
See above, p. 191.
216
Bartsch (1989) 50-55.
217
There are two gardens also in Longus, D&C 2.3-7 (Philetas' garden) and 4.2
(Dionysophanes' garden), of which the one is "natural", the other "artistic".
218
The rose is a symbol of, among other things, erotic love. The trees represent differ¬
ent aspects of love: the laurel is a symbol of chastity; the cypress is reminiscent of Aphro¬
dite; the myrtle is a symbol of love and marriage. On the imagery of rose and laurel, see
above, pp. 114-116. Cf. also the plants in Longus' D&C 4.2: myrtle, cypress, laurel;
rose, lily, and violet (among many others).
up,

also seemed to be the work of art." On the erotic
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exquisite fountain with statues and Byzantine automata.219 Although both
gardens are described in traditional ekphraseis, modelled upon the garden of
Alcinous in the Odyssey, Sosthenes' garden is explicitly linked to the Ho¬
meric tradition as Hysminias says: "seeing this, I thought I beheld Alcinous'
garden and felt that I could not take as fiction the Elysian plain so solemnly
described by the poets" (.H&H 1.4.3).220 The garden of Alcinous is the ekphrastic garden par excellence·, Makrembolites thus seems to emphasise
something that the reader is supposed to already know.221 The garden of So¬
sthenes is thus more than just a garden, and more than an imitation of the
garden in L&K222 Above all it is the abode of Eros basileus,223 but it is also
a sort of gallery with statues and paintings which are described by another
artist: the rhetorician.224 Furthermore, it is a direct link both to the Homeric
heritage and to the heavens, which Hysminias shows by saying "Sosthenes,
you have woven me a golden chain" {H&H 1.4.4).225 This alludes to the
golden chain that in the Iliad links heaven and earth,226 but it also evokes the
whole aurea catena Homeri of Neoplatonism.227
219

See above, pp. 101-103. Cf. also the corresponding, but less detailed, description in
Eugenianos' D&C 1.77-108.
220
Quoted in Greek above, p. 86; see also p. 100.
221 Cf. Basilakes'
progymn. 26.3: τον Αλκινόου κήπον εκηπευσάμην αυτόν, "I cul¬
tivated the very garden of Alcinous"; p. 225 in Pignani (1983). Note that the reference to
Alcinous appears in the very beginning of the text, and not, as in H&H, after the descrip¬
tion that would have already reminded the reader of Homer. On this ethopoeia, see further
below, pp. 212-213 and n. 233. On the function of the Homeric allusions, see further be¬
low, pp. 263-264.
222
Cf. Genette (1997) 367-375 on "transvaluation".
223
One may note here that imperial power in the 12th century was described as a garden
by John Syropoulos; Kazhdan (1983) 20.
224
Cf. Beaton (19962) 65-68 on art and nature, and Cupane (2000) 3 on the representa¬
tion of Eros as in a "Philostratic gallery".
225
Quoted in Greek above, p. 86.
226
227

11. 8.19: σειρην χρυσέίην εξ ουρανόθεν πεδιόνδε.
Cf. Plato, Theaet. 153c; Euripides Or. 982; Alexiou

(1977) 37 and n. 33. Cf. also
in the Suda, X 564: χρυσην σειρην ούτως· υπό Όμηρου τον ηλιον λεγόμενον
εν θεαιτήτω Πλάτων φησί. The allegorical tradition of the aurea catena held a central
position in Byzantine Homeric studies. Psellos wrote a treatise on it from a Neoplatonist
perspective, nepi. της χρυσής άλΰσεως της παρ' Όμήρω, "On the golden chain in Ho¬
mer"; no. 46 in Duffy (1992) 164-168. On the treatise and its place in the Byzantine
tradition, see Leveque (1959) 10 and 52, with a French translation of the treatise in pp. 7881. Eustathios of Thessalonike, Comm. ad Horn. II. on II. 8.19, departs from ancient
interpretations of the myth, and his comments are, according to L6veque, marked by Stoi¬
cism; ibid, 10-11 and 11, n. 2. See also, in the same century, the interpretation of Tzetzes
in his Allegory on the Iliad on. II. 8; pp. 124-134 in Boissonade (1967). On Tzetzes' alle¬
gories, see Hunger (1954) and above, p. 31, n. 123.
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We need to return to the novel of

Longus and its two gardens. Philetas'
garden (D&C 2.3-7) is the playground of Eros; Dionysophanes' garden
{D&C 4.2) has in its centre a temple with walls decorated by paintings dedi¬
cated to Dionysos.228 In H&H, the two gardens of Longus, and also the two
gardens of L&K, are fused; that is, the garden of Sosthenes, as we have al¬
ready seen, contains both the erotic and the artistic aspects. In support of
the claim that Makrembolites used Longus as a second hypotext, we may
note that by the end of book 3 of Daphnis & Chloe—right before the de¬
scription of Dionysophanes' garden in the beginning of book 4—there is an
allusion to the Judgement of Paris. After a description of the abundance of
fruit and apples, and of one apple still left on a branch,229 Daphnis plucks
this last apple for Chloe, and delivers a little speech that closes in the fol¬
lowing manner:
'Αφροδίτη κάλλους (λαβεν άθλον τούτο έγω σοι διδωμι νικητήριου.
'Ομοίους eyeTe τους μάρτυρας■ Ικτίνος ήυ ττοιμήυ, ahχόλος ίγώ. (D&C 3.34.2Τουτο

3)

Aphrodite took this as a prize for her beauty; and I am giving it to
for your victory. You have the same kind of witness of your beauty
was a shepherd, while I'm a goatherd.

prize
she had: he

you as a
as

Makrembolites

employs the same mythological motif in his description of
garden's paintings: that of the young and beautiful Eros {H&H
2.7.4). In Hysminias description, Eros is so beautiful that one has to imagine
Thetis' wedding and the contest in order to understand the full impact of his
beauty.230 The judgement of Paris is never mentioned in L&K, but it is used
by Eugenianos, who was greatly influenced by Longus.231
The motif was popular in both ancient and Byzantine tradition.232 In the
twelfth century it appears, for example, in one of Basilakes' ethopoeiae,
"What a gardener would say on the care of a garden, after having trans¬
planted a cypress in the hope of fruit and not having achieved his end."233
one

of the

228

Paintings on walls of temples or other buildings are a common motif of ekphraseis
Sophistic, employed by Lucian, Philostratus and also Tatius: Europa and
the bull (L&K 1.1); Andromeda and Prometheus (L&K 3.7-8).
229
The passage is based on Sappho ff. 105 LP, where the apple seems to be a simile for
the beloved. In Longus, an analogy is made between the apple and Chloe.
230
Quoted above, pp. 103-104.
231
Eugenianos' D&C 2.284-287. On the Judgement of Paris in Byzantine literature,
see Littlewood (1974) 41-46; Jeffreys (1978).
232 Littlewood
(1974) 41-46.
233
Basilakes, progymn. 26 (TtVa? άν άττη λόγους κηττωρός, κήττου €ττιμ(λούμ€νος
in the Second

και

μζταφυτζυσάμ^νος

και

κυττάριττον ίπ Ιλττίόι καρττών

και των

Ιλττίόων άστοχή-
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apples that are perfect and beautiful; his apple, he says,
given by Paris to Aphrodite.234 His skill lies in being able to
control the time at which the fruit ripens; the cypress, however, never bears
fruit, no matter how much care he devotes to it. In the Judgement of Paris,
the symbolism of the apple is erotic. The fruit is from antiquity onward as¬
sociated with flirtation and marriage.235 The fruit bears, however, also other
connotations in the Byzantine period: those to the orb as a symbol of the
earth and thus the universe, i.e. the orb of potentates (the Reichsapfel).236
John Geometres wrote three encomia on the apple, of which the third de¬
scribes the apple as a symbol of dominion over the world.237 Since Eros in
H&H is represented as a king/emperor, it is possible that the meaning of the
apple is a double one. In relation to the explicit identification of the orb of
Phronesis as "encompassing the universe",238 the apple that Hysminias
would give to Eros may not be just the apple of the myth, but also the ap¬
ple of power.
gardener

could be the

grows

one

THE STORM

We have

already noted that an important difference between L&K and H&H
is the treatment of the heroines: while Leukippe is constantly threatened,

Hysmine never is. While Leukippe apparently dies three times—twice in a
violent manner—Hysmine is once sacrificed to Poseidon. Although the sac¬
rifice of Hysmine has no evident parallel in L&K, there are "Tatian" echoes
in the episode, of which the most evident is the sea journey itself.
The episode opens, in both novels, with fair wind and pleasant sailing,
after the obligatory prayers to Poseidon.239 In H&H, the ship is described as
a couch for lovers, and the protagonists kiss and embrace.

era?) pp. 225-228 in Pignani (1983). For an analysis of this ethopoeia and its "repression
of desire", see Barber (1992) 10-14.
234
Basilakes, progymn. 26.17-20.
235
On the erotic symbolism of apples in antiquity and Byzantium, see Littlewood
(1974) 34-52.
236

On the Reichsapfel in Byzantine literature, see Littlewood (1974) 48, 55-57. Cf. the
apple in the Kassia legend, given to Theodora as a symbol of dominion for the future em¬
press, and also the orb in the ekphrasis of Sophrosyne, H&H 2.2.5 and 2.6.3. Cf. also the
orbs of the angels in church paintings; Nilsson (1998) 55 and fig. 2 and 3.
237

Περί του μήλον, νΕτι (γκώμιov τον μήλου, and Και τρίτον eis τό μήλον Ιγκώ"On the apple", "Another encomium on the apple", and "A third encomium on the
apple"; pp. 14-30 (text), 61-102 (commentary) in Littlewood (1972).
238 H&H 2.6.3:
to irepl την λαών σφαφίδιον, ώί σννίγζι τό ττάν, 'Nvhile that of the
left indicated that the sphere encompassed the universe".

μιον,

239

H&H 7.7; cf. L&K

2.32.2.
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Έ^ώ δ' είγον κλίνην την ναϋν και στρωμνην της παρθένου τα γόνατα καϊ όλος
άνακλιθεις οϋτως ήδέως ϋττνωττον ώς ουδέποτε, νη τον νΕρωτα* ή be μοι παρ¬
θένος κατεπιθεΐσα το στόμα και τοις όφθαλμοΐς και τοις χείλεσιν άφοφητι
κατεφίλει με, και ην η ναϋς παρ' ήμΐν και παστάς και κλίνη και στρωμνη και
δωμάτιον. 3 Οντως "Ερω? εις φυγην έμπεσων και όλην καταδουλώσας αυτήν
των μεν άλλων πάντων πείθει
καταφρονεϊν, όλην δε προς εαυτόν μεθαρμόζεται. (Η&Η 7.7.2-3)
I had the

ship for a couch and the girl's knees as a mattress, and reclining thus I
slept sweetly as never before, by Eros. The maiden set her mouth on my eyes and
my lips and kissed me silently; and the ship was for us a bridal chamber and couch
and mattress and living-quarters. 3 Thus Eros, having forcefully entered the soul
and having completely enslaved it, induces it to despise everything else and to
completely attach itself to him.
The end of the passage

is a gnome on the state of a soul in love, illustrating
feelings and actions of both characters. The sentence may be seen as a
conclusion to the first part of the story: the falling-in-love period is over,
and the couple are now free to love each other and thus to become one, as
they already are by means of their names.
The wording here is similar to that in L&K 5.16.3, where Kleitophon's
and Melite's journey to Ephesos is described.

the

πάς δέ τόπος

έρώσι θάλαμος· ουδέν γαρ άβατον τω θεω. εν θαλάσση δέ
οικειότερόν έστιν "Ερωτι και 'Αφροδίσιοι? μυστηρίοις; θυγάτηρ
Αφροδίτη θαλάσσης. 4 χαρισώμεθα τη γαμηλίω θεω, τιμήσωμεν αντης γάμω
την μητέρα. (.L&K 5.16.3—4)
τοις

μη και

For lovers every

location is a bedroom. No place is inaccessible to the god. The
quite appropriate for Eros and his mother's mysteries—Aphrodite is a
daughter of the sea. 4 Let us gratify the goddess of unions and please the sea her
mother by our marriage.
sea

in fact is

Melite tries to seduce

Kleitophon, and the implications are clearly sexual.
Makrembolites' verbal echo of Tatius may thus imply erotic tones, but it
should be remembered that nothing happened aboard the ship: Kleitophon
refused, and Melite had to wait until they arrived at Ephesos. In the same
manner,

nothing happens between Hysmine and Hysminias.
Aphrodite's bridal bower recurs, now in

In H&H 7.10.5,

τά?

αϋτη νεκροττομττός

a

negative

con¬

"Αώου μετάγουσα, όντως πασ¬
'Αφροδίτης καϊ Περσεφόνης νυμφών, όντως μυθευομένη Σειρην,

text: όντως ναυς

εις

"truly this ship is the funerary vessel that conveys us to Hades, truly it is
Aphrodite's bridal bower and Persephone's marriage chamber, truly it is the
Siren of the myth." In this passage, Aphrodite's bower represents the para¬
doxical "bride of Hades" motif (for example Sophocles' Antigone), and no
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longer erotic imagery.240 The passage should also be compared to Hysminias' dream in H&H 6.18, which foreshadows the storm and its dreadful
consequences.241
The storm strikes already on the first day {H&H 7.8); in L&K they sail
on for three days before the shipwreck {L&K 2.32-3.1).242 The different cir¬
cumstances make the contrast more striking in H&H: the sudden storm di¬
verges sharply from the couple's sweet cuddling in H&H 7.7. This is a re¬
sult of the compressed intrigue in Makrembolites: there is no suspense in
the episode as in L&K, where the long dialogues aboard the ship delay the
tragedy.243 When the storm sets in, Hysmine and Hysminias immediately
expect to die, and they tragically lament their fate. Hysmine accuses the
omen of Zeus for having deceived them {H&H 7.9); Hysminias accuses the
dreams for having done the same. Hysmine then blames her mother for tak¬
ing revenge with the storm (7.11).244
In L&K the shipwreck is depicted in detail {L&K 3.1-5). It is not until
3.5.4 that Kleitophon laments and prays to Poseidon to save them.
el be ημάς άποκτύναι Se'Xet?, μη ^αστήσης ημών την Tekeντήν. ev ημάς κϋμα
καλυψάτω. el be και θηρίων ημάς βοράν πέπρωται yeveaOai, eh ημάς ιχθύς
άναλωσάτω, μία γαστηρ χωρησάτω, 'ίνα και ev Ιχθύσι κοινή rafy^ev. (L&K

3.5.4)
If it be your

will to destroy us now, spare us at least from isolation in death: let a
overwhelm us together. If we are doomed to feed the fish, let a single
monster engorge us together, a single stomach accommodate us as one, so that
even among the fish we may share a sepulchre.
single

There is

wave

comic touch achieved

by the image of the engorging fish, which
parallel in H&H, but the theme of the lament—the wish to die
together—is similar to that of Hysmine.245

has

no

a

real

συν σοι

daveiv

θανοϋμαι, τοϋτό μοι παραμύθιον ούτω μοι και το ζην ττοθητόν και το
ανέραστου. 5 Οϋτω μέυ ονν ήμ€Ϊς και προ του θανάτου σνναπζθνή-

ουκ

σκoμev και

τάς ψυχάς

προς

"Αώου μ€Τ€βιβάζομ€ν

240

Cf. Genette (1997) 367-375 on

241

See above, pp. 66-68.
H&H 7.8-18 was analysed

242

και

παρθένους efyva&pev

"transvaluation".

by Cupane and compared to the French Fablel dou Dieu
follows the same narrative scheme as Makrembo¬

d'Amors which, according to Cupane,
lites' novel; Cupane (1974) 274-281.
243

L&K 2.33-38.

244

Cf. the evil

women

and

tragedy imagery in H&H 5.3.4;

283-284.
245

Cf. Beaton

(19962) 59-61

on

love and death.

see

below,

pp.

224-227,

216

Part 2:

Comparative analysis

αύτάς, ελευθέρας έ$ αρετής

και

δούλας έ£

έρωτος και

δοχεία

μεστά των

ε£

{Η&Η 7.11.4-5)

έρωτος.

I shall die with you,

that is my comfort; just as I found living desirable, so death is
unpleasing. 5 Thus we share death before death and we convey our souls to
Hades, we breathe out our virgin souls, free through their virtue but enslaved by
love, vessels full of passion.
not

When the two passages are put next to each other like this, the parodic tone
in L&K contrasts with the serious emphasis on chastity in H&H. But as we

will see, the

episode in H&H is not without humour and parody.246 In
Tatius, the prayer of Kleitophon calms the sea, and the couple are saved; in
H&H it takes more to allay Poseidon's wrath. The narrator reports no de¬
tails of the ship during the storm, but instead the captain intervenes.
Ό δε γε

κυβερνήτης φησίν 'άνδρες συμπλωτήρες, άνδρες συγκλυδωνιζώμενοι
θρασύ και το κύμα πνκνόν καϊ μέχρι νεφών
ανυψούμενου· το ίστίον διέρρηκται, το σκάφος υδάτων μεστόν, έμοι δ' ούκέτι
σθένος άντέχειν προς τοσούτον δγκον θαλάσσης και βιαιότητα κλύδωνος και
πνευμάτων άντίπνοιαν. 2 "Αλις μοι των ναυμαχημάτων δλο? καθ1 ημών Πο¬
σειδών. Τί μη κατά τον νηίτην νόμον (καϊ κλήρος ό νόμος) χοάς ίκετηρίους
σπενδόμεθα και το θύμα κληρούμεθα;' (Η&Η 7.12.1-2)
καϊ συναιτοθνήσκοντες, το πνεύμα

The helmsman

said, 'Fellow crewmen, men who share in the tempest and immi¬
death, the gale is fierce, the waves are incessant and reaching up to the clouds.
The sail is in shreds, the hull is full of sea water, no longer do I have the strength
to withstand such a weight of water, such a violent gale and such contrary winds. 2
I have had enough of sea-fights. Poseidon is utterly opposed to us. Why do we not
follow nautical custom (which is to draw lots) and pour out supplicatory libations
nent

and draw lots for

The lot falls
και

on

a

sacrificial victim?'

Hysmine, and the captain becomes

an

improvised priest:

καινόν πύρ και

βωμός
(άλλα

ιερεύς και βωμός αυτοσχέδιοι· ή θάλασσα πύρ και το κύμα
ιερεύς ό καλός κυβερνήτης, ό τον νηίτην νόμον τιμών, θύμα δ'
μή μοι, καρδία, ραγής) 'Ύσμίνη παρθένος. {Η&Η 7.12.3-4)
και

So here
waves

fresh fire and

impromptu priest and altar; the sea was the fire, the
priest the good helmsman who respected nautical custom,
(be not shattered, my heart) the maiden Hysmine.

was a

an

the altar, and the

the victim

Kratisthenes tries to

Hysmine, but is almost thrown into the sea him¬
{H&H 7.13.1). Hysminias then attempts to hold on to her, and the cap¬
tain speaks again:
save

self

246

argues

Parody is here used in its traditional sense; cf. Genette (1997) esp. 26 and 28, who
that hypertextuality always implies parody, but "serious parody".
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Ό δε γε

κυβερνήτης iv άλλοτρίαις φιλοσόφων συμφοραΐς άπεφοίβαζε 'και
ΧρυσηΙς άπεσπάτο χειρών 'Αγαμέμνονος βασιλέως· άλλα μήνις 'Απόλλωνος
εμαλάσσετο, και λοιμού στρατός άπηλλάσσετο· τοίννν και ταύτην ήμεϊς τω
ήμετέρω θεώ καταθύσωμεν καϊ όλην τοις κύμασι καταδύσωμεν καϊ ψυχάς
ημετέρας από κλύδωνος σώσωμεν.' {Η&Η 7.13.2)
The helmsman,

making sage comments on others' misfortunes, pronounced, 'As
Chryseis was torn from the hands of king Agamemnon, but the wrath of Apollo
was assuaged and the expedition was released from plague, so now let us sacrifice
this girl to our god and sink her completely beneath the waves and let us save our
souls from the storm.'

Hysminias still holds on to the girl, and the captain speaks

once more:

αλλ" ό πάντα

σοφός κυβερνήτης καϊ πάλιν κατεφιλοσόφει, και πάλιν κατερρητόρευε 'Ποσειδών' λέγων 'την κόρην ζητεί· έπι ταύτην ό κλήρος· αϋτη
θύμα και λύτρον τών ημετέρων -ψυχών άποσπασθήτω τών τούτου χειρών,
διαρραγήτω τών ώλεών, παραδοθήτω τω βυθώ και τοις κύμασι.' {Η&Η
7.14.3)
The all-wise helmsman made another pronouncement

and another oration, saying,
requires the girl; the lot has fallen on her; she is the offering and the
atonement for our souls; seize her from that youth's hands, tear her from his arms,
let her be given to the deep and the waves.'
'Poseidon

The

crew

then wrenches her out of Hysminias' arms,

livers her naked to the

undresses her and de¬

captain.

ό δε τά πάντα

σοφός και κυβερνήτης και ιερεύς και θύτης καινός την κόρην
λαβών και όλους τους οφθαλμούς τοις κύμασιν έμβαλών και 2 'τούτο σοι
θύμα, δέσποτα Ποσειδών, και λύτρον' ειπών (άλλα μή μοι τό τών οδόντων
ερκος έκφύγης, ψυχή) της νεώς την κόρην έξεσφενδόνησε και όλην άφήκε τοις
κύμασιν {Η&Η 7.15.2)
He, the all-wise, helmsman and priest and unaccustomed sacrifier, took the girl
and, turning all eyes to the waves, 2 said, 'This, lord Poseidon, is your offering

(may you not, ο soul, escape the barrier of my teeth!). He hurled
girl from the ship and let her go completely into the waves.

and atonement'
the

There is

Homeric tone in the

episode. Hysminias refers to himself, per¬
haps ironically, as πολύτλα? ("much-enduring"), the traditional epithet of
Odysseus.247 The captain refers to the myth of Chryseis and Agamemnon
as a parallel situation.248 Hysminias uses a Homeric image with his "may
you not, ο soul, escape the barrier of my teeth!"249 Other ancient material
247

a

H&H 7.12.4. The

epithet is used ironically also in Sophocles, Aias 956.

248

H&H 7.13.2; II. 1. Cf. Beaton (19962) 61.
249 H&H
7.15.2; II. 9.409. Cf. also II. 4.350 and

above, pp. 153 and 187.

Od. 1.64 (similar formula). See also
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has also been inserted:

quotations from and allusions to Hesiod, Euripides,
proverbial material. These intertextual devices bring a
dramatic and tragic appeal to the text.250 The method used here is significant:
when the Byzantines wanted to express the total catastrophe of a situation
and thus emphasise drama, they used a proverbial phrase: Τλιά? κακών,
"Iliad of woes".251 The expression is here, through the insertion of Homeric
and tragic material, woven into the intertextual web.252
The Homeric speeches of the "captain priest" cause a comic and ironic
effect, which is enhanced by Hysminias' repeated qualifications of this man
"who respects nautical custom" as "good", "wise", and "learned".253 We
may compare the construction of the captain's portrayal to that of the
priest of Apollo in L&K. The priest expresses himself in a comic tone, and
he is described as "an emulator of Aristophanic comedy".254 In H&H, a
similar effect is achieved by means of irony.255
The contrast to the bloody and spectacular sacrifice of Leukippe (L&K
3.15) is striking. There is no cutting, no real violence; the nautical "anarchy"
drags Hysmine from Hysminias' arms, that is all. There is, on the other
hand, a certain similarity to Leukippe's second death, when she is beheaded
and thrown into the sea (L&K 5.7), but again, there is no cutting or violence
in H&H. Burlesque material of that kind has been left out,256 and it is clear
that Hysmine's virginity never is at stake. Even though Hysmine is never
Herodotus, and

250

The

same

some

structure and function can be seen in other passages, e.g.

sequence that will be discussed below, pp. 224—227, 283-286.
251
See the Suda, I 314: km των μεγάλων κακών, see also

in the Panthia

Corpus Paroemiographo-

Graecorum, vol. 1, p. 96 (Zenobius IV.43). Photios uses the expression in letter 13;
p. 65 in Laourdas & Westerink (1983). In an ancient text, see Plutarch, Coniugalia
praecepta 141a.
252
Cf. Genette (1997) 79 on "Homerisms"; see also below, pp. 264-265.
253
H&H 7.12.4, 7.14.1, 7.14.3, 7.15.1. On the Homeric and comic tone, see Alexiou
(1977) 32 and n. 17; Beaton (19962) 61. Cf. also Alexiou, ibid. 37-38 on the use of clas¬
sical allusion and stylistic exaggeration as a part of linguistic expression and also with a
rum

deliberately parodic effect
254

μάλί<ττα δέ

την ' Αριστοφάνους ϊζηΚωκώς κωμωδίαν.
episode, along with the speeches of the priest of Apollo in H&H
10.14-15 (discussed above, pp. 163-164) should be compared to the lengthy legal pro¬
ceedings in L&K 7.7-9; 7.11-12; 8.8-11. There are no comparable courtroom scenes in
H&H, but the behaviour and the speeches of the captain and, in particular, the priest of
Apollo may be seen as condensed versions of the forensic orations in L&K.
256 Cf.
Genette (1997) 229-235 on "excision"; cf. above, p. 199, n. 161 and p. 200, n.
255

170.

L&K 8.9.1:

The sacrifice
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threatened

by external rapists, we should, however, note the erotic tones of
mysterious salvation, and also the "erotic" night aboard the ship.257
The sacrifice of Hysmine calms the sea {H&H 7.16), as did Kleitophon's
prayer (L&K 3.5.4); the episodes thus end in similar ways. But Makrembolites' episode on Hysmine's sacrifice is a combination of the traditional
storm and shipwreck scenes and of the apparent death of the heroine, and
some material has been drawn from other parts of L&K. The passage, how¬
ever different, is thus also a variant of the Scheintod motif. This is implied
by Hysmine herself in her letter to Hysminias: δια σε θανάτου γενσαμένη
ττίκρου, "because of you I tasted bitter death" {H&H 9.9.3).258 The phrase
is echoed by Hysminias himself a little later.259 The apparent death motif is
not necessarily a proof that love conquers death (the reader cannot be sure
of that until the end of the novel), but is more likely to signify the extreme
"reality" in which love forces the protagonists to exist.260 Love and death
are not necessarily opposed, but may also be linked together; this is a motif
with a long tradition.261 This problematic opposition and equation become
part of the novel's thematics through the insertion of the Scheintod motif.

her

THE CHASTITY TEST

In the two novels'
ways, so as

257

On the

closing books, the heroines' chastity is tested in varying
to make sure to the characters as well as to the readers that it

saving by the dolphin,

see

below,

pp.

233-234;

on

the night aboard the

ship,

see above, p. 214.
258 Cf. L&K 5.18.4: hi ά

σε Updo ν yeyova και καθαρμός καϊ τόθνηκα ηόη δεύτ tpov,
"for your sake I have been a sacrificial victim, an expiatory offering, and twice have died."
The Scheintod motif appears in all ancient novels, with the exception of Longus' D&C;

also in Iamblichos'

Babyloniaka,

see

Photios' Bibl. cod. 94. The victims

are

always the

heroines; the heroes may be thought dead, but their corpses are never seen; Billault (1991)
203-204. On the motif in the ancient novel and its relation to New Comedy, see Bowie
(1996) 100-101; from a mystical point of view, Beck (1984) 147. In R&D Rhodanthe suf¬
fers apparent death in book 6, but there is no suspense.
259

H&H 9.22.3: α πάντα χαίρω παθών, ότι σε την ίμην 'Ύσμίνην "Έρως μοι πάλιν
ε£ "Αώου καινώς άνεσώσατο, "all this I suffer willingly, because Eros has miraculously
rescued my Hysmine for me once more from Hades." On this passage, see Beaton (19962)
61.
260

Billault

261

Love and death

(1991) 204.

linked together in epigrams in the Anthology, e.g. 5.236, but cf.
belonging to life as opposed to death and also 5.241 on parting as dying; see
also Agapitos & Smith (1992) 38. Cf. Eugenianos' D&C 2.169-185, 2.245-246, 6.589,
6.592; Beaton (19962) 60 and n. 45.
5.85

on

love

are
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has remained intact.262 There is

a difference already at the outset:
Leukippe
has indeed gone through a number of threats to her virginity, but Hysmine
has never been harassed by any man.263 Furthermore, she has already been

tested once, when the

pirates arrived with her at Artykomis:

Άποβάντες ουν της τριήρους οί ττειραται καΐ τοις ττοΚίταις σιτεισάμει>οι
εζάγουσι τον φόρτου τον σκάφους, κάμε συνεζάγουσι και ττερί τιυα μετάγουσί με ττηγήν καϊ δάφνης με στεφανωσαντες εττιρρίτττονσι τοις νδασι. (Η&Η
11.16.1)
So the

pirates disembarked from the trireme and entered into an agreement with the
citizens; they unloaded the cargo from the vessel and took me out too; they brought
me to a

spring into which they threw

me,

after putting

a

garland of laurel

on me.

Even

though Hysmine does not seem to have been aware at the time of this
being a chastity test, Hysminias and the reader must have recognised it as
such. The need of the test thus differs in the two novels, and the repeated
test of Hysmine should be seen as underlining the emphasis on virginity and
Sophrosyne in H&H.264
Leukippe, after all the complicated trials by the end of Tabus' novel, has
agreed to undergo "the ordeal of the syrinx". The myth of Pan and Syrinx
has been told by the priest of Apollo, who has explained that Pan placed the
pan-pipes in a grotto now used to test virgins: if the girl who enters the cave
is indeed a virgin, you hear a delicate melody and the door springs open; if
she is not, you hear a scream and the girl disappears (L&K 8.6).265 Needless
to say, Leukippe passes the test (8.13-14). The widow Melite also goes
through an ordeal to show that she has been faithful to her husband Thersander while he was away. The very wording "while he was away" saves her,
since she in fact slept with Kleitophon after Thersander's return, and she
passes "the ordeal of the Styx".
While Leukippe's ordeal has little in common with Hysmine's, we may
instead compare Hysmine's test to that of Melite. "The ordeal of the Styx"
has the following history: a young girl, a huntress by the name Rhodopis,
swore to Artemis always to stay a virgin, but she was overheard by Aphro262

Cf. Aith. 10.8,

where both hero and heroine have to pass the test, and the ordeal by
ordeals occur only in the novels of
the motif in the ancient novel, see
Rattenbury (1926) with ancient predecessors in pp. 64-66.
263 Cf.
Eugenianos' D&C, where both hero and heroine are subjected to unwelcome at¬
fire in R&D 1.372-404, repeated in book 8. Chastity
Heliodoros and Tatius; Billault (1991) 215-217. On

tention in books 3-4.
264

Cf. above, pp.

265

Cf. the story

131-132. On virginity in H&H, see Garland (1990) 74-75.
of Pan and Syrinx in Longus' D&C 2.34 (not as a test of virginity).

Pan is not mentioned in H&H.
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dite, who decided to take revenge. A young hunter called Euthynikos was
likewise uninterested in erotic mysteries. Aphrodite sent her son Eros on a
chase for Rhodopis and Euthynikos and they were hit by his arrows. They
took refuge in a cave where they broke their chastity vows. When Artemis
found out,

hearing Aphrodite laughing, she turned the girl into a spring.
spring is now used to refute alleged liars, an oath is written on a
tablet and hung around the person's neck: if he or she is a liar, water rises
and carries off the tablet (L&K 8.12).266
Hysmine's virginity is to be tested by "the spring and bow of Artemis"
in Artykomis. The place and procedure have already been described by
Hysminias in book 8, when it was used for his female fellow prisoners
{H&H 8.7).267 The spring is considered by the locals to have qualities simi¬
lar to those of the Rhine or, possibly, to contain the waters of the Rhine.268
In any case, it holds the power to refute pretended virginity. The spring is
situated in the middle of the sanctuary of Artemis, by the feet of a golden
statue of the goddess holding a bow. The virgin is thrown into the well with
a wreath of laurel on her head: if she is innocent the water stays clear; if "the
breath of Aphrodite has put out her virginal torch and Eros secretly has
stolen her virginity" the statue stretches her bow and aims at the alleged
maiden's head. As the frightened girl tries to hide below the surface, the
wreath is carried away by the water. To Hysminias' relief, also Hysmine
passes the test {H&H 11.17). As mentioned above, he should know that
Hysmine already passed the test, but his worry is probably part of the
topos and may be compared to Kleitophon's reaction: ort μέν παρθένος el,
Αζνκίππη, π€πίστ€νκα, άλλα τον Πάνα, ω φιλτάτη, φοβούμαι, "I have
utter faith in your virginity, Leukippe, but Pan, my dear, throws me into
panic" {L&K 8.13.2), and after she has passed, έγω δε όστις eyeyovtiv ουκ
αν €17τοιμι
λόγω, "there is no way I could put in words my feelings at that
moment" (8.14.2).
There are three parallels between the two stories: the use of famous
rivers, Styx and Rhine respectively; the effect of the rising, agitated water;
the presence of the virgin goddess Artemis (juxtaposed and opposed to
Aphrodite). Instead of adapting Leukippe's ordeal for Hysmine, Makrembolites has apparently drawn material from that of Melite. One may wonder
When the

if this
266

novel
267

268

was a

conscious choice of the author. The contrasts

are

indeed

so

According to Chew (2000) 64, this chastity test is a sign of Tatius' parody of ideal
morality.
Cf. Aith. 10.7-8, where the protagonists are tested along with the other prisoners.
H&H 8.7.1: πηγην της

tlkov; on

'Αρτέμιδος,

ην

Άρτνκωμις φέρει. Ύηνον

ποταμού

Κελ-

this passage, see above, p. 140 and n. 344. Cf. also L&K 1.18.1-2 on Arethusa.
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extreme—the

lusty married woman as opposed to the chaste virgin—that
may suspect an ironic subversion in which the contrast is the main
point.269 Another possibility is that the ordeal which included a river had a
specific appeal to the Byzantine novelist, since it invited a new design of
the traditional motif by the insertion of the river Rhine.270
one

Let

proceed to some of the motifs that are expressed in passages
literary and linguistic counterpart in L&K. First we will compare
the bad omen of the eagle, the couple being caught in flagrante, and the
flirting at dinners in the two novels. Then we will study three erotic motifs
or myths that were introduced by Tatius and adapted by Makrembolites:
Apollo and Daphne, the dolphin as Eros' companion, and the myth of the
palm.
us now

that have

a

THE EAGLE

In book 2 of L&K

bad

causing a delay of the planned mar¬
riage between Kleitophon and Kalligone: when Kleitophon's father has
placed his sacrifice for the young couple's marriage on the altar, an eagle
comes flying and snatches it away.
a

επειδή θυσάμενος ό
άνωθεν καταπτάς

omen occurs,

πατήρ

αρπάζει

έτυχε
το

/cat τα θύματα έπέκειτο τοις βωμοΐς, αετό?
ιερεΐον σοβούντων δε πλέον ουδέν ην ό γαρ

όρνις ωχετο φέρων την άγραν. έδόκει τοίνυν ουκ. αγαθόν είναι· και δη έπέσχον
έκείνην την ημέραν τους γάμους, καλεσάμενος δε μάντεις ό πατήρ και τερατοσκόπους τον οιωνόν διηγείται. 3 οι δε έφασαν δεϊν καλλιερησαι Έενίω Αιι
νυκτός μεσούσης έπϊ θάλατταν ηκοντας· ό γαρ όρνις έτυχεν ιπτάμενος εκεί
[...] εγω δε ταύτα ώς έγενετο τον άετόν υπερεπήνουν και δικαίως έλεγον άπάντων ορνίθων είναι βασιλέα, ουκ εις μακράν δε απέβη του τέρατος τό έργον.
(L&K 2.12.2-3)
This is what

happened: when my father had sacrificed the animal, and the meat lay
eagle swooped down and snatched it up. It was no good trying to
shoo it away, the bird was gone with his catch. They decided this was a bad sign,
so they put off the wedding for that day, while my father called in priests and in¬
terpreters and told them about the ominous incident. They said that since the bird
had flown towards the sea, he must go to the seashore at midnight and there offer
sacrifice to Zeus as God of Hospitality [Zeus Xenios]. When this happened I
praised the eagle extravagantly—truly the king of all birds. The fulfilment of this
marvellous sign was not far off.
on

the altar, an

269 In

where

that case, it may be compared to the reversed situation
discuss how the characters in H&H have exchanged

we

comparison to the characters in L&K.
270
On the refuting characteristics of the Rhine,

see

described below in 2.2.7,
features and functions in

Plepelits (1989) 189-190,

n.

103.

2.2.4
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kidnapping of Kalligone, but also the elopement
thing happens in Makrembolites' novel, but
there it takes place at the sacrifice for Hysmine's wedding with a suitable
young man that her parents have chosen. Hysminias happens to witness the
event, since he has sneaked out of the house to go to the temple of Zeus
Xenios, where his own and Hysmine's parents are gathered for the noctur¬
nal ceremony. After a prayer to the god they put the sacrifice on the fire,
and then μέγας δ' ά€τός έκ νζφων άνακλάγζας και juera ροίζου καταχνθάς ηρπασέ re το θϋμα καϊ τους περί τον βωμόν σννετάραζεν, "a huge
eagle came shrieking from the clouds and swooped down with swishing
wings and seized the sacrifice and scattered those by the altar" (H&H
6.10.2).
Whereas Kleitophon's father sends for an interpreter of the event, the
characters in H&H immediately react to the omen, particularly Hysmine's
mother Panthia, who falls to the ground loudly lamenting her daughter's
fate: to die (.H&H 6.10.3-6). This is of course a misinterpretation; the event
foreshadows, as in the model, the coming elopement of the couple, already
planned. Panthia's reaction causes people at the temple to discuss the
meaning of the omen (6.11.3). At home, a discussion takes place as to what
the omen means (6.13-6.15). In the Byzantine version, there is no obvious
interpretation; the omen needs to be analysed and discussed, whereas in the
ancient novel there is one straight answer. This divergence from the model
may be considered in relation to the twelfth-century interest in Aristotelian
interpretations of dreams and oracles; it seems that the Hellenistic manuals
on interpretation no longer were a way to understand a sign.272
A brief look at the vocabulary shows that Makrembolites has not reused
any linguistic material: only three words match, and none of them is striking:
aeros (eagle); αρπάζω (to seize); βωμός (altar). It is clear that Makrembo¬
lites uses different levels of augmentation. On a linguistic level, there is thus
little imitation of the hypotext here; the only words that are reused are those
required by the context.273 Instead, amplification is employed on other
levels. As we can see, in Makrembolites' version the sacrifice does indeed
take place at night by the altar of Zeus Xenios, just as the interpreters in
L&K recommended. In fact, all the three sacrifices in H&H take place at
night {H&H 5.15; 6.10; 7.1), all of them at the temple of Zeus Xenios.
Makrembolites has brought one detail from L&K and extended its use in his
of the

couple.271 The

271

Bartsch

272

Cf. above, p.

273

Cf.

same

(1989) 86-87.
110.
Genette (1997) 78-79

on

imitation of words.
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novel. In the

in the

following example, we will see how amplification is used
adaptation of both linguistic and thematic material.

THE MOTHER

Shortly after the snatching of the sacrifice, Kleitophon convinces Leukippe
receive him in her bedroom one night. Because of a most unfortunate
dream, the couple end up caught in flagrante by Leukippe's mother Pan-

to

theia.

[...] άρτι δέ

προσελθόντος εϊσω τοΰ θαλάμου της παώός, γίνεται τι
κόρης μητέρα· έτυχεν όνειρος αυτήν ταράζας. 5 έδόκει
τινά ληστήν μάχαιραν έχοντα γυμνήν άγειν άρπασάμενον αυτής την θυγατέρα
κα\ καταθέμενον ύπτίαν, μέσην άνατεμεΐν τη μαχαίρα την γαστέρα, κάτωθεν
άρζάμενον άττό της αίδούς. ταραχθεϊσα οΰν υπό δείματος, ως εϊχεν αναπηδά και
έπϊ τον της θυγατρός θάλαμον τρέχει (eyyus γαρ ην), άρτι μου κατακλιθέντος.
6 εγώ μεν δη τον ψόφον άκουσας άνοιγομένων των θυρών, ευθύς άνεττήδησα'
ή δε έπι την κλίνην τταρήν. συνεις ουν το κακόν έζάλλομαι και δια των θυρών
ϊεμαι δρόμω, και ό Σάτυρος ίπτοδέχεται τρέμοντα και τεταραγμένον. είτα
έφεύγομεν δια του σκότους και έττϊ τό δωμάτων εαυτών ήλθομεν. (L&K
τοιούτον

μου

7τερι την της

2.23.4-6)
Just

I

entering the girl's bedroom, something was happening across the hall
was being disturbed by a dream, in which she saw a bandit
with a naked sword seize her daughter, drag her away, throw her down on her back,
and slice her in two all the way up from her stomach, making his first insertion at
her modest spot. Pantheia was so distressed and frightened that she leaped up just
as she was and ran the few steps to her daughter's bedroom, just as I was lying
down. 6 I heard the noise of the door opening; I sprang to my feet. She was already
near the bed. Realizing that the situation was desperate, I jumped aside and hurled
myself through the door, running. I collided with Satyros, who held me still trem¬
bling and shaken. We ran through the dark until we reached our room.

to

as

was

her mother. 5 She

The

following passage describes the reaction of the mother. She is of course
greatly disturbed, she hits the chambermaid Kleio and then bursts into a
flow of accusations and anger:
Ά7τώλεσάς μου,'

λέγουσα, Άευκίππη, τάς έλττίδας. 2 οϊμοι, Σώστρατε· συ
Βυζαντίω ττολεμεΐς ΰττερ αλλότριων γάμων, εν Τυρω δε καταττεττολέμησαι και της θυγατρός σου τις τους γάμους σεσΰληκεν. οιμοι δειλαία,
τοιούτους σοι γάμους όψεσθαι ου 7τροσεδόκουν. 3 όφελον έμεινας εν Βυζαντίω· όφελον έπαθες πολέμου νόμω την ϋβριν όφελόν σε καν Θραξ νικήσας
ϋβρισεν ουκ εΐχεν η συμφορά δια την ανάγκην όνειδος, νυν δέ, κακόδαιμον,
άδοζεΐς εν οις δυστυχείς. 4 έπλάνα δέ με και τα τών ενυπνίων φαντάσματα,
τον δέ
άληθέστερον όνειρον ουκ εθεασάμην. νυν άθλιώτερον άνετμηθης την
γαστέρα· αϋτη δυστυχεστέρα της μαχαίρας τομή· ουδέ ειδον τον ύβρίσαντά σε,
μεν εν

2.2.4
ουδέ οιδά μου τής συμφοράς την
(Ι&κ 2.24.1—4)

τύχην. οΐμοι

των
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δούλος ην;'

'You've ruined all I

ever hoped for, Leukippe. 2 Ο Sostratos! While you're fight¬
ing for other men's marriages in Byzantium, you have been defeated in Tyre, and
someone has despoiled your own daughter of her marriage. You pitiful thing: I had
hoped for something better in the way of a wedding. 3 Why did you ever leave
Byzantium? Better you were a wartime atrocity, better raped by a victorious Thracian soldier than this. That would have been a disaster but not a disgrace, if force
was used. Wretched girl! This way you lose your reputation along with your
happiness. 4 My dream misled me: the truth was worse than I saw. That incision
in your stomach is much more serious: he pricked you deeper than a sword could
have. But I didn't see the man who did it; I don't know how the disaster hap¬
pened. Oh, dear me! What if it was a slaveV

Pantheia does not believe

Leukippe's assurance that her virginity is intact,
Kleitophon and Satyros decide that the only solution is to run away
with Leukippe.274
Makrembolites has placed the whole incident within a dream. Hysminias
has finally fallen in love with Hysmine, and he experiences a whole series of
erotic dreams. In the last dream he is in the garden embracing Hysmine, but
when he tries to "do something more erotic" the embrace turns into a strug¬
gle, since the girl is not completely willing. The mother now appears and the
following happens:

and

'Ey

μέσοις τούτοις ή της κόρης μήτηρ εφίσταται, καϊ του πλοκάμου λαβομέυη
κόρην ώ? εκ λει'α? έφέλκεται λάφυρου, λοιδορούσα τη γλώσση και πλήτ¬
τουσα
τή χει pi εγώ δ' ώσπερ κατακεραυνωθείς όλος ήμην εμβρόντητος. 4
Άλλ' ό πάντων ονείρων άγριώτατος δνειρος ούτε μ' άφήκεν άναισθητεϊν και
την της Πανθίας γλώσσαν εις Ύυρσηνικήν μετεχάλκευσε σάλπιγγα κατατραγωδούσαν τα κατ εμε και καταλοιδορούσάν μοι τό κηρυκείου 'βαβαι της
σκηνής, της ύποκρίσεως'' λέγουσαν 'Ζεΰ και θεοί· 5 ό κήρυξ, ό παρθένος, ό
τής δάφνης έστεφανωμένος, ό τά Διάσια φέρων εις Αύλικώμιδα, ό παρ" ήμίν
ίσα και θεώ φιλοτίμως φιλοφρονούμενος, μοιχός, ακόλαστος, βιαστής,
δεύτερος Πάρι? εις Αύλικώμιδα κατασυλα μου τον θησαυρόν, άνορύττει μου
τό κειμήλιον. 6 Άλλ' εχω σε τον ληστήν, τον τοιχωρύχον, τον άλιτήριον,
τον άποσυλώντα τά κάλλιστα. Μητέρες όσαι παρθενικούς θησαυρούς κατορύττεσθε και περι την φυλακήν αγρυπνείτε τών θησαυρών, ιδού τον
επίβουλου εχω τω τής δάφνης στεφάνω κατακρυπτόμενον, τω σεμνώ χιτώνι,
τω
ιερώ πεδίλω και τω κηρύγματι, όληυ ένδεδυμένον την λεοντήν, δλην ύποπλαττόμενου την σκηνήν. 7 Οι? ό γλυκύς άντιπνεύσας τής σωφροσύνης
ζέφυρος ελέγχει τον δόλον, άπογυμνοί τό κρυπτόμενον και νύν ούκέτι κήρυξ
ό κήρυξ, αλλ' άρπαξ, άλλα ληστής, άλλα τύραννος. 8 Λάινου τω τυράννω
την

274

This dream may

this passage, see

be compared to Kleitophon's dream of Kalligone in L&K 1.3.4;
Bartsch (1989) 85-87; on L&K 2.23, see ibid. 87-89.
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χιτώνα, γυναίκες, εξυφανούμεθα· καταζωγραφήσωμεν την σκηνήν, την
ύπόκρισιν τεχνουργήσωμεν και στηλιτεύσωμεν τω χιτώνι τον τύραννον, ϊν η
τούτο
γυναιξί κόσμος, παρθένοις τείχος, και στέφανος 'Αυλικώμιδος.
Τι δ'; Ού γυναίκες ειλον Αιγύπτου τέκνα
και Αημνον
άρδην άρσενων εζωκισαν;
Πολυμνήστωρ δ' ουκ εκ γυναικών εζεκόπη τους οφθαλμούς;'
4 Ταΰτ' ειπε και στρατόν καθώπλισε γυναικών
καϊ παντελώς κατεβάκχευτον

σε και κατ

εμής κεφαλής εζεστράτευσεν (Η&Η 5.3.3-4.1)

While all this

was

going

on,

the girl's mother arrived and, grasping the girl by the

hair, dragged her off like loot from war-spoils, yelling vituperations and slapping
her. I

absolutely thunderstruck, as though I had been blasted by lightning, 4
aggressive of dreams did not let me remain senseless and turned
Panthia's tongue into a Tyrrhenian trumpet275 which brayed out against me and
cursed my herald's wand. 'Alas for your theatricals', she said, 'and your play-act¬
ing. Zeus and the gods! 5 The herald, the chaste youth who was crowned with lau¬
rel, who brought the Diasia to Aulikomis, who was welcomed amongst us and
cherished like a god—he is a fornicator, a libertine, a rapist, a second Paris who has
come to Aulikomis where he
ravages my treasure, robs me of my heirloom. 6 But
I've got you now, you thief, you robber, sinner and despoiler of what is most
beautiful! All you mothers who conceal your virgin treasures and keep sleepless
watch over your treasures, look, I have the traitor who was masked by the laurel
crown, the august tunic, the sacred sandal and his office—he put them all on like a
lion skin,276 he invented the whole play. 7 But the sweet zephyr of Sophrosyne
blew against these and convicted him of deceit and revealed what had been hidden.
So the herald is no longer a herald but a robber, a brigand, a tyrant. 8 Women, let
us weave a tunic of stone for the
tyrant;277 let us paint his scenery for him, let us
perfect the performance and let us publicly emblazon the tyrant with his tunic so
that our actions will be an ornament for women, a bulwark for virgins and a crown
for Aulikomis! Did not women destroy the children of Aegyptus and empty all
Lemnos of males'?278 Were not Polymnestor's eyes gouged out by women?'279
4 She said this and instigated an army of women to action and succumbed en¬
tirely to a Bacchic frenzy and launched a campaign against my head.
was

but that most

At this

Hysminias calls out to Kratisthenes who wakes him

The dream allows the narrator to dwell

up.
the dramatic aspect

of the sit¬
Hysminias Panthia is a true horror; she does not care much about
Hysmine, just drags her away from the hero by her hair and slaps her, be¬
fore concentrating all her wrath on Hysminias. Pantheia, on the other hand,
on

uation. To

275
n.

Cf. e.g.

Aeschylus, Eumenides 567-568 and Sophocles, Aias 17;

see

below,

41.
276

Allusion to Heracles' abduction of Iole.

277

For the expression "weave a chiton of stone", i.e. to lapidate, see II. 3.57.
Euripides, Hecuba 886-887.
The blinding of Polymnestor is narrated in the Hecuba 981-1046.

278
279

p.
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who could not attack

Kleitophon, since she did not know who the perpetra¬
abused her daughter in very harsh words, but she did not hit her; it
Kleio that she hit and dragged by her hair.

tor was,
was

If

look at the

wording of the two passages, the laments of Pantheia
expressed in terms of robbery and war.280 Makrembolites has picked up
the robber-theme, and amplified it so as to cover the whole speech of Panthia. The word Κτιστής is used only once in L&K\ Makrembolites employs
both the same word and others within the same range of meaning: Panthia
drags the girl from Hysminias as loot from war-spoils (ώ? e/c Aetas λάφυ¬
ρου), she calls him a fornicator, a rapist, a robber, a thief, and so on. There is
thus in this passage amplification on verbal and stylistic levels, a device that
we

are

includes the
also

use

of the almost identical

names

conspicuous tragic flavour to the

a

Pantheia and Panthia. There is

passage,

which will be discussed in

further detail below.281

THE FLIRTING

The

flirting of the protagonists is an important motif in both Tatius and
Makrembolites, and it is closely tied to the dinner motif.282 Two episodes in
H&H recall passages in L&K. Firstly, the placing of the couple at dinner is
stressed in both novels. In Tatius, it happens at the first dinner the couple
attend together:
καιρός ήν, συνίπίνομεν κατά δύο τάς κλίνας διαλαχόντες (οϋτω γαρ
έταζαν ο πατήρ), αυτός κάγω τήν μέσην, αί μητέρας α'ι δύο την έν άριστίρα·
τήυ δίξιαν ειγον α'ι παρθένοι. 2 έγω δέ ώς ταύτην ήκονσα την eύταζίαν, μικρού
προσξλθών τον πατέρα κατεφίλησα, ότι μου κατ' οφθαλμούς ανέκλινί την
παρθένου. 3 τι μέν ουν 'έφαγον, μα τους θζούς, έγωγί ουκ ήδϊΐυ· έώκζΐν γαρ
τοις έν όνΗροις έσθίουσιν. έρίίσας δέ κατά της στρωμνής τον αγκώνα και
έγκλίνας έμαυτόν όλοις έβλί,πον τήυ κόρηυ τοϊς προσωποις κλέπτων άμα την
θέαν τούτο γάρ μου ήν τό δαπνον. (L&K 1.5.1-2)
και. επά

When the dinner hour came, we took our
couch—he and I

two

on a

two

maidens

280

on

the

on

places at table

as my

father arranged

us,

the middle couch, the two mothers on the left, the

right. When I heard him announce this arrangement [eu-

use of laments as a rhetorical device in the ancient novel, see Birchall (1996);
2-7 on the lament's place among, and relation to, progymnasmata.
below, pp. 283-284.
282
On the dinner motif in H&H, see Rey (1996); on the function of dinners in Prodromos, but also the sophistic novels, Makrembolites and Eugenianos, see Harder (1997a).
According to Harder, ibid 141 and n. 22, the dinners in H&H illustrate the geographical,
social and psychological stations that the protagonists go through. In Prodromos, the
dinners (there are five of them) structure the plot (along with sleep, night and day, ibid p.
134, n. 5) besides having a political function.

On the

note esp. pp.
281 See
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τα£ίαυ], I almost went over and kissed him for displaying her thus before
As to what

my eyes.

had for

dinner, by all that's holy, I really don't know: I ate like a
man in a dream. With one elbow resting on the
pillow and putting myself at an
angle for a better view, I watched her directly, though without ever seeming to
stare. She was my entire meal.
we

In

Makrembolites, the corresponding episode does not take place until the
families have arrived in Eurykomis, Hysminias' hometown.283 In Aulikomis, Hysmine was serving the wine, and she used that as an occasion for
flirting with Hysminias. Now he himself has fallen in love and is much more
inclined to flirting.
two

ούν [του] τής περι τον κψτον [μέρους] της τραπέζης πλευράς πατήρ
έμός Θεμιστεύς καϊ μήτηρ Διάρτεια καϊ τρίτος εγώ, ολον άποθέμενος το
κηρύκειον έκ δέ θατέρου Σωσθένης πατήρ 'Ύσμίνης, Υίανθία μήτηρ· 4 και
μετά όή την μητέρα την 'Ύσμίνην ή τάζις έκάλεσεν εγώ γοϋν καθ' αυτόν την
τάζιν έπήνεσα και ταύτης έμαυτόν έμακάρισα, το πράγμα κρίνων οίωνόν
αίσιώτατον, κάζ αυτής, δ φασι, γραμμής ευτυχεϊν έόόκουν τον έρωτα. (Η&Η
Έκ μεν

5.9.3-4)
On the side of the table that

by the garden was my father Themisteus and my
myself, having completely laid aside my her¬
ald's wand. On the other side was Hysmine's father Sosthenes and her mother Panthia; 4 next to her mother strict rank [reikis] placed Hysmine.284 I inwardly praised
the etiquette and thought myself most blessed in this, considering the matter most
propitious, and I thought that I would, as they say, from the very outset get lucky
was

mother Dianteia and the third

was

in love.

Hysminias does not dwell on his feelings about this situation; he has in fact
already experienced the same feelings as Kleitophon in a dream he had be¬
fore leaving Aulikomis (H&H 3.5). In the dream a dinner description was in¬
tertwined with Hysmine's flirting, which for the first time was returned by
Hysminias.285 Now that Hysmine is no longer serving the wine, Makrem¬
bolites instead takes the opportunity to proceed directly to some "erotic
playing". The passage is long and complex; we will look only at one part of
it as an example. Kratisthenes, who is now in charge of the wine, gives the
same cup alternately to Hysmine and Hysminias.
283

For the

same

motif in other Komnenian novels, see also R&D 2.120-128, 2.145-

149; D&C 9.207-211.
284

This is how I

interpret the passage: if the hosts are placed "on the side of the table
by the garden", then the guests are placed on the other side of the table so that
they may watch the garden. We may note that the dinner guests in H&H are sitting at the
table (the Byzantine way), otherwise Hysmine could not possibly press Hysminias' foot
with her own while serving the wine; cf. also H&H 1.6.2 and 4.1.1.
285
On the repetitive scheme of these scenes, see above, pp. 70-76.
that

was
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Μέτά γοϋν την

Πανθίαν καϊ την έμήν μητέρα Διάντειαν ήκε φέρων έπ' έμε
Κρατισθένης το έκπωμα· τούτω γαρ 6 πατήρ οίνοχοεΐν έγκελεύεται· εγώ δε
Κάβων μικρόν έξερρόφησα· εΐθ' ως εκ μεταμέλου ττρός τον δόντ άντιδέδωκα,
καταΚοώορήσας αύτώ της άταξίας και της της ευταξίας συγχύσεως- ή γαρ
τάξις τη κατά μέτωπόν μου 7ταρθένω τό προπιεϊν έχαρίσατο. 4 Ό δε πεισθείς
προς αυτήν έκόμισε τό ποτήριον ή δ' όλαις χερσίν ΰπεδέξατο, καν ως παρ¬
θένος άκροις δακτύΚοις έδέξατο- και τον νουν όλον καταλαβοϋσα τοϋ δρά¬
ματος ευχαριστεί μοι τω σχήμα τι, μικρόν την κεφαλήν ερωτικώς ΰποκλίνασα,
οιον
κυπάριττος άνεμουμένη μικρόν έξ εύκραοϋς ζέφυρου λεπτού· και ην τό
σχήμα χαρίτων μεστόν καί εΐδωλον "Ερωτος. 5 Ούτως έκοινούμεθα τό ποτή¬
ριον, και ημεν ολοι συμπί',νοντες καί λίαν ερωτικώς καταπίνοντες· ούτω τα

χείλη παραδόξως άνακεκράμεθα, όλον ερώτων έρατόν όπόν άμελγόμενοι και
όλους αλλήλους τοις όφθαλμοΐς μεθέλκοντες επί τάς ψυχάς. (Η&Η 5.10.3-5)
After Panthia and my

mother Dianteia, Kratisthenes came up to me, carrying the
father had put him in charge of the wine—and I took it and sipped a little
but then, as if changing my mind, I handed it back to him, chiding him for his lack
of etiquette and for having broken the order of precedence; for strict decorum
demanded that the maiden opposite me should drink first. 4 He obeyed and took
the cup to her; she grasped it with both hands, even though—as befits a maiden—
she took it with her fingertips only.286 Understanding the point of this by-play, she
thanked me with a gesture, inclining her head slightly in erotic manner, like a
cypress gently swaying in a light breeze; and the gesture was full of grace and she
was like a reflection of Eros. 5 So we shared the cup, and imbibed together and
drank very passionately; thus we mingled our lips in no ordinary manner, sucking
the passionate juices of our love and each drawing the other into our souls with our
cup—my

eyes.

The "kisses"

then

repeated twice, each time slightly different; it is now
Hysmine who is given the cup first and invents different reasons for giving
it back (H&H 5.11-12). The passage is filled with rhetorical figures and
word-plays, the central pun being the double meaning of χα'λη (lips/brim);
are

Ό δ' άλλα (τί γαρ

άλλο ποιείν έμελλε;) παρετίθετο, και νή τον 'Έρωτα την
παρθένου έδόκουν πίυειν αυτήν τά χείλη ταύτης κατεφίλουν ερωτικώς καϊ
φιλών ύπέκλεπτον τά φιλήματα· ύπηρέτην εΐχον τό έκπωμα της έμής φίλης
"Τσμίνης τά χείλη μετακομίζον μοι. (Η&Η 5.11.4)
So—what else could he do—he offered it and,

by Eros, I seemed to be drinking
girl herself. I kissed her lips passionately and, as I kissed, I stole kisses.
cup was my assistant who conveyed my beloved Hysmine's lips to me.

down the
For the

286

phrase όλαις χερσίν υπεδέξατο suggests Hysmine's inner feeling of acceptance
accepted the cup "wholehandedly", i.e. wholeheartedly—and then comes
the clarification that she still held it, like any well-brought-up girl, lightly with her fingers
and did not grab it.
The

and desire—she
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In H&H 5.12 the cup

is instead described as a mirror that brings the girl her¬
Hysminias' soul, which may be compared to several of the philo¬
sophical and metaphysical expressions of love used in L&K.287 After dinner,
when Dianteia has kissed the girl goodnight, Hysminias takes the chance of
having yet another kiss, kissing his mother and thus, again, the girl.

self into

τα

χείλη

πον, κ αϊ

κατεφίλησα καταφιλών τεχνικώς της κόρης το πρόσω¬
μητέρα καθυπονργοϋσαν είς έρωτα και μετακομίζουσάν μοι

της μητρός

είχον

την

φιλήματα. (Η&Η 5.13.2)
I kissed my

mother's lips and in effect kissed the girl's face, and I enrolled
conveying her kisses to me.

my

mother in the service of Eros,

In L&K a similar passage appears

in book 2:

Επειδή δε τον όείπνου καιρός ην, πάλιν ομοίως σννεπίνομεν. ωνοχόει δε ό
Σάτυρος ήμΐν καί τι ποιεί πράγμα έρωτικόν. εναλλάσσει τά έκπώματα και το
μεν έμόν τη κόρη προτίθησι, τό δε εκείνης έμοί, καί έγχέων άμφοτέροις καί
κερασάμενος ώρεγεν. 2 εγώ δε έπιτηρήσας τό μέρος τον έκπώματος, ένθα τό
χείλος ή κόρη πίνονσα προσέθηκεν, έναρμοσάμενος τό έμόν έπινον, άποστολιμαΐον τούτο φίλημα ποιών, καί άμα κατεφίλουν τό έκπωμα. 3 ή δέ ώ?
ειόεν, συνήκεν ότι του χείλους αυτής καταφιλώ καί την σκιάν, αλλ' δ γε
Σάτυρος συμφορήσας πάλιν τά έκπώματα ένήλλαξεν ήμίν. τότε ήόη καί την
κόρην ειόον τά έμά μιμουμένην καί τά αυτά πίνουσαν, καί έχαιρον ήδη πλέον,
καί τρίτον έγένετο τούτο καί τέταρτον καί τό λοιπόν της ημέρας ούτως
άλλήλοις προεπίνομεν τά φιλήματα. (L&K 2.9)
When

the wine course, we

all drank as usual, but Satyros was in charge
arranged an erotic sleight of hand: exchanging cups, he set mine
before the girl and hers in front of me. After pouring the wine and mixing in the
water he offered them to us. I took note of the place on the rim where her lips had
touched the cup when she drank, and put my lips to the same place. So I kissed the
cup itself and left a vicarious kiss for her. She saw me and understood that I was
thrilled even by the trace of her lips. But Satyros collected and exchanged our cups
again.288 Then I saw her mimic my action, drinking as I had done, which made me
even happier. This happened a third time, and a fourth time, and so we pledged our
love, drinking and kissing for the rest of the day.
we came

to

of the wine, and he

The two

from L&K, the dinner arrangement

in book 1 and the play
in book 2, have in H&H been combined into one long, contin¬
uous sequence. The Byzantine couple take a more active part in the play: it
is not Kratisthenes who invents the game, he is merely their go-between. It
is significant that Makrembolites has picked up the ευταξία, the "good ar¬
rangement" that Tatius used when he described the first dinner (L&K 1.5.2)
scenes

with the cups

287

L&K 1.4.4; 1.9.4;

288

This sentence has been left out in Winkler

4.8.3; 5.13.4. See above, pp. 199-200.
(1989).
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and

placed it in the second part of his long passage (.H&H 5.10.3) and not in
where it may seem more appropriate (5.9.3-4). The άποστολιμαιον φίλημα, the "missive kiss" sent by Kleitophon to Leukippe on
the brim of the cup {L&K 2.9.2), is in the corresponding passage by
Makrembolites described in other words, but instead we find the very same
the first part,

expression in book 9, when Hysmine acts as mediatrix between Rhodope
and Hysminias, μαστροπό? έγω, και αποστολιμαιον το φίλημα, "I am the
procuress, and this kiss is her message" {H&H 9.16.4). The expression may
be compared to that used a little later, η μεν ούν 'Ροδόπη την 'Ύσμίνην

είχε μέσον όρον289

προ? έρωτα και μέση ταύτη σννάγειν έόόκει τον
έρωτα, "so Rhodope used Hysmine as her middle term in her passion and

thought that, through her, her passion would make progress" (9.20.2).
APOLLO AND DAPHNE

we will look at three motifs in Tatius, all closely connected with
that
have been adopted by Makrembolites: the myth of Apollo and
love,

Finally

Daphne, the dolphin
female palm.
In L&K,

as

Eros' companion, and the legend of the male and

the story of Apollo and Daphne is told, or actually sung, after

the first dinner:

a

slave

plays the lyre and sings.

δε ασμα ην 'Απόλλων μεμφόμενος την Αάφνην φεύγουσαν καϊ διώκων
άμα καϊ μέλλων καταλαμβάνειν, και γινομένη φυτόν ή κόρη, και 'Απόλλων
το φυτόν στεφανούμενος. τοΰτό μοι μάλλον ασθεν την ψυχην έξέκαυσεν
το

{L&K 1.5.5)

Apollo's complaint at Daphne's running away from him, his pursu¬
ing and almost capturing, how she was transformed to a tree and he wove her leaves
into a wreath for himself. This lyrical interlude fanned higher the fire in my soul.
The song was

stirs Kleitophon's love for Leukippe, ύπέκκαυμα

The song

γαρ

επιθυμίας

λόγος ερωτικός, "for stories of love stir feelings of lust", and he

says to

himself:
'Ιδού

και

'Απόλλων

διώκει την

κρείττων

ει

'Look here,

έρα, κάκεϊνος -παρθένου, και έρών ουκ αισγΰνεται, άλλα
τταρθένον συ δε όκνεis και αιδη και άκαίρως σωφρονεΐς- μη
του θεού;' (L&K 1.5.7)
Apollo himself loves a maiden; unashamed of his love, he pursues
hesitate and blush: untimely self-control! Are you better than a

her—while you

god?'
289
n.

The

in Aristotle, Eth. Nic. 1142b 24; Plepelits (1989) 191,
scholarship in the 12th century, and the inclusion of
interpretations in the novel; see above, pp. 110 and 185.

same

expression

occurs

120. Cf. the interest in Aristotelian

Aristotelian
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myth thus has a didactic function: it is an exemplum that makes Kleitophon accept his role as lover/pursuer.290 In H&H, Hysminias tells the
myth in book 8, when he describes the feast of Apollo celebrated in Daphnepolis:
Καιρός ουυ εορτής, και λαμπρά πανήγυρις Δαφνηπόλει τή πόλει, και
παρθένου Δάφνης φυγή τά της εορτής και φύσις ομωνύμου φυτού, και επί
πάσιν Απόλλωνος εορτή και πανήγυρις- παρθένος γαρ ή Δάφνη και παρθένος
καλή. Ταύτης 'Απόλλων έρα, και ή παρθένος φρίττει τήν συμπλοκήν του
θεού και άνανεύει τον έρωτα και τήν Γήν δυσωπεΐ· ή δ' ελεεί τήν κόρην και
φεύγουσαν κρύπτει και παρθένον τηρεί και φυτόν όμώνυμον άντιδίδωσιν
'Απόλλων τοϋ φυτού στεφανούται και παραμυθείται τον έρωτα. Παρά γούν
τή δάφνη βωμός και πόλις ομώνυμος· 'Απόλλωνος ό βωμός, και ή πόλις
Δαφνήπολις. (Η&Η 8.18)
It

was the time of the festival and there was a brilliant celebration in the city of
Daphnepolis, and the subject of the festival was the flight of the maiden Daphne and
the nature of the homonymous plant, and it was above all Apollo's festival and
celebration; for Daphne was a maiden, and a beautiful one. 2 Apollo loved her but
the maiden shuddered at the god's embrace and refused his love and sought help
from the Earth; Earth had pity on the girl and concealed her in her flight, she
watched over the maiden and transformed her into the plant that bears her name. 3
Apollo made a garland from the plant and consoled himself for his passion. So
close by the plant are an altar and a city of the same name; the altar is to Apollo
and the city is called Daphnepolis.

The

myth of Daphne is a story of both virginity and violence: Apollo pur¬
Daphne to rape her, but does not succeed.291 The opposition chastity/
sex mirrors central thematics of H&H, and it is therefore
logical that the
myth has been picked up by Makrembolites and inserted into his own
novel. The adjective "homonymous", used three times in the passage, both
recalls the homonymity of the protagonists, and indicates the city's impor¬
tance for the couple.292 Daphnepolis, as a place and also as a concept, with
the connotations Daphne, laurel and chastity,293 should be seen in relation to
the emphasis laid on chastity in the novel. Daphnepolis is central also as a
mirror of Eurykomis, and the city's tradition brings Hysminias to Artykomis, where he can be reunited with Hysmine. More important, Daphnesues

290

On aggressive, masculine desire contrasted to silent, feminine compliance in the
myth of Apollo and Daphne, and also in that of Zeus and Europa, see Konstan (1994) 6566; Chew (2000) 61-62.
291
Cf. the myth of Pan and Syrinx in Longus' D&C and in L&K.
292
On the names of the protagonists, see above, pp. 156-159.
293
On the symbolism of the laurel, see above, pp. 114-117.
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polis is where the reunion with the parents and the denouement of the plot
take place.
Parenthetically, we may note that Kleitophon's reasoning in L&K 1.5.7
on self-control and love is picked up by Makrembolites in book 2 of H&H,
but there in a dialogue between Kratisthenes and Hysminias. Kratisthenes
scolds Hysminias, asking how long he will try to escape Eros.
τον
"Ερωτα; ειόες το πυρ, τα τόξα, την γύμνωσιν, τό πτερόν; Είτα συ
μόνος ελεύθερος έρωτος; συ μόνος;' Έχω be προς αυτόν 'εα με σωφρονεϊν,
ώγαθέ· τους γαρ σώφρονας
θεοί φιλοΰσι και στυγοϋσι τους κακούς.' (Η&Η 2.14.6)

Have you seen

Eros? Have you seen his fire, his bows, his nakedness, his wings?
alone free from love—you alone?' I said to Kratisthenes, 'Allow me to be
chaste, my good friend, for the gods love the chaste and hate evil men.'
Are you

As

long as Hysminias has Kratisthenes by his side, he has no need of inner
reasoning. Kratisthenes is his alter ego, who has the same function as Klei¬
tophon's inner voice in L&K.m
THE DOLPHIN

ambiguity of the myth of Daphne—the tension between virginity and
Hysmine's story about how she was saved by
a dolphin. The girl is apparently ashamed and nervous about telling her
story; she is sweating and stammering.

The

violence—is reflected also in

[...] 'τά μεν δη μέχρι, νεώς και Θαλάσσης και κkvbωvoς ειρηται' φησί 'τωόε
ravbpl· 2 e7rei δ' έξεσφενόονηθην εις θάλασσαν, όελφιν em νώτόν με όέχεται,
τοΐ? κύμασι κυβιστών και όλος κούφως νηχόμενος- εγώ δ' έττεκαθήμην μεν
γυμνή τω θηρϊ και τοις κύμασιν έκυκώμην και προς την θάλασσαν ιλιγγίων
και προς τον του θηρός φόβον την φυχην έσπαραττόμην αύτη ν εΐχον ώς
σωτήρα τον θήρα και τον ύπηρέτην έλογιζόμην εχθρό ν εφριττον τον σωτήρα,
τον
έχθρόν έφίλουν, και ώς σωτήρι μεν συνεπλεκόμην αύτω· έπεϊ be θηρ ό
σωτηρ, έζητουν φυγείν αλλ' ουκ έθάρρουν τοις κύμασι, και ημην κaτaκλυbωνιζομενη και λογισμοϊς και κύμασι και θηρί.
14 Έπα δ' ηόη την ψυχην άπεφνσων τοις κύμασι, μειράκιον εφίσταταί
μοι γυμνόν (έπι όελφΐνος έστώς και αυτό) και χβιρά μοι προτείνει καϊ λαβόν
έπϊ την χερσον εξάγει με, και πτερυξάμενον τοίν ποόοϊν (ην γαρ πτερωτόν τώ
πόόε) άπεπτη μου των οφθαλμών. (Η&Η 11.13.1-14.1)
everything that happened as far as the ship, the sea and the
into the sea, a dolphin took me on its back as it plunged
through the waves and swam on lightly. I, in my nakedness, rode on the wild
beast, confused by the waves and made dizzy by the sea, and in my fear of the beast
'This

man

has told you

storm. 2 When I was cast

294

On Kratisthenes' function, see above, pp.

161-162, and below,

pp.

256-258.
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quite torn apart. 3 The creature was my salvation, yet I thought my
my enemy; I was terrified of my saviour but loved my enemy and I
entwined myself around him as though he were my saviour. 4 Since my saviour
was a wild beast, I sought to escape from him, but 1 dared not trust the waves, and
I was buffeted by my thoughts and the waves and the creature.
14 When I was on the point of breathing out my soul into the waves, a naked
youth appeared before me and also rested on a dolphin; he stretched out his hand to
me and, taking hold of me, brought me to dry land; then, fluttering his feet (for
both feet were winged), he flew away from my sight.

my

soul

Comparative analysis

was

benefactor

was

The

episode has no parallel in L&K, but the connection between Eros and
dolphins is there; dolphins and cupids are dancing around Europa and the
bull in the initial ekphrasis.295 The story of Arion being saved by a dolphin
is also mentioned by Sosthenes as a comparison to the rescue of Thersander:
etVa κατελεγε την ναυαγίαν εκθείάζων ώ? εσώθην καϊ τερατενόμενος
υττερ τον δέλφινα τον Άρίονοί, "then he recounted the shipwreck, exag¬
gerating the miraculous rescue as if it were a wonder beyond Arion's dol¬
phin" {L&K 6.13.2).296 Hysmine's rescue is indeed a wonder beyond
Arion's dolphin: this is the only time Eros appears outside a dream.
There are certain sexual connotations in the passage. The vocabulary re¬
calls intercourse (συνεττλεκόμην), and we may compare it to Hysminias'
descriptions of his erotic dreams about Hysmine.297 As already mentioned,
the passage can also be interpreted in Christian terms—the dolphin as our
Saviour—perhaps a convenient explanation in case of censure for impu¬
dence.298 Double meanings like this lead to complex intertextual patterns and
ambiguous interpretations. But now the reader knows for sure what has
been fairly obvious all along: Hysmine is Eros' protegee—the most beautiful
rose in his garden—and although a virgin, she is initiated into his mysteries.

295

irepl he τον βοϋν ώρχοϋντο hektylves, e-παιζον "Ερωτε?, "around
dolphins danced and Loves cavorted."
296 The
story of Arion and his rescue is described in detail in Plutarch, Sept em sapientium convivium 160f-163d: how he throws himself into the sea and is surrounded by the
dolphins, reasoning about the opportunity to be saved, and noting that the sky and sea are
clear. The similarities are not striking, but the closure of the essay is interesting: the sym¬
posium is ended by the Homeric words ννζ δ' ηόη TekeOev αγαθόν καϊ νυκτ\ τηθίσθαι
(II. 8.282 and 293), which is how symposiums are ended in H&H 2.13.3 and 4.19.2; see
above, pp. 82-83 and 88, and below, p. 272. On dolphins, see also above, p. 144 and nn.
L&K 1.1.13:

the bull

370-371.
297

H&H 3.7. Cf. also the

garden descriptions of the trees and plants intertwining;

above, pp. 209-210.
298

For

allegorical interpretations of the novels,

see

above,

pp.

31-32.

see
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THE PALM

In L&K,

the legend of the palm is used as an exemplum.299 Satyros, here
as praeceptor amoris (replacing Kleinias), asks Kleitophon about love
so that he can impress Leukippe with his stories.300 Afterwards he notes
that the girl is not displeased, and the boys congratulate themselves on good
mythology and good timing (L&K 1.19). The story runs as follows:

acting

άλλου φυτόν εράν, τω δε φοινίκι τον έρωτα μάλλον ενοχλεΐν.
λεγουσι δε τον μεν άρρενα των φοινίκων, τον be θήλυν. 4 ό άρρην ονν του
θήλεος ερά· καν 6 θήλυς άπωκισμένος η τή της φυτείας στάσει, ό εραστής ό
άρρην αύαίνεται. συνίησιν ουν ό γεωργός την λυττην του φυτοϋ, και εις την
του
χωρίου περιωπήν άνελθών εφορα ττου νενευκε· κλίνεται γαρ εις τό ερωμενον. και μαθών θεραπεύει του φυτού την νόσον 5 7ττόρθον γαρ του θήλεος
φοίνικος λαβών εις την του άρρενος καρδίαν εντίθησι. και άνεφυξε μεν ή
αλλο μεν

του φυτού, τό δε σώμα άττοθνήσκον πάλιν άνεζωπύρησε και εξανέστη,
χαΐρον επί τή της ερωμένης συμπλοκή, και τούτό εστί γάμος φυτών. (L&K

ψυχή

1.17.3-5)

thing as plant-life passion, and it is particularly pressing in the case
species whose members (they say) are distinguished as male or fe¬
male. The male desires the female: if the female is too far away in the plantation's
arrangement, the male lover begins to droop. The farmer understands what the plant
is suffering and climbs up to a vantage point to see in which direction the palm is
nodding, for it declines in the direction of its desire. When this is discovered, he
tends the tree in its sickness by grafting into its heart a shoot of the female palm.
And the tree's life revives; its dying body is renewed and stands upright, joyful at
the embrace of his beloved. And so may plants be wed.
There is such
of the

palm,

a

a

Makrembolites

only hints at the story, but in a highly erotic manner. Hysa letter from Rhodope, in which she expresses her wish to
enjoy Hysminias' love in exchange for Hysmine's freedom, with Hysmine
acting as mediatrix. Hysminias, after reading the letter, exclaims:
minias receives

'δσα

δοκεί προς χάριν 'Ροδόπης ειπείν, ώς εξ εμής ταύτα φάθι φωνής. Εί
φιλεϊσθαι ζητεί, καταφίλησον, καϊ μετάθου φιλήματα, όσα τών εμών

σοι

δε καϊ

τούτων

πολλά στόματι παρατεθειμένα τώ σώ· ει δ' ού μόνοις
εν χείλεσι παραμυθεϊται τον έρωτα, κατά δε τάς τών
φοινίκων θηλείας πτόρθον εξ άρρενος φοίνικος περί μεσην αυτής ζητεί την
ψυχήν, καταπράξομαί σοι καί τούτο τή 'Ροδόπη διαπεμπόμενος.'' (Η&Η 10.3)
χειλέων

εχεις

αρκείται φιλήμασιν ούδ'

'Whatever thanks you

think should be given to Rhodope, say them as if from me.
her, and give her all the many kisses that my lips
mouth. 2 And if she is not satisfied with kisses alone and her

If she asks to be kissed, kiss
have stored

299

your

in antiquity, see Vilborg (1962) 35. The whole passage (.L&K 1.17) is
by Eugenianos, D&C 4.135-148.
Cf. above, p. 198 on digressions as erotic incitement.
On the story

imitated
300

on
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passion is not assuaged with lips but, like female palm trees, she seeks a shoot
from the male palm to penetrate into her innermost soul, I shall demonstrate with
you, conveying this to Rhodope.'
The two situations

very different. In L&K, erotic myths are often used
exempla, but in H&H they never are. Here, Makrembolites picks
up just a small detail and mentions it in passing.301 The remarkable thing
here is the overt penetration imagery that is achieved through a revision of
the myth: Makrembolites has turned the female shoot into a male shoot.
This is indeed a more suggestive image than Tatius' version, since it contains
a direct hint at sexual intercourse.302 The situation in which
Hysminias ut¬
ters this may explain his outspokenness: he is subjected to sexual advances
from both Rhodope and his own mistress, and he has finally met his beloved
Hysmine again. Directly after the discussion with Hysmine, he goes to bed
and experiences an erotic dream, the first for a long while. He explains the
dream in Aristotelian terms: ωσιrep γαρ νους π^ινώντος άρτον φαντάζξται
as

are

didactic

καϊ

ϋδωρ

ovupoi τω

μεταπλάττεται,
just

και

διψώντι, όντως ζρώσρ ψυχτ) πάντα προς έρωτα
διαλογισμοί και τα καθ' νπνους φαντάσματα, "for

starving man's mind imagines bread and water fills the thirsty
man's dreams, so for a soul in love everything—thoughts, sleeping visions
—is directed towards passion" {H&H 10.4.2).303 Surrounded by women and
being "only human" Hysminias seems to have nothing but sex on his mind,
which may serve to explain his erotic hint before Hysmine.304
as a

Not in any

of the cases analysed in this chapter, whether dealing with a
topos or a specific episode from Tatius, has Makrembolites adopted a motif
without making changes: he has recycled and transformed stock conven¬
tions, sometimes drawing also from other ancient novels; he has twisted and
distorted episodes, sometimes with a humorous or ironic touch; he has reor-

301

Cf.

302

Cf. Nonnus, Dionysiaca

above, pp. 197-200 on the use of digressions in L&K and H&H.
3.142-143: apaeva φύλλα ττίτάσσας, θηλυτέρω φοινίκι
7τόθον πιστώσατο φοίνιξ, "male palm stretched his leaves over female palm, pledging
his love." In the Dionysiaca, the palm is described in a garden ekphrasis (3.131-179); we
may note that the garden contains a number of sculptures (3.169-179). Cf. also the "wet
dream" of Hysminias (H&H 3.7.6-7) which, even if daring, includes no such suggestions;
see above, p. 196.
303
Dreams of wish-fulfilment are discussed in Aristotle, Probl., 957a, and also in Plato,
Rep. 9.571c, 574d, 576b; MacAlister (1990) 199-200. Cf. in ancient literature e.g. Pene¬
lope's dream about Odysseus' return in Od. 19.535-581.
304
It is tempting to see also parodic hints in the passage, with Hysminias playing the
male victim: "I'll do anything for you, love, I'll even make love to you!" In that case, the
victimised hero may be seen as a subversion of the previous emphasis on chastity.
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ganised material, combining, amplifying or reducing motifs and episodes; he
has redistributed words and phrases. For the reader of H&H a knowledge of
the hypotext L&K adds a significant, if not necessary, dimension to the
novel. Makrembolites' contemporary readers, most of them probably his
fellow intellectuals and writers, had that knowledge and were most likely
more than happy to put it to the test. A contemporary reader knew Tatius
as well as Makrembolites did himself, and there is no reason to suspect that
he did not recognise the allusions and the changes. We may ask ourselves
why Makrembolites would bother to write the literary work that he did if
there was no audience to enjoy it. Byzantine writers did not write for their
own creative pleasure; they created for a specific audience and, most often,
for a specific patron.
THEMES

In

chapter 1.2.4 we discussed the themes of H&H,
of the novel: the problematics of love, the process

expressed by the motifs
of maturity and the na¬
ture of art. A corresponding discussion on L&K is in place here. However,
what we consider to be the themes of L&K depends upon how we interpret
the text. Tatius' novel has been interpreted as a parody or a pastiche of ear¬
lier novels, and even as a Platonic essay.305 If read as a traditional ancient
novel, L&K displays the themes of love and adventurous Fate, drawing on
many generic sources and accordingly displaying a miscellaneous character.
But if L&K is read as a parody, new themes have replaced the traditional
ones, since the same motifs no longer express the same themes.306 If it is in¬
terpreted as a Platonic novel, the love theme should be seen from a meta¬
physical perspective rather than from a realistic or adventurous one.
We border here upon the subject of "meaning" of literary texts. It is im¬
portant to remember that a text's meaning should never be seen as definite,
since it depends upon the reader's personal and subjective understanding.
The relation of Makrembolites' themes to those of Tatius should thus be
seen as dependent upon his own understanding of L&K. We cannot be sure
how Makrembolites understood thematics, but we have seen how his own

implies a number of interpretations of L&K through its literary strate¬
gies: what he has chosen to imitate or leave out, in what way material has
been reworked or subverted etc. The motifs that Makrembolites picked up
from L&K, some of which we have considered here, express themes that are
text

305

See above, p.

306

See esp.

the

170, n. 25, and p. 182, n. 75.
Chew (2000) who argues that L&K is a parody of novel morality, mocking
Sophrosyne of the ideal novels.

238

Part 2:

Comparative analysis

all related to different aspects

of love: the philosophical, the erotic and bur¬
lesque, and the rhetorical and artistic.
I have already discussed above the Platonic and philosophical tone in
L&K and H&H, I believe that Makrembolites recognised the philosophical
aspects of Tatius' novel and that he imitated and extended those aspects on
different levels in his own work.307 In doing so he drew from other genres as
well, such as the philosophical essay or dialogue, with the result that H&H
comes out as "more philosophical" than L&K, since it contains so much
more than just allusions. I have also suggested that Heliodoros and Tatius
represented different kinds of models to the Byzantines: L&K represented
sex and ekphrasis, the Aithiopika something more serious and chaste.308 The
burlesque ingredients in L&K have been left out by Makrembolites, but the
erotic and sexy is extended and brought to the fore. The comic here func¬
tions on a different level, by means of irony (not seldom metatextually ex¬
pressed) and literary puns; action is repressed and there is thus no space for
absurd adventures.
In contrast to the

love-at-first-sight situation in L&K, it is the maturity

that is emphasised in H&H. The personal perspective on love as
viewed by an inexperienced individual has replaced the metaphysical and
"natural" processes described in L&K. The "personal" is, however, always
expressed in rhetorical terms and thus, in a way, strictly artistically por¬
trayed.309 Art and rhetoric, an important element in many Second Sophistic
literary works and thus in L&K, have been augmented in H&H, bringing in
Longus' Daphnis & Chloe as a secondary hypotext. The rhetorical plays—
narrative as painting, painting as narrative—underline the aesthetic princi¬
ples of H&H: the novel concerns the nature of art and not just the skills of
describing. For example, L&K contains a number of vivid and visualising
ekphraseis, but in H&H there are active discussions on both the meaning of
the paintings and their artistic aspects in relation to narrative (the painter/
the rhetor). In the pictorial representations, which are described through
rhetorical art, love is described from different perspectives and eventually
equated with art itself: love is art and art is love.
process

307
308

309

See above, pp. 181-186.
See above, p. 36.

See above, pp.

90-91, 165.
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2.2.5 Time and space
We have returned

few times in this

study to the lack of action in H&H in
comparison to L&K. This needs to be considered in relation to the two au¬
thors' treatment of temporal and spatial aspects.
The action in L&K spans less than one year, and there is a break of six
months in book 5. The temporal structure is firm, often with an organisation
of pairs of days and nights.310 Temporal specifications are frequent: shorter
breaks in time of "a few", three, or ten days and even different times of the
day.311 Time is emphasised also in authorial comments on the nature and ef¬
fect of time.312 For example, when the break of six months occurs the narra¬
tor comments upon it with a well-known saying: καϊ ήόη μοι γεγόνεσαν
μήνες ε£, καϊ το πολύ του πένθους ηρχετο μαραίνεσθαν χρόνος γαρ
a

λύπης φάρμακον καϊ

π επαινεί της

ψυχής

τα

ελκη, "six months had

now

passed, and the vivid impressions of sorrow were just beginning to fade; for
time cures grief and soothes the heart's wounds" (L&K 5.8.2).
Even if it seems to take a longer time for Hysmine and Hysminias to fall
in love and be ready to elope {H&H books 1-6) than it does for Leukippe
and Kleitophon {L&K books 1-2), this is a false impression. In L&K, about
twenty days probably pass before the elopement;313 in H&H only six days.
About the same number of days are, however, covered by the narrative (7
days in L&K\ 6 days in H&H), but the days described by Tatius are inter¬
spersed with the elliptical time markers "after χ number of days..." men¬
tioned above. Tatius' days are also extremely action-packed; on the second
day, for example, Kleitophon discusses love with Kleinias {L&K 1.7-11),
Kleinias' boyfriend is killed and buried (1.12-14), Kleitophon discourses on
love in the garden (1.15-19), Leukippe plays the lyre (2.1), and they have
dinner in the evening (2.2-3). During the corresponding period in H&H,
Hysminias and Kratisthenes look at the paintings in the day and have dinner
in the evening. The descriptions of events and action that are inserted into
the main story line of L&K are replaced in H&H by the extremely detailed
descriptions of the paintings and the reactions of the spectators.

310
311

2.19.1

Hagg (1971a) 68-73; 73-76 on phases ignoring the day-and-night frame.
"A few days" pass e.g. in L&K 2.11.1 (ολίγων he ήμερων διελθονσών) and

(ολίγας hk

ημέρας

διαλί.7τώι>). For temporal expressions used in L&K,

see

HSgg

(1971a) 64-66; see also pp. 76-82 on the time scheme.
312
HSgg (1971a) 302.
313
There are in all three breaks of ten (L&K 2.3.3) or "a few" days (2.11.1, 2.19.1),
and 7 days are covered by narrative. Provided that "a few days" indicate at least three days,
about 20 days should have passed since Leukippe arrived at Tyre.
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above in

chapter 1.2.5, time in H&H is carefully measured
across one year and some days, and there
is a break of about one year in book 8. Temporal specifications are fre¬
quent—how many days passed, or at what time of the day something hap¬
pened, often related to eating or sleeping—and these specifications are used
as markers in organising the episodes. In H&H, there is
only one occasion
on which the number of days is not specified.314
Tatius' pairing of days has
in H&H been replaced by groups of three days and/or nights. The authorial
commentary in L&K, the digressions on the nature and effect of time, have
in Makrembolites a counterpart in the ekphrasis on the twelve months: this
is Makrembolites' comment on time in his novel. The painting has an in¬
scription: rovs avhpas άθρών τον χρόνον βλέπεις όλον, "when you con¬
template these men, you see the whole year" (H&H 4.17.2). The twelve
months may be seen as a symbol of the year during which the protagonists
will be separated, but the emphasis is most likely on the other aspect of the
word χρόνος, namely "your whole life".315 The painting in that perspective
alludes to and represents the maturity theme of the novel. Time as a re¬
quirement for the development of love is recommended by Kleinias,316 and
is accordingly hinted at already in Tatius; Makrembolites has made it part of
we saw

and controlled. The action extends

his thematics.

FICTIONAL SPACE

The

setting of L&K is the eastern Mediterranean, where the protagonists
experience their adventures.317 Kleitophon lives in Tyre, which is
where the couple meet, while Leukippe comes from Byzantium. From Tyre
they travel to Egypt and later to Ephesus, where they are reunited. In the
end they sail to Byzantium to get married, and then back to Tyre. The nar¬
rative act takes place in Sidon, where the initial narrator (the fictional autravel and

314

Hysmine does not know for how long she stayed at the shore after being saved by
αριθμόν, "after several days

Eros: μ(τα γοϋν δη τινας ημέρας, ων ακριβώς ουκ οιδα τον
I cannot tell precisely how many" (H&H 11.14.2).

—

315

The warrior of March representing youth, the frail man of February old age. See
(1955) 84; Beaton (19962) 84-85. Cf. also the discussion of Eros and where he be¬
longs in H&H 4.20: where in the year or where in life?
Stern

316

λία.

L&K 1.9.6

οφθαλμός

μέγιστον yap εστιν εφόόιον εις πειθώ συνεχής προς ερωμενην ομι¬
πρόξενος και το σύνηθες της κοινωνίας εις χάριν άνυσιμώτερον,

γαρ

"the

quickest way to win a girl's heart is persistent exposure: eyes are the ambassadors of
love, and the habit of daily sharing encourages reciprocity." Cf. M&P, column 2, 60-62:

"love rather is

a stirring of the mind aroused by beauty and increasing with familiarity"; for
quotation in Greek, see above, p. 205, n. 191.
317 For convenient
maps, see Alvarez (1996): A (the world of the novels) and D (L&K).
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thor) chances

upon Kleitophon. The reader is, however, never told how
Kleitophon ended up in Sidon;318 Sidon is not even mentioned in the story.
The geographical movement of L&K is thus circular and closed: the couple
return to the place where it all started.
Hysmine and Hysminias are the first novelistic characters who live in a
completely fictional world; the cities are called Eurykomis, Aulikomis,
Artykomis and Daphnepolis. Makrembolites has thus not imitated Tatius'
geographical locations, despite his reuse of names and motifs.319 Hysmine
and Hysminias move in their fictional environment just as their predecessors

did in the

Mediterranean, and on the surface it does not seem to differ much
vaguely ancient-Hellenistic features: there are the same religious festi¬
vals, the same gods and pirates, and Athens is known and referred to. But
Makrembolites' fictional space seems to be deliberately vague, and the dif¬
ference is thus striking from the sometimes graphic visualisation in L&K, for
example in the topographic ekphrasis of Alexandria.320 A curious detail is
that Syria is apparently situated by the same sea as the fictional cities, since
it is by ship that the protagonists plan to elope. Their own world thus
seems to exist parallel with, or bordering upon, that of the ancient novel.
Makrembolites' fictional names may in that respect refer to any cities in the
Greco-Roman world used by the ancient novelists and not particularly to
in its

those in L&K.321
Since internal movement is not

dependent on any geographical facts, it
spatiotemporal structure of the novel: even if we do not
know the supposed locations of Makrembolites' cities, the movement is cir¬
cular in the sense that the protagonists return to their initial meeting place.
In comparison to L&K, we should note that Hysmine and Hysminias return
to exactly the same spot: they marry in the garden of Sosthenes where they
first laid eyes on each other. This precise circularity, along with the careful
description of Sosthenes' garden, emphasises the centrality of Aulikomis as
opposed to the vagueness of the surrounding world.322 The construction of
fictional space is accordingly a significant part of the almost geometrical
compositional style of Makrembolites.
can

sustain the

318 For
a

discussion of that issue, see Most (1989).
drawn from L&K, see above, pp. 155-156; on

319

On

320

L&Κ 5.1.

names

321

motifs,

see

above, 2.2.4.

On the names of the cities in H&H, see above, p. 140. One may note that L&K is
only ancient novel where the protagonists' movements are restricted to the eastern
Mediterranean; considering the care that Makrembolites devoted to details, the mentioning
of Syria as the only geographic indication may be a hint at the model.
322
Cf. Meunier (1998) and Beaton (2000).
the
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EVENTFUL VS.

As

UNEVENTFUL; TEMPORAL VS. SPATIAL?

have seen, time

plays an important role in both L&K and H&H, in
mainly as a structural device, in Makrembolites also developed into
the theme of maturity: time as part of love's progress. Tatius' novel cannot,
however, be described as entirely temporally structured, but rather as using
a spatialising device different from that of Makrembolites. In L&K, the
chronological order has been manipulated to create space for parallel action,
using anticipations and recapitulations as means of delay. The difference,
then, between the ancient model and the Komnenian transformation, is that
the former employs devices related to the plot, while the latter concentrates
on the textual structure. This may also be seen in relation to the alleged
lack
of action in H&H: while Tatius digresses on action, Makrembolites inserts
ekphraseis of paintings and pathetic monologues. Action has accordingly
been placed on an emotional and artificial level, which counterbalances the
uneventful content, draws the attention from the plot and puts the emphasis
we

Tatius

on

love and art.323
There is

plausible reason why Makrembolites did not need to elaborate
plot in the same manner as did Tatius: the pattern of events
was supposed to be already familiar to the audience.324 As discussed earlier,
we may assume that Makrembolites' probably rather small circle of col¬
leagues had the same knowledge of the ancient novels as he himself did.
Makrembolites could instead concentrate on a downright and stylised elabo¬
ration of details, the text being significant in itself and not made so by dra¬
matic episodes. One may note here that the novel of Tatius was related to
those of Xenophon of Ephesos and Chariton and to the pre-sophistic novel
in a similar way: if Tatius' audience had not been familiar with the previous
a

the novelistic

novels, he could not have used the conventions for his
tions since they would have had no effect.325
323

Cf. above, p.

238. See Alexiou (1977) 40-41

on

own

comic distor¬

eroticism and psychology replacing

traditional action; on psychology, see also Hunger (1968) 74.
324
Cf. Smith (1999) 177-182 on the Achilleid and the presupposed

knowledge of its

audience.
325

A related discussion is that of the audience of the

pre-sophistic, the sophistic, and
gradual increase of exclusiveness as the
metatextual aspects of the genre became more and more complex; the novel in the 12th
century moves even further away from the alleged "popularity" of the ancient genre. Should
we perhaps assume that the later readers were more interested in all the different forms of
transtextuality than in "action"? Considering the strong emphasis on imitation, trans¬
formation, and subversion in the 12th century, this is not inconceivable. In the vernacular
romances, the trend seems to have turned in another direction: it is a knowledge of epi¬
sodes and action that is presupposed, not of literary tradition; cf. Smith (1999) 177-182.
the Komnenian novels. There

seems

to have been a
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2.2.6 Point of view
As

have

and discussed

earlier, L&K opens with the initial narrator/
arriving at Sidon, where he is approached by a young man
who tells him his story of love.326 The young man is Kleitophon, the heronarrator of the novel. From this point on, the story is narrated in the first
person, which is a break with the previous novelistic tradition. Xenophon of
Ephesos and Chariton both employed the omnipresent, panoramic tech¬
nique belonging to the epic tradition.327
Technically, L&K is not the simple narrative in the first person that it
may seem at first sight. It is a reported ego-narrative: the story is told in the
first person by Kleitophon to the fictional author, who in his turn recounts
it to the reader.328 The story is thus initially in double ego-narrative, because
we must remember that it is the fictional author who describes the city of
Sidon, its painting of Europa and the meeting with Kleitophon. Only ini¬
tially, though, because the narrative frame is never closed at the end of the
novel, and we never return to the painting in Sidon.329 In the second part of
the novel, the strict first-person perspective of the first part is abandoned
for a more panoramic view of the action, in which the distinction between
first- and third-person narrative is partly eliminated.330 There are, for ex¬
ample, signs of an omniscient author-narrator who offers the reader antici¬
pating hints.331 The first-person perspective of Kleitophon does not exclude
omniscience, because the story is concluded, and is then reported as con¬
cluded to someone else. We are not dealing with an evolving first-person
perspective in action; there is a difference between "the narrating Kleitowe

seen

fictional author

326

On the

327

Fusillo

see

opening of L&K, see above, pp. 178-180.
(1991) 177. On point of view in Chariton, Xenophon Ephesios and Tatius,
HSgg (1971a) 112-137. On point of view in L&K see also Fusillo (1991) 166-178;

Reardon

(1994); Lowe (2000) 246-249.
that in L&K we can make the modern distinction between the homodiegetic ego-narrator who himself participates in the action—Kleitophon—and the heterodiegetic who does not—the fictional author, Kleitophon's interlocutor in the opening
scene; Fusillo (1991) 166, but note also p. 167; "il n'y a pas d'opposition absolue entre
les deux formes." See also Reardon (1994) n. 4. As a comparison, in H&H Hysminias is
the homodiegetic narrator, whereas there is no heterodiegetic narrator.
329
Fusillo (1991) 168; Reardon (1994) n. 4. On the discussion of the unclosed frame,
see above, pp.
189-191.
330
HSgg (1983) 42-43. See also HSgg (1971a) 131-132; Fusillo (1991) 170. Cf.
Anderson (1997) 2283.
331 For
example L&K 5.2.3: ονκ ta»cei
άρα <3 foos emvevtiv ταΐς ήμιτίραις
328

We may note

ζυγαις, αλλ'
not listen to
course."

άλλο

Τνχης γυμνάσων, "but the god, I

iipevev ημάς

και

our

and further trials

prayers,

της

were

in store for

us on

suppose,

did

Fortune's obstacle
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phon" and "the experiencing Kleitophon". There are also more distinct
breaks with the first-person perspective than anticipating remarks, above all
in the main recapitulations in which the adventures of the couple are re¬
counted. Kleitophon then tells the experiences of Leukippe (L&K 8.5.4—6),
without the reader knowing how he knows. These cases are still rather small
variations of perspective, and one may be inclined to agree with Anderson in
his critical question "how often, when a writer allows a character to tell a
story, is the reader actually asking himself how the character knows a par¬
ticular piece of information?"332 But a careful reader does ask himself, and an
inconsistent first-person narrator spoils the impression of "natural" restric¬
tion and honesty.333
One may ask oneself why Tatius abandoned, even if not entirely, the
omniscient authorial method of earlier novels, and replaced it with first-per¬
son narration. One of the main effects of ego-narrative is to induce credibil¬
ity, to authorise the story by means of an eye-witness, someone who was
actually there.334 This is, of course, an important device of historiography
and paradoxography.335 Another significant function is that of the reader's
identification with the narrator: in first-person narration it is easier for the
reader to put himself in the place of the author or story-teller.336 First-per¬
son narration also allows the author to give the reader only the information
he wants; he can either let the reader learn the whole story, or deliberately
suppress some of it; he can let the reader feel in charge, or hold him in sus¬
pense.337 A similar effect may be achieved also in a third-person narrative,
but a first-person narrator can cause an illusory "natural" restriction of per¬
spective. Tatius has explored the possibility to choose, and varies between
the two.338 According to Reardon, the ego-narrative contributes largely to
Tatius' distortion of standard novelistic elements.339 It is further used to

in regard to the unexpected and burlesque turns of the plot,
psychological realism.340

create suspense

and to pursue

332

Anderson

333

Unless the desired effect is to mirror

the

case

(1997) 2282-2284.
a

confused

or

upset state of mind, which is not

here.

334

Fusillo

335

This is,

(1991) 167, 178; Reardon (1994) 89; cf. Most (1989).
for example, one of the devices that are parodied in Lucian's A True Story
(Vera Historia).
336
HSgg (1971a) 113.
337
Fusillo (1991) 177; Reardon (1994) 82.
338
HSgg (1971a) 129-134, 137; Reardon (1994) 82-86; Fusillo (1991) 168-176.
339 Reardon
(1994) 86-91. On Tatius' distortion of standard novel elements, see above,
pp.

172-173.

340

Reardon

(1994) 88-89.
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RESTRICTION OF VIEWPOINT AND PSYCHOLOGY

Makrembolites used

first-person narration in H&H, but he did not adopt
viewpoint. Instead he extended the restricted view¬
point of the first part of L&K: H&H is told consistently from the point of
view of the experiencing narrator Hysminias. Hysminias never reports
things that he has not himself heard or seen.341 Also, Makrembolites does
not use restricted viewpoint in the same way or with the same function. Let
us consider two similar passages in the two novels: L&K 5.7.4, where Leukippe is apparently beheaded and thrown into the sea, and H&H 7.15,
where Hysmine is cast into the sea as a sacrifice.
In the ancient novel, Tatius exploits the restricted point of view in having
Kleitophon be too far away to see what actually happens; it is in fact an
unknown woman dressed in Leukippe's clothes who is being decapitated.
Kleitophon does not find out the truth until more than six months later,
when he is reunited with the living Leukippe.342 The restriction of perspec¬
tive here creates tension and suspense. In H&H, the situation is different:
Hysminias watches Hysmine being thrown overboard, but he does not see
that she is saved by a dolphin; as far as we can tell from his own account, he
does not even try to see what happens to her. Suspense is instead upheld
throughout the whole novel through the overall restricted viewpoint of Hys¬
minias: until Hysmine's own account of the dolphin is presented by herself
in book 11, the experiencing Hysminias does not know about it.343 The
reader is thus not deceived in the same manner as he is by the passage in
L&K, and there is no burlesque appeal. Comic effect is achieved in H&H by
literary or rhetorical devices, most often by insertions of ancient quotations
or shifts from one level of style to another. As we have already seen above,
these are exactly the devices used in this passage.344 Makrembolites prefers
to thwart the reader ironically and metatextually instead of bringing in bur¬
lesque action.
Tatius' varied level of

341

Alexiou

(1977) 30-31. The only possible, but not likely, deviation from the re¬
viewpoint is H&H 7.12.3: ημα? δ' eiri τον κλήρου, κακω το κακόν θεραπεύοντ€$, "and we were in favour of casting lots, mending a bad situation with a worse." This
does not necessarily hint at a knowledge of what will happen, i.e. that Hysmine will
become the sacrifice, but the example highlights the difficulties involved in the analysis of
viewpoint, and the fine line that divides different levels of first-person narration.
342
On the restriction of viewpoint in L&K, see Fusillo (1991) 171-178.
343
See further below, p. 246. Hysmine's rescue is, however, hinted at in Hysminias'
dream in H&H 7.19, on which see above, p. 68.
344
See above, pp. 216-218.
stricted
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The other aspect

of Tatius' use of first-person viewpoint, the psycho¬
logical interest and "realism", appears also in H&H,345 The effect is exten¬
ded by means of Makrembolites' careful restriction of action and focus on
inner feelings. While Tatius shifts his emphasis from inner to outer action in
book 3, Makrembolites continues to concentrate on feelings and displays
the surrounding action merely as a background for the continued emotional
development. The impression of personal, emotional experience is enhanced
by the sense of direct narrative, constructed by exclamations and commen¬
tary.346 There is a great contrast to the way in which Kleitophon relates his
adventures as carefully planned and selective stories without much, if any,
emotional involvement.347

WHAT HAPPENED TO THE

In both novels the

HEROINES?

importance of the heroines' parts of the story is under¬
Leukippe to

lined. In L&K it is the hero-narrator himself that encourages

speak:
ερεΐς ήμίν τον μύθον των της Φάρου ληστών καϊ της άποτμηθείσης εκει
αίνιγμα κεφαλής, 'ίνα σου και ό ττατήρ άκοΰση; τούτο γαρ μόνον ενδέει
■προς άκρόασιν του τταντός δράματος. (L&K 8.15.3)
ουκ
το

Tell

us

the tale of the cutthroats at Pharos and the riddle of the severed head. Your

father should hear this too. This is the

only

scene

missing from the whole drama.

We have

already considered the corresponding passage in H&H, where the
priest of Apollo requests Hysmine to tell her story: "would you now like to
fill out the crescent so that the whole story becomes fully illuminated for
me?"348 There are two significant differences in the two passages. Firstly,
since the narrator of H&H has carefully left out everything that Hysminias
has not experienced himself, Hysmine narrates things that are at this point
unknown to Hysminias. She has hinted at them in a letter to Hysminias
{H&H 9.9), but avoided his questions: ου του νυν ecrri ταΰτα καιρού, "but
now is not the time for that" {H&H 9.17.2). The significance of Hysmine's
part is further underlined by her unwillingness to tell it; the priest of Apollo

345

See e.g. Fusillo (1991) 178 ("un effet d'autobiographie authentique") and Reardon
(1994). One may also note the psychological interest of Chariton, his use of direct speech
and focalisation; Fusillo (1997) 216-217. On psychology and "realism" in H&H, see
Hunger (1968) 72-73, Alexiou (1977) 40-42, and above, pp. 90-91.
346
See above, pp. 152-153.
347 Most
apparent in L&K 8.5; see above, pp. 186-187.
348
H&H 11.11.1; the whole passage is quoted and discussed in pp. 49-50.
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has to exhort her twice before she,

trembling, starts to speak.349 Leukippe
only part of her story herself, since Kleitophon has already told
most of it, "edited" according to his own judgment (L&K 8.5.4-b). In H&H
the illusion is maintained: the reader is kept in suspense along with Hysminias himself. The suspense is hinted at in the very expression "fill out the
crescent", which is a metaphor for the novel's gradual revelation of "the

narrates

whole truth".

Secondly, there is the use of the contrasting terms drama in L&K and
diegema/diegesis in H&H.35° The word drama is frequently used by Tatius
to signify not only doings of varying character, but also real-life enactment
(drama in our sense) or performance.351 In H&H, the term drama has a
tragic tone and denotes, in most cases, a plot, a tragedy, or a conspiracy;
drama can also, as in Tatius, refer to the narrative content of a painting (the
"plot" of a work of art).352 Makrembolites' contrasting use of drama and
diegema/diegesis is remarkable: diegesis appears only towards the end of
the novel, and then only as referring to the narration of the protagonists'
experiences,353 which have earlier been referred to as drama.354 Thus the
drama of the couple, as the reader approaches the end, becomes a diegesis.
The contrast between the two terms is brought to the fore when they are
juxtaposed by the priest of Apollo, exhorting Hysmine a second time to tell
her story: συ δ' ούδ' αυτό bri το κατά σε δράμα βάσεις ΆττόλΚωνι, ιν
αίωνίζον εϊη το bi-ήγημα και μη φθίνον το τερατούργημα, "will you not
make a sacrifice to Apollo even out of your adventures [drama], so that the
narrative [diegema] persists eternally and the miracle does not fade?" (H&H
11.12.2)
Since diegema implies a structured, although not necessarily written, nar¬
ration the story of Hysmine and Hysminias is by now, so to speak, "be¬
coming a book". A similar, and the most important, juxtaposition of the ad¬
ventures of the protagonists and the written book is made in the closing
349

H&H 11.11-12.

350

The difference between the two is subtle:

narrative

or

diegesis denotes primarily

an

organised

narration; diegema signifies most often a story or tale.

351

See O'Sullivan

352

For drama

(1989) s.v. δράμα.
plot or conspiracy, see H&H 6.13.2, 6.16.5, 7.3.2 (cf. L&K 2.28.1 for
a similar use); as tragic experiences/adventures 8.11.2, 8.14.1 (cf. L&K 1.2.2 and H&H
10.17.2), 9.10.1, 11.12.2, 11.22.2, 11.22.3, 11.22.4, 11.23.3; as the story or plot depic¬
ted in a painting 2.6.1 and 2.8.1 (cf. L&K 3.7.9, 3.8.1, 5.5.4). On the use of theatrical
terminology and the term drama in Byzantium, see Agapitos (1991) 43-45, 209-211 and
(1998b); Agapitos & Smith (1992) 39-49. See also below, pp. 283-284.
i53H&H 10.17.3, 11.2.2 (diegesis)] 11.1.2, 11.12.2 (diegema).
354
Or just τα καθ' ή μας, where "experiences" or "adventures" are implied.
as
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sphragis: "the title of the book will be the adventures [drama] of Hysmine
and me, Hysminias."355 Drama here does not, however, mean only "adven¬
tures", but also signifies a "tragic story" and is thus a generic signal for "ero¬
tic fiction".356 The use of the term diegema in H&H 11.11.1 is thus, seen in
contrast to L&K 8.15.3, a signal to the reader, subverting the effect of the
fictionally oral discourse: the narration that will come (Hysmine's story) is
the missing part of the nearly finished book.357
2.2.7 Characterisation
Tatius' character drawing has been seen as more vivid and "realistic" than
that of his fellow novelists.358 The art lies mainly in the character develop¬
ment, which the reader is allowed to follow step

by step: Leukippe does not
instantly fall in love, she is gradually persuaded by Kleitophon's wooing. In
the novel's sub-plot one can see character development proper, in the dras¬
tic metabole of Kallisthenes. From being an irresponsible brat he turns into a
well-behaved and respectful young man, the cause of this change being
love.359
As discussed above in

chapter 1.2.7, characterisation cannot be consid¬
depends on point of view, types of narrative and rhetori¬
cal technique. Tatius and Makrembolites both use first-person viewpoint,360
they both include descriptive detail, and employ rhetoric to shift from one
stylistic level to another. In H&H, character development has been aug¬
mented to the degree that the maturity process is one of the main themes of
ered in isolation: it

355

H&H 11.23.3;

quoted and discussed above, pp. 75-78.
Agapitos (1998a) 145; (2000a) 183-184.
357 We
may also compare the antithesis mythos-logos in L&K 1.2.2 (σμήνος aveyeipeis [...] λόγων τα γαρ ζ μα μνθοις eocKe, "you are poking up a wasps' nest of narrative.
My life has been very storied") to H&H 8.11.2, where a theatrical vocabulary is employed
(τα δ' αλλα ζητούσα μαθύν όλον όραμα ζητύς καϊ όλον τραγωόημα, "when you ask to
know more you are asking for a whole play, a complete tragedy"). For the wasps' nest in
Tatius, see Plato, Rep. 5.450b (ουκ lστ ζ όσον Ισμόν λόγων ΙτταγζίρατΟ. On mythos and
logos, see also Longus' D&C 2.7.1 (πάνυ έτόρφθησαν ωσπορ μνθον ού λόγον άκοΰοντες, "they enjoyed this very much, treating it as a story rather than as fact"); cf. Plato,
Gorg. 523a, Rep. 2.376e-377a, and Pindar 01. 1.28-29; see Hunter (1983) 47 and n. 99.
358
HSgg (1983) 51-54; Reardon (1994); Anderson (1997) 2284-2285.
359 There is no real
parallel to this "psychological realism" in other ancient novels.
Even though Chariton showed himself interested in psychology, there is no real change of
character in his novel; the situations change, not the persons; HSgg (1983) 53. The only
comparable case, I think, would be the development of the protagonists in Longus' D&C,
but the maturity process in Longus is closely tied to the seasons, and not an attempt to de¬
scribe "realistic" change.
360 But cf. Tatius'
sometimes omniscient viewpoint; see above, pp. 243-244.
356
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the novel. There are, however, also important differences, one of which is
that Makrembolites depicts fewer characters than Tatius. This is partly due
to the restriction of

viewpoint and the limited use of sub-plots, but a more
important factor is the compression of the plot: action in H&H takes place
on an emotional, inner level. We may recall that the erotic pathos in the
novel is created as a display of rhetorical discourse and not as a representa¬
tion of realistic emotions.361 The characters, even if they act in a psycholog¬
ically correct manner, should be seen as character "types" rather than indi¬
viduals.362 The

names

that Makrembolites has drawn from L&K have al¬

ready been discussed in chapter 1.2.7. Here

we will compare some of the
main characters in the two novels: the heroes and heroines, the friends/

helpers, and the mistresses.
HEROES AND HEROINES

Discussions

on the heroes of ancient or Byzantine novels often concern
their "anti-heroic" aspects: the young men of the genre are cowards who get
their maidens into trouble without being able to help them, and they cry and

lament all the time.363 It may be useful here to look at the definitions of the
anti-hero concept. According to Bal, there are three types of heroes: the

hero, the hero-victim, and the anti-hero. The hero is successful with an ac¬
tive function; the hero-victim is confronted by obstacles or evil that he does
not vanquish; the anti-hero is passive without any active function.364 Ac¬
cording to this definition, neither of the protagonists is an anti-hero, since

they both have active functions in the novels. Both the heroes and the
heroines of the ancient and Byzantine novels are, however, partly charac¬
terised as hero-victims, which is part of the genre (i.e. to be opposed by ob¬
stacles and evil). According to David Konstan, the ideal of a hero coming to

361

See above, pp.

362

On the

90-91, 165.
"types" of characters in the ancient novels, see Billaut (1991) 143-164 and
(1996) 117-122;Johne(1996) 172.
363
There are numerous examples, starting with Gasellee (1947) 390-391, η. 1 on L&K
8.1.2: "the reader, bearing in mind Clitophon's behaviour at his previous meeting with
Thersander (V.xxiii), will by this time have come to the conclusion that the hero of the
romance is a coward of the purest water. I do not know if Achilles Tatius intended to de¬
pict him so, or whether it is a fault in the drawing." Cf. Anderson (1997) 2285. A more
recent example is Beaton's ambivalent discussion, (19962) 61-62, where Gasellee is quo¬
as an
example of an out-of-date approach, although Beaton's own chapter opens with
the ironic comment that "the principal characters of the ancient romances very rarely do

ted

anything."
364

Bal

(1985) 92-93.
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of his

lady simply does not belong to the so-called "sexual sym¬
metry" of the Greek novel.365
It has been argued by Beaton that the passive hero in the ancient novels
amounts to the status of a theme, which then has been considerably ex¬
tended in the Komnenian novels.366 Beaton explained the extension of the
passivity of the hero in relation to the Christian doctrine according to which
passive suffering in certain situations is not only a necessity, but also a
virtue.367 The notion of apatheia involves, however, more complex issues
than passivity, and it also existed before the rise of Christianity.368 More
importantly, the differences between the ancient and Komnenian novel need
to be defined: are they in fact so striking?369 The heroes' passivity needs to
be considered primarily in relation to the role of the heroines, so we will re¬
rescue

turn to it in a while.

The greatest

difference in the characterisation of Kleitophon and Hysmiemphasis on Hysminias' inexperience, or even aporia, as op¬
posed to Kleitophon's experience before and in the story.370 They also find
themselves in different situations in the openings of the novels: Kleitophon
falls in love at first sight and slowly convinces Leukippe to fall in love with
him, whereas Hysminias has to be convinced by Hysmine, Kratisthenes,
nias is the

and

even

Eros himself.371 The traditional roles

seem

to have been reversed:

the heroine

Hysmine acts like the hero Kleitophon. Another aspect in this
oppressed situation of Hysminias as he is being harassed by
two women, whereas Hysmine is never threatened by any other man.372 In
this discussion belongs also Hysminias' change of name (H&H 9.14.5). In
L&K, it is Leukippe who has been deprived of her name: ουκ άμι 0€ττα¬
λτγ ού καλούμαι Αάκαινα. ϋβρις αντη 6στί ττ€ΐρατική· λζλρστ^υμαι και
τοϋνομα, "I am not Thessalian, and my name is not Lakaina. This is an
context is the

365 Konstan

(1994) 15-26, 30-36,

further below, pp. 255-256.
366
Beaton (19962) 62 and
367

esp.

30, 34. On

men

and

women

in the novels,

see

also 63-64.

Ibid. 64-65.

368

Agapitos & Smith (1992) 39 and n. 80.
For example, Beaton (19962) 60-61 says that the abduction of Hysmine is the one
act in which the hero acts rather than being acted upon, but Hysmine is no less part of the
act than was Leukippe, and they are both blamed for the elopement; see e.g. the harsh
blame of her father in H&H 11.12.3-4. On the abduction motif in the Komnenian novels,
see Laiou (1993) 211-213.
369

370

See L&K 2.37.5.

371

Cf. Garland

(1990) 80: "'love' is a veiy simple concept of instantaneous and mutual
attraction, originating solely in physical appearance, and depicted by the irrational force of
Eros."
372

Cf. Laiou

(1993) 212.
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insult

imposed by pirates who robbed me even of my name" (L&K 6.16.5).
things that befall Leukippe—the harassment, the change of name—
happen in H&H to the hero and not to the heroine. The passivity is in that
respect indeed extended, but on a more complex level than Beaton suggests,
since it includes cross-wise inversion. In order to study the whole picture,

The

we

need to consider also the heroines.

Leukippe is portrayed as a strong-willed girl who knows how to fight for
both love and chastity. She is tough, both towards her aggressors373 and to¬
wards Kleitophon.374 As already mentioned, there is an important difference
from the very outset: Hysmine makes the first advances, while Leukippe
has to be persuaded. Hysmine is thus more straightforward than Leukippe,
and it has been suggested that she may have been partly modelled upon
Antheia in the Ephesiaka,375 She does, however, also have traits in common
with Leukippe, first of all her looks. Heroines in ancient and Byzantine
novels are most often described in a similar manner, set-piece descriptions
of female beauty that were imitated by the Byzantines.376 Tatius' and
Makrembolites' ekphraseis are not entirely similar, and the framing is differ¬
ent. Leukippe is described when Kleitophon catches his first sight of her.
He compares her to a painting of Selene on a bull that he has once seen:
ομμα γοργόν εν ηδονη· κόμη ξανθή, τό ξανθόν ούλον όφρύς μέλαινα, το
μέλαν άκρατον λευκή παρειά, τό λενκόν εις μέσον έφοινίσσετο καΐ έμιμεϊτο
πορφνραν, εις ο'ίαν τον ελέφαντα Λυδι'α βάπτει γυνή· τό στόμα ρόδων άνθος
ην, όταν άρχηται τό ρόδον άνοιγαν των φύλλων τα χείλη. (L&K 1.4.3)

delightfully animated

eyes;

light blond hair—blond and curly; black eyebrows—jet

black; white cheeks—a white that glowed to red in the center like the crimson laid
on

ivory by Lydian craftswomen. Her mouth
begins to part its petal lips.

was a rose

caught at the moment

when it

In

fact, it is not clear whether Kleitophon describes the painting of Selene or
Leukippe.377 That ambivalent relation between art and reality is, as we have
already seen a number of times now, further augmented in H&H, also in the
ekphrasis of Hysmine. She is not depicted until Hysminias has begun to fall
in love with her, and the description is set in one of his dreams.378 First of
373

E.g. when approached by Thersander in L&K 6.22.
E.g. L&K 5.18.
375
Alexiou (1977) 35-36.
376 See Aerts
(1997) esp. 151-159, 188-192; on the ancient novels, see Billaut (1991)
121-189 and (1996).
377 Cf.
the descriptions of the paintings of the Virtues in H&H 2.2-5.
378 On
the position of this ekphrasis in relation to some other material drawn from
L&K, see above, p. 194.
374
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all, the description itself is extended into a regular ekphrasis, complete with
comments to the reader379 and artistic

perfection. Like Leukippe, Hysmine
lively eyes and black eyebrows, a pale complexion with blushing cheeks,
and her lips are likened to roses. The description of Hysmine includes the
same artistic symmetry380 which is emphasised in the description
of the
fountain, but the blush on her cheek is explicitly not like a piece of art or
achieved by art: "not drawn by hand or painted by art or fading overnight
and washed off in water."381 Hysmine explicitly links herself to the gar¬
den,382 whereas Leukippe was connected with it by Kleitophon.383 The op¬
position of, and at the same time equation of, nature and art corresponds
with both the ancient and the Byzantine novel's play on artistic pleasure as
expressed in the ekphrasis.384
Another direct parallel between Hysmine and Leukippe is in their letters
to the heroes. They both reveal their true identity in letters, similar in sub¬
ject and wording. They ask their lovers to remember what they have suf¬
fered for their sake, ending up as slaves,385 and remind them that they are
still virgins.386 The situations are of course different: Leukippe angrily
has

379

H&H 3.6.4:

would say
380

επέχει
central
381

ei7rois

ίδωυ

ρόδον έκθλΐφαι

that the girl had crushed a

rose

την

κόρην

rots

χείλεσι, "seeing her

you

with her lips".

H&H 3.6.4: όλον

προς

όλον

το

το πρόσωπου κύκλος άνεπισφαλής· η ρϊν
κέντρου λόγον
κύκλωμα, "her entire face formed a perfect circle; her nose held the

place in the circuit".
H&H 3.6.3:

παρειά λευκή· το λευκόν άκρατου, ες όσον ουκ ηρυθραίνετο· το
έρυθρόν διεσπασμένον και οιον διεσπαρμένου, ούχ οιον πλάττει
τέχνη βάπτει και νύζ μαραίνει και ϋδωρ έκπλύνει, "her cheeks were white, un¬

μέσον έρυθρόν
χειρ και

το

blemished white where there
rated off and scattered

was no mixture of red; the centre was red, red that was sepa¬
there, not drawn by hand or painted by art or fading overnight and

washed off in water".
382

E.g. in H&H 6.8.3, but see also above, p. 99.
Leukippe's face is described as a meadow; the garden then mirrors
her face, cf. H&H 4.4.3 and 4.17.2.
384 See
e.g. above, pp. 101-102 and n. 199, and p. 132.
385
L&K 5.18.3—4: οσα μεν δια σε πέπονθα, οΐδας· ανάγκη δέ νυν υπομνησαί σε,
"you know well all that I have suffered for you, yet now I am obliged to refresh your
memory." H&H 9.9.2-3: συ δέ μη λήθην νοσησης [...]· δια σε θανάτου γευσαμέυη
πικρού και τέλος αιχμάλωτος και δούλη νυν, ώ? οράς, "you must not succumb to forgetfulness [...], and because of you I tasted bitter death, and finally became a captive and
now a slave, as you see".
386 L&K 5.18.6:
έγω δέ έτι σοι ταύτα παρθένος, "I write this letter still a virgin." In
H&H emphasised by repetition: 9.9.1: και πηγη και τόζον 'Αρτέμιδος, παρθένου θεάς,
παρθένου σοι ταύτην παρεφυλάξατο, "the spring and the bow of Artemis, the virgin
goddess, have preserved my virginity for you", and 9.9.3: και e7ri πάσι την παρθενίαν
383

L&K 1.19.1-2,

άπαρεγχείρητος, "but through all this I have kept

my

virginity inviolate".
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points out that Kleitophon is still free, and even married.387 Hysmine asks
Hysminias to be faithful to their treaty, meaning that they should spare
their virginity for each other.388 The tone is accusing in both letters; although
neither of the girls was abducted against her will, the heroes are here made
responsible for the maidens' destinies.389 A difference in the letters signifies
yet another inversion as regard the roles of the heroes and heroines. In both
novels the heroines' mistresses are in a position to set free and thus save the
maidens, but whereas Leukippe in her letter asks Kleitophon to have Melite
save her, in H&H it is Rhodope who asks Hysminias in another letter to let
her free Hysmine in exchange for marriage with Hysminias.390 Hysmine then
has to convince Hysminias that this is indeed the right thing to do, and the
two women thus appear as strong and enterprising in contrast to the feeble
heroes.

Leukippe and Hysmine both engage in playful dialogues with their
one difference: Hysmine takes the initiative herself, while Leu¬
kippe follows the initiative of Kleitophon. We may compare Kleitophon's
first dialogue with Leukippe to Hysminias' first meeting with Hysmine.
Kleitophon is reasoning with himself as he tries to build up enough confi¬
dence to approach the maiden, μέχρι τίνος, avavbpe, σιγάς; τι be δ€ΐλό? ει
στρατιώτης άvbpείoυ θεοϋ; την κόρην προσελθεΐν σοϊ περιμένεις; "how
long will you keep silent, sissy boy? What use is a spineless soldier in the
service of a virile god? Are you waiting for her to make the first move?"
(L&K 2.5.1). Suddenly he realises that Leukippe is nearby in the garden.
lovers, with

όμως

ου ν,

ώς

αν

τεθορυβημένος

ουκ

έχων τί

ειπώ,

'Χαΐρε,' έφην, 'δέσποινα.'

ή δέ μειδιάσασα γλυκύ καΐ εμφανίσασα δια του γέλωτος, δτι συνηκε πώς
ειιτον το Xatpe.
δέσποινα, ειπεν 'Έ^ω σ~ή; μη τοΰτο εΐπης.' 'Και μην πέπρακέ
με τις σοι θεών ώσπερ τον Ήρακλέα τη 'Ομφάλη.' 3 'Toy Έρμην λέγεις;
τούτω την πράσιν έκέλευσεν ό Ζεύς,' και αμα έγέλασε. 'Ποιου Έρμην; τί ληρεΐς,' ειπον, 'ειδυΐα σαφώς ο λέγω;' ώ? δέ περιέπλεκον λόγους εκ λόγων, το
αύτόματόν μοι συνήργησεν. (L&K 2.6)
2

Yet like

one not knowing what to say in my confusion, I said, 'Greetings, my
lady.' She smiled a winsome smile; though her amusement said clearly that she
understood why I called her 'my lady,' she asked, 'I? Your lady? Don't say that!'
'Ah, but a certain god has sold me into your service as surely as Herakles was sold

387 L
&Κ

5.18.4-5, and note also 5.18.6:
"Farewell; be happy in your new marriage".
388

έρρωσο,

και

όναιο τών καινών γάμων,

"Ερ/οωσο, και τάς συνθήκας άπαρεγχειρήτους τηρών σωφρόνως
άντιπαρθένευε, "Farewell, and keeping our vows inviolate, see that you too keep your
H&H 9.9.3:

virginity chastely intact".
389 Cf.Laiou
(1993) 213.
390

L&K 5.18.5; H&H 10.2.
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Queen Omphale.' 'You mean Hermes? Whom Zeus ordered to sell
again she smiled. I replied, 'Hermes? Nonsense! You know very

Herakles?' And

well what I mean.' While the conversation
circumstances

came

to

my

was

shuttling back and forth like this,

assistance.

Kleitophon then pretends to be stung by a bee and asks Leukippe to cure
him with a spell she knows; this leads to the couple's first kiss, and then a
digression on the effects of kisses {L&K 2.7-8). In H&H, the pondering on
love that Kleitophon devotes himself to before the first conversation is
moved to the later discussions between Hysminias and Kratisthenes.391 We
may especially note Kratisthenes in H&H 2.14.4: συ 6e μέχρι 7totc kenroταξίου κριθήστ} τω "Ερωη; "how long are you going to be condemned for
deserting Eros?" which mirrors Kleitophon in L&K 2.5.1.392 Hysminias is
indeed, unlike Kleitophon, waiting for Hysmine's moves. Her behaviour
when she first meets Hysminias may thus be compared with Kleitophon's
in L&K 2.6. Hysmine serves the wine at the first banquet, and she takes the
opportunity to flirt with the guest herald.
Ήκ^υ

ovv ή παρθένος και παρατημένη μοι το ποτήριον
'χαίροις' νπίψιθύέγω δ' άκουσα? όιπον ουδέν, αλλ' έπων μεθ* ηδονής, δτι και το έκπωμα
μάλα τερπνόν και το πόμα γλυκυ και το νδωρ διειδές και μάλα ψυχρό ν, ων
ούτι γένοιτ αν ήδΰτερον ανδρι διψώντι και καυματουμένω και ζέοντι. {Η&Η

piaev

1.8.3-4)
So the

girl came up and, placing the cup beside me, whispered, 'Welcome'. I
though I made no reply but drank with great pleasure because the cup
was very delightful and the wine very sweet and the water clear and cold, than
which nothing can be more agreeable for a man who is thirsty and very hot and
heard her,

sweaty.

The situation has been reversed, since

Hysmine is the one approaching
Hysminias with "greetings", as Kleitophon did Leukippe. But Hysminias
does not act like Leukippe; he is emotionally cold, burning not with love but
with thirst. It is not until later that he answers Hysmine's advances: in
H&H 4.1, he flirts at dinner, and in 4.3 they meet in the garden for a short
dialogue; now that he wants to kiss and cuddle, Hysmine is as chaste as any
ancient heroine, defending herself just like Leukippe before her.393 The tone
in H&H 4.3 is reminiscent of L&K 2.7: kisses are discussed {H&H 4.3.2-3),
and Hysmine ironically scolds Hysminias for previously "playing the vir-

p.

391

Especially H&H 1.14 and 2.14.

392

But cf. also both Anth. 5.9 and Ps. 138.7-10. See also Vit.

204,
393

n.

See

186. Cf. below, 3.3.
above, p. 160.

Cyr. Phil, 5.9; above,
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gin" when he tries to kiss her (4.3.3).394 Tatius' bee-episode in L&K 2.7
(Kleitophon pretending to be stung and Leukippe curing him with her
kisses) is mirrored in H&H 4.22, where Hysmine bites Hysminias' lips
when kissing him, as a revenge for his previous rejection.395 Hysminias re¬
plies with a simile in which Hysmine is a beehive, the erotic imagery known
from the Song of Songs.396 The flirtatious and witty tone from L&K is
echoed in H&H as well, for example Hysminias' comment when Hysmine
bites him: ιδού μοι τάλλα των μελών θλιβέστωσαν τα δε μοι χείλη τιμάσθω καθυπουργοϋντά μοι τοΐ? φιλημασιν, "Look, could you crush
some other limbs of mine? Have a little respect for those parts which are
producing the kisses" {H&H 4.22.2).
The strong character and self-confident behaviour of Hysmine is indeed
conspicuous.397 It should, first of all, be seen against the background of the
ancient novel.398 We have already noted that Antheia in the Ephesiaka may
have been a model for Hysmine,399 and we have seen here that Leukippe
was a strong heroine as well—in fact, most ancient novel heroines are.400
The female protagonist is often the main character, and Chariton even con¬
cludes his novel "that is my story about Kallirhoe".401 Also female antago-

394

Cf. also the ironic and

395

H&H 4.22.1:

συ

witty dialogue in H&H 9.23; discussed above,

pp.

148-149.

χείλη; αλλ' ήλγησα κάγω την ψυχή ν, δτε μου ταύτα και
προπετώς em της του πατρός τραπέζης έζεφαΰλισας, "Do your lips
άλγεϊς

τον έρωτα
hurt? But my soul was
ther's banquet."

τα

pained too when

you so

precipitously spurned

my

love at

my

fa¬

396

H&H: 4.22.3: ει be μοι κέντρον φέρεις ώς μέλιττα και φυλάττεις το σίμβλον
πλήττεις τον του μέλιτος τρυγητή ν, έγκαρτερήσω τω σίμβλω, τον εκ του κέν¬
τρου πόνον ύφέζω και τρυγήσω του μέλιτος· ού γάρ με στερήσει πόνος γλυκύτητος
μέλιτος, ωσπερ ούδ' ακανθα ρόδου του ρόδου κωλύσει με, "if you are wielding a sting
at me like a bee and are guarding your hive and are lashing out at the honey thief, I will
dally round the hive, put up with the pain from the sting and cull the honey. For the pain
will not deprive me of the honey's sweetness, as the rose's thorns do not turn me away
from the rose." The imagery of the beehive is frequently used in H&H\ see also e.g.

και

4.25.2, 4.3.4, 5.20.1, 6.8.2, 7.8.2, 9.22.3, 10.10.6. On the use of the Song, see below,
pp.

279-280.
Dunlop (1888) 77 described Hysmine as "avowing love without modesty and with¬
delicacy". But Hysmine remains chaste; on virginity in H&H see Garland (1990) 74-

397
out

75.
398

On women in the ancient novel, see Wiersma (1990), Egger (1988, 1994), Kaimio
(1995), and Johne (1996) esp. 187-189 on L&K\ in the Byzantine novel, see Garland
(1990) and Smith (1999) 183-194.
399
Alexiou (1977) 35-36; see above, p. 251.
400
See Wiersma (1990); Egger (1994); Kaimio (1995) esp. pp. 129-130.
401
See above, p. 190, n. 125. Cf. Rohde (19143) 355-356 on the better characterisation
of female figures.

256
nists

Part 2:

Comparative analysis

often

depicted as strong characters, for example Melite in L&K402
Irrespective of the underlying reasons for the portrayal of women in the
novels,403 the strong heroines correspond to the "helpless heroes" discussed
above; together they display the "erotic balance" of male and female roles in
a story.404 Likewise, one may argue that Hysmine's behaviour reflects a
contemporary view of women, influenced by Christianity.405
However, on a literary level the conventions are not as upturned as they
may seem: the strength of the heroine and the passivity of the hero are ex¬
tended, and there has accordingly been an inversion of the female and male
roles, so that the Komnenian heroine performs the actions of the ancient
are

hero. Such

treatment

of elements from the ancient novel

corresponds with
amplifications and inversions that we have looked at in this study.
The function and effects of such manipulation of material lie on a metatextual, rather than a factual level; the characterisation of Hysmine is therefore
not necessarily tied to a contemporary socio-cultural situation.406
a

other

FRIENDS AND HELPERS

Hysminias' helper is Kratisthenes, a friend and cousin who travels with him
on his embassy to Aulikomis, and later arranges his and Hysmine's escape
from Eurykomis. Hysminias has no slave or servant (neither has Hysmine
any chambermaid), so while Kleitophon had two advisors and helpers in his
quest for love, Satyros and Kleinias, Hysminias has only one. Apart from
being a relative and a friend, we know nothing about Kratisthenes, whereas
Kleinias is described through both Kleitophon's narrative and his own
402

On Melite, see Egger
Wiersma (1990) sees

(1994) 267-268; Segal (1994).
it as a combination of traditional values and the prominent role
of elite women; Egger (1994) as mirroring women's erotic power as opposed to factual
helplessness, "the novels work with the principle of emotional gynocentrism, but factual
androcentrism", ibid p. 272. Kaimio (1995) stresses the sensible matter-of-fact behaviour of
Kallirhoe, which, according to her, mirrors that of real women and attracts female readers.
On women as readers and, possibly, authors, see also Johne (1996) 156-164.
404
Cf. Konstan (1994) on "sexual symmetry", and Lowe (2000) 225-227 on "erotic
403

competition".
405

See Garland

(1990); Smith (1999) 183-194. On eroticism and constraint, i.e. erot¬
repressed society, see Beck (1977, 1984); Garland, ibid 66-67 and n. 20.
406
The area needs careful investigation in order to avoid simplistic or one-sided state¬
ments, as e.g. Garland (1990) esp. 80-81. It does seem like attitudes towards women
changed during the Byzantine period, see e.g. Laiou (1981, 1985, 1992) and (1993) 109—
221; Garland (1988, 1990). There is now a growing number of studies of women in Byzan¬
tium, with a certain emphasis on the imperial sphere; see e.g. James (1997); Hill (1999);
Gouma-Peterson (2000). See also the on-line bibliography at
http://www.wooster.edu/Art/wb.html.
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2.2.7 Characterisation

words. He too is

a

Kleitophon;407

an

257

relative, and he is older and

more experienced in love than
important difference is that Kleinias prefers boys to
women.408 We are not explicitly told that Kratisthenes is older or more ex¬
perienced than Hysminias, but it is clear from their conversations and Kra¬
tisthenes' sometimes rather patronising attitude that he is.
Kratisthenes' advice is never as long or detailed as Kleinias'. Kleinias of¬
fers Kleitophon a lengthy explanation when he first seeks advice {L&K 1.79). Kleitophon's question, τί λέγω; τί ποιώ; ττέύς αν τύχοιμι της ερω¬
μένης; ουκ οίδα γαρ έγω τας οδούς, "but what do I say? What do I do?
How can I reach my beloved? I flounder in ignorance of method'' (1.9.7) is
answered by the not so comforting μηδέν ττρος ταύτα ζητεί παρ' άλλον
μαθεΐν αυτοδίδακτος γαρ έστιν 6 θεός σοφιστής, "don't look to learn
this from anyone else; this god is a self-taught scholar" (1.10.1). Kleinias,
however, then goes on to discuss how to proceed (1.10). The passage is
echoed in a condensed version in H&H, where Kratisthenes asks Hysminias
what happened at the dinner when Hysmine was flirting with him. In the
passage, which has already been quoted and discussed above, Hysminias
expresses his aporia and asks who will teach him about love. Kratisthenes
answers ironically with an allusion to Hippocrates: "animal nature cannot be
taught", reflecting at the same time the "self-taught sophist" of Tatius.409
The discussion is not continued until the next evening, when Kratisthenes
again asks Hysminias to relate what happened at dinner, and again teases
him and tells him that he cannot escape the power of Eros (H&H 2.14.4-6).
We must remember the important difference between the novels: while
Kleitophon's aporia is concerned with what to do in order to make the girl
fall in love, Hysminias is just utterly at loss about what to do at all.
While Kleinias gives Kleitophon metaphysical and philosophical infor¬
mation on love, Satyros assists him on a more practical level. He helps Klei¬
tophon to find a subject for his digression on the nature of love in order to
impress Leukippe (L&K 1.16-17); he encourages meetings in the garden
(2.10) and in Leukippe's bedroom (2.19-25), and the game with the drinking

407

hi μοι Κλεινίας ανεψιός, ορφανός και νέος, δύο άναβεβηκως έτη
έμής, έρωτι τετελεσμένος, "I had a cousin named Kleinias, whose par¬
ents both were dead; he was two years older than myself and already an initiate in the rites
of love." See above, p. 177 and n. 55 on the exclusion of homoerotic material in H&H.
της

L&K 1.7.1: ην

ηλικίας

408

της

L&K 1.7.1

(he

was

in love with

a

boy), 1.12-14 (the boy gets killed by the horse

Kleinias gave him), 2.34-38 (discussion with Kleitophon and Menelaus on hetero- and
homosexual love). From Kratisthenes' discourses on love, we may assume that he is not
interested in boys, but some misogynistic thoughts are included in H&H 3.9.5-6.
409

H&H 1.14.5; see above, pp.

123-124, 148, 273.
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(2.9). He follows the couple on their escape, and in Egypt he saves
Leukippe (together with Menelaus) by arranging the fake sacrifice (3.1522).410 Kratisthenes too gives some practical assistance: he tells Hysminias
to be quiet in order to avoid embarrassment (H&H 1.10.3, 2.12.2); he
keeps
an eye on the couple in the garden so that they will avoid detection (4.4.1-2;
cf. L&K 2.10). He assists in a game with the drinking-cups (5.10-12), quite
similar to that of Satyros.411 Kratisthenes' main function is, however, to in¬
terpret the paintings in the garden.
Kratisthenes accordingly takes up the functions of both Kleinias and
Satyros: he teaches Hysminias about love, like Kleinias, and he assists him
in his pursuit, like Satyros. Ultimately, it is the paintings in the garden that
instruct Hysminias, but without Kratisthenes as a guide and interpreter,
Hysminias would not have understood them. Even if Kleinias and Satyros
follow Kleitophon longer than Hysminias is accompanied by Kratisthenes,
who disappears already on the ship, they too are forgotten in the end of the
story; we do not know what happened to them. Helpers are obviously im¬
portant only when they are of immediate help.412
cups

MISTRESSES

Melite, the passionate widow who seduces Kleitophon, is depicted not only
as determined to get what she wants, but also, perhaps surprisingly,
as
sympathetic.413 For example, she helps Leukippe (without knowing, how¬
ever, that the girl is Kleitophon's fiancee) to escape the lusty Sosthenes, as
one woman helping another {L&K 5.17.3-4). Her feelings for Kleitophon are
depicted as sincere, even if mainly sexual. There are two characters in H&H
that correspond to Melite: Hysminias' nameless mistress and Hysmine's
mistress Rhodope. The situations in the two novels are very different:
whereas Hysminias is already a slave himself when he finds out that Rhodope's slave-girl is Hysmine, Kleitophon is never enslaved, his marriage to
Melite is his own decision and he is never, as most novel heroes usually are,
harassed by a mistress. Here we have a parallel to Hysmine's situation: like
Kleitophon, she is never harassed by any master or by any pirates.

410

On

Satyros, see Anderson (1988).
See above, p. 229.
412 On the
helper function, see above, p.
411

162.
Usually, the characters threatening the protagonists' chastity are not positively por¬
trayed; see e.g. Arsake in Heliodoros, or in L&K Leukippe's aggressor Thersander. On the
pairing and contrasting of Melite and Leukippe, see Segal (1984).
413
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similarity in the two heroes' situation: each is desired by the
the mistress of his beloved. The roles of the girls' mis¬
tresses as helpers is thus interesting. In L&K, Leukippe in her letter asked
Kleitophon to let Melite save her and send her back to Byzantium;414 Melite had by then in fact already saved Leukippe once from Sosthenes. The
help from Melite turns out to be different from what Leukippe had in mind:
in exchange for helping him and Leukippe to escape, Kleitophon makes love
to Melite. Leukippe, however, never finds out about it. In H&H, Rhodope
offers Hysminias freedom in exchange for love in a similar manner {H&H
10.12). Hysmine supports Rhodope's feelings for Hysminias as a way of
saving them both (9.19; 9.22.3-9.23), and although Hysminias is unwilling
at first, he is persuaded by Hysmine to accept Rhodope's invitation (10.1).
However, while Kleitophon was in fact seduced by Melite, Hysminias is
not even touched by Rhodope, since she uses Hysmine as her mediatrix.
Nor does he allow himself to be tricked into anything by his own mistress,
however persistent she is; just like Hysmine, he is perfectly untouched and
chaste. The contrast between the women's sexual aggressiveness and the
hero's virginity is sharp; due to the inversion of the male and female roles it
is indeed sharper than is the same contrast in the portrayal of Leukippe.
We may also note here how the two female characters in H&H (Rhodope
and mistress) correspond to one single character in L&K (Melite), whereas
earlier we saw an example of one character in H&H (Kratisthenes) corre¬
sponding to two characters in L&K (Kleinias and Satyros). Makrembolites
employs amplification or repression, in this case apparently depending
upon the effect wanted: in H&H there is one more woman to pursue Hys¬
minias in order to underline the situation of the oppressed hero, but there is
only one helper who embodies the characteristics of both the ancient friend
and servant along the lines of the compressed intrigue.
woman

one

who is

now

Even

though Makrembolites has drawn both names and characteristics from
is no exact correspondence. Tatius' characters
have been transformed: the functions of character types are changed and
cross-wise inverted so that, for example, the hero and the heroine so to
speak "play new roles". The first impression of Makrembolites' characters
may be one of vagueness, the reasons for which are probably the restricted
point of view and the compressed plot. The narrator never gives the reader
any background information about any character, in contrast to, for example,
the detailed story about Kleinias' boyfriend in L&K 1.7-14. No such inforthe characters of L&K, there

414

L&K 5.18; see

above, p. 253.
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mation is

given even about Hysmine, but thanks to Hysminias' focus on
her, the reader is given the impression of knowing her better than the other
characters. The vagueness in characterisation may be compared to the vague¬
ness of fictional space: it emphasises the protagonists at the cost of periph¬
eral characters, and brings the hero and heroine to the fore.
This vagueness does not necessarily entail less lively or less "realistic"
characters. Tatius and Makrembolites employ the same rhetorical technique
of shifting from one level of style to another in order to characterise the
speech of different characters. There is no indecent detail attached to Mak¬
rembolites' protagonists—both extremely chaste—but that does not make
them less sexy: speech and behaviour rather enhance the eroticism of both
hero and heroine. The explicit descriptions of erotic encounters are, of
course, an important factor here, but the amplification of ancient novel char¬
acter types and the inversion of male and female roles in particular underline
the overt eroticism.415 Makrembolites' use of L&K as a hypotext also in the
construction of character adds

intertextual aspect

that is often amusing.
irony in H&H is part of the metatextual situation, and as we will see in
Part 3, the use of quotation and allusion often enhances the ironic character
an

The

of a passage.

4,5

See, e.g. the imagery of the male and female palm; above, pp. 235-236.

Part three

Mimesis and

Transtextuality:

Tradition and Innovation

Αη

important part of imitation in antiquity and in Byzantium was the use of
quotation of and allusion to the "classics". Imitation of excellent Attic ex¬
amples was recommended as a way to acquire skill in rhetoric, and it must
be firmly distinguished from plagiarism.1 Traditional imitation does not pri¬
marily concern what an author says, but how he says it.2 For example, De¬
metrius in his treatise On Style discusses the difference between Herodotus
and Thucydides: the first quotes whole passages, which is not appreciated,
whereas the latter adapts an Homeric epithet in a different context, which is
praised.3
The use of ancient quotations, allusions and topoi in Hysmine & Hysminias was investigated already forty years ago by Gigante (1960). Gigante
argued that the novel is nothing but "un gioco letterario", a play on words
and allusions. He also interpreted the novel's purpose as ironic and parodic.4
Gigante's investigation is still a very important study, on which my own
1

On imitation in

antiquity, see McKeon (1952) and Clark (1957) 144-176; on imita¬
antiquity and in the Middle Ages, both in Byzantium and in the West, see Cizek
(1994) esp. 11-20; on Byzantine mimesis, see Hunger (1969/70) and (1981). Plagiarism
was opposed to imitation and despised already in antiquity; a plagiarius is mentioned in
Martial's Epigrams 1.52, and in 1.53 such a person is called a thief; Clark, ibid. 145. On
modern concepts of imitation, see above, p. 24, n. 74, and pp. 43-44, 166-169.
2
McKeon (1952); Clark (1957) 145. Cf. Conte (1986) esp. 52-69 and his term "poetic
memory", which refers to the more traditional "intertextuality". Cf. also MacAlister
(1994b, 1996) on Bakhtin's concept of "alien speech" which designates the pieces of an¬
cient (and maybe also contemporary) literature inserted by an author into his own work,
manipulating it to fit his own purposes. This notion is, of course, applicable to all allu¬
sions and, particularly, to quotations in H&H. On MacAlister's use of Bakhtins' concept,
see Beaton (1997) 235-236.
3
Demetrius, On Style (Flepi ερμηνείας) 112-113; Clark (1957) 146-147. Note esp. On
Style 113: Θουκυδίδη? μέντοι καν λάβη τταρα. ττοι,ητον τι, ΐδίω? αύτω χρωμενος ίδιου
το ληφθέν ττοεεΐ, "Thucydides, even if he does borrow something from a poet, uses it in
his own way and thus makes it his own property."
4
Gigante (1960) 169. Cf. the interpretations of L&K as a parody or pastiche; see above,
p. 170, n. 25.
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and many

others' identification of quotations is dependent. But to say that
quoted this or that author or work is not very illuminating in
itself.5 Nor does it mean that we can establish with any certainty which lit¬
erary works the author has read, since he probably relied partly on second¬
hand sources, gnomologia and florilegia.6
What we can try to establish is some kind of understanding of the use

Makrembolites

that

an

author makes of his borrowed material. We therefore need to look at

the context in which the ancient texts have been embedded rather than at the

ancient material itself. We have

already, in Parts 1 and 2, seen a number of
examples of Makrembolites' insertion of ancient material, and the signifi¬
cance of that material in the new context has been commented
upon. In this
last part of the study I will concentrate on the technique that is employed
on a textual level, which will help to elucidate the displacement of meaning
that has previously been discussed. It will accordingly not be attempted here
to list again Makrembolites' ancient sources or identify all of his quota¬
tions,7 but to give a general picture of his allusion and quotation technique
and to discuss some general problems of Quellenforschung.
3.1 Allusion to ancient literature
Allusion has been defined

as a

"deliberate

incorporation of identifiable ele¬

from other sources, preceding or contemporaneous, textual or extratextual".8 There are three main functions of allusion that are relevant also—
ments

in

particular—in a Byzantine context: the display of knowledge, the ap¬
peal to those sharing experience or knowledge with the author, and the en¬
richment of a literary work by the incorporation of further meaning.9 Allu¬
sion thus usually presumes a close relation between the author and his audi¬
ence, a shared knowledge and a prizing of tradition, in order to appreciate
the device.10 There are a number of different kinds of allusions, but it will
or

5

On Quellenforschung, see e.g. Conte (1986) 23 (as above, p. 169, n. 20), and also
Ljubarskij et al. (1998) and Agapitos (2000b) 7, 9 and n. 43. On constructive Quellen¬
forschung and its importance for textual criticism, see Kolovou (1998) and Reinsch (1998).
6
For an example of such deceptive Quellenforschung, see Agapitos (2000b) 7-9 on
H&H 4.15.1. Cf. below, p. 270, n. 51.
7
Besides Gigante (1960), see also Hilberg (1876) 227-231, Plepelits (1989), and Conca
(1994a).
8
Miner (1993) 39. Cf. Conte (1986) 32-39 (esp. 38-39 on the art of allusion) and 5269 on allusion and rhetorical figures.
9
See e.g. Kazhdan & Epstein (1985) 138-141, esp. 139-140 on the Byzantines' "art of
allusion". See also Hunger (1969/70) esp. 29-30.
10
Miner (1993) 39—40. See also above, p. 33, on literary circles and theatra in Con¬
stantinople.
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suffice for us here to discuss the imitative kind with its three

cific, generic, and parodic, they may also be synthetic, i.e.
two or three of these categories.11

a
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categories: spe¬
combination of

The most

frequent kind of allusions in Hysmine & Hysminias are those to
Leukippe & Kleitophon. A large number of these were discussed in Part 2,
and as we saw there they most often pick up part of a phrase or just the
tone in a passage and use amplification or, in some cases, condensation, in
order to adapt the material to the Byzantine novel. For example, Satyros
once gives Kleitophon some advice on how to court Leukippe: he must ap¬
proach her, Satyros says, and then θίγζ χαρός, θλίψου δάκτυλου, θλίβωυ
στίυαξου, "touch her hand, press her fingers, and sigh while you press"
{L&K 2.4.4).12 In H&H, it is Hysmine who follows the advice: η 6e του δάκ¬
τυλου ξτΐίθλίβαί μου και θλίβουσα (TTtuti, "and she presses my finger,
and while she presses she sighs" {H&H 1.11.3).13 The allusions to Tatius
(which are most often specific, but may also be synthetic) should be distin¬
guished from allusions to other ancient authors. Since L&K is the main hypotext of H&H, the allusions to Tatius sustain the whole imitative process,
and they are thus highly significant to the reader's understanding of the
novel as a hypertext.
There

are

refer to

two

kinds of allusions to other ancient authors in H&H: those that

specific passage or story, and accordingly are specific, and those
a literary tradition in a broader sense, which are generic. We
have earlier investigated the garden ekphrasis, in which two specific allu¬
sions are embedded: the narrator explicitly refers to the garden of Alcinous
{H&H 1.4.3) and to the golden chain of Homer (1.4.4).14 The explicit refer¬
ences to Homer are significant, since the garden ekphrasis as a topos is im¬
plicitly modelled upon the garden of Alcinous, and the narrator thus em¬
phasises something that the reader already knows, or should know. The gar¬
den description is a generic allusion, since as a topos it refers to the whole
Homeric tradition. The garden topos is, however, somewhat ambiguous due
to the novelistic context, and we must ask ourselves whether a Byzantine
reader confronted with Makrembolites' garden would really think of the
Homeric garden rather than of gardens in ancient novels. Unless he did, it is
a

that refer to

11

The other kinds

are

topical, personal, formal, metaphorical, and structural allu¬

sions; ibid. 39.
12

I have modified Winkler's translation here.

13

Cf. pp. 254-256 above on the reversed
See above, pp. 86, 100-101, 211.

14

roles of the protagonists.
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possible that the allusion to Alcinous, along with the reference to Homer's
golden chain, in fact is some way of redirecting an expected (or suspected)
reader-response. In that case, i.e., if the author's intended association is that
to Homer, the specific allusions are used to "correct" the effect of the
generic topos allusion. The garden of Sosthenes is thus more than just any
novelistic garden: it constitutes a link to the literary tradition of Homer and
to Neoplatonism, and it generates, through its paintings, the erotic develop¬
ment of the plot.
Generic allusion in H&H is (besides the novelistic topoi and references)
represented mainly by references to the Homeric tradition. However, as al¬
ready mentioned, the philologist's endeavour to identify sources may lead to
misinterpretations of the text. The use of Homeric words does not necessar¬
ily allude to a Homeric passage or episode. In H&H 6.18, for example, the
Sirens
the

(μόλος αδόντων οίον Σειρήνες αδουσι)

Odyssey, but have

an

only an allusion to
important internal function: to emphasise the im¬
are not

minent threat of the sea.15 If we read the words

allusion,
used in

exclusively as an Homeric
important narrative marker. Homeric words may also be
symbolic sense without alluding to a specific passage, for example

we

a

miss

an

the lotus in H&H 5.1.3.
6 δε

βαλαντίου δημιούργησε και μοι την 'Ύσμίνην συνελονσε
ερωτικός εξεκενωσε γάριτας· περι το στήθος της κόρης όλον μοι το
στόμα σννέρραψε τοις όδονσι δάκνον, τοις γείλεσιν εκμνζών και τη γλώσση
μεταβιβάζον εις την ψνχήν τον λωτόν α ττάνθ' η κόρη ττερι τον εμόν άντέτχραττε τράχηλον. (Η&Η 5.1.3)
και

τ ις

αυτών ολον

7τάσας

Another of the dreams created

a whole bath house and had me bathing with Hyspassionately poured out all delights: my entire mouth was stitched to the
girl's breast, biting with my teeth, sucking with my lips, with my tongue convey¬
ing the lotus into my soul;16 all this the girl reciprocated on my neck.

mine and

The allusion here is not

directly to the lotophages of the Odyssey, but to the
good, it may be eaten and
it makes people forget.17 Hysminias does not eat the lotus, but transfers it
into his soul; the (sexual) pleasure, like the lotus, makes him forget every¬
thing else. The erotic imagery is maintained in the following paragraph, in
which the girl's breasts are like fountains: ους τω στόματι -τταραθεμενος
known character and effects of the lotus: it smells

της
15
16

ψυχής μοι

το καύμα

κατεψυχε, ψυχράν ήδονήν ττηγάζων γλνκντεραν

Discussed above, pp. 67-68.
This is my interpretation. It

is in fact not entirely clear to whose soul the lotus is
transferred; the words may also be interpreted as "into her soul". In either case the lotus
functions as a symbol of erotic pleasure.
17
Cf. Conca (1994a) 564: "palese richiamo a Odissea, IX 82-102".
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καΐ

νέκταρος, "pressing these to my mouth it doused my soul's heat in the
springs of icy pleasure that were sweeter than nectar" (H&H 5.1.4).
One may also need to consider whether the uses of Homeric words
should be read as allusions or as stylistic devices. Most often epithets are
part of the style, for example Mycenae's epithet "rich in gold"18 or the epi¬
thet "fair in women" of Aulikomis.19 The same applies to the insertion of
Homeric words, i.e. they function not as allusions but as stylistic devices,
for example the "shield of seven ox hides" which in H&H refers to a protec¬
tion of virginity.20 In H&H 2.4.5, the epithet of the north wind, "scion of
clear skies", is even attached to a quotation from Hesiod.21 There are, how¬
ever, also instances where the knowledge of a word's specific meaning is es¬
sential in the new context, for example "Aphrodite's girdle" in H&H 2 J.3.22
The girdle was a gift to Hera from Aphrodite, and made whoever wore it
beautiful and attractive. Since it is here used of Eros' exquisite beauty, the
story behind the word is essential for the understanding of the passage.
An exception to the use of Homeric epithets as stylistic devices is H&H
7.12.4, where Hysminias calls himself 7τολύτλα?, "the much-enduring", the
traditional epithet of Odysseus. The difference lies in the surrounding Ho¬
meric situation with which the epithet interacts, creating a dramatic intertextual effect of Ίλιά? κακών, an "Iliad of woes".23 The "much-enduring" is
thus not just a stylistic epithet, but creates a (most probably humoristic or
ironic) bond between Hysminias and the epic hero. A similar case is that
where a Homeric formulaic verse is used when Hysminias is asked about his
story: τ is
Where

ττόθζν

ets

ανδρών, ττόθί

tol

πόλις ηδζ

τοκψς;

"Who

are

you?

from? What is your country and your parents?" (.H&H
8.11.2)24 The epic formula is metrically rendered, which makes it function
not only as an epic introduction device, but as a direct allusion to Odys¬
are

you

seus.25

18

H&H 2.7.1:

19

H&H 5.7.2:

πολύχρυσος; cf. II. 7.180; 11.46; Od. 3.305.
καλλιγύναικα; cf. II. 3.75, 3.258 of Achaia; 2.683, 9.447 of Hellas.
20
H&H 4.23.2: ασπίς έπταβόειος; cf. II. 7.219-223.
21
H&H 2.4.5: δια yap tol παρθενικής άπαλόχροος ού διάησιυ αιθρηγενέτης βορράς,
"but the north wind, scion of clear skies, did not whistle through the maiden's tender
flesh." Cf. Hesiod, Erga 519; for αίθρηγενέτης, cf. Od. 5.296. See below, pp. 271-272.
22

For κεστός

23

See above, p. 218 and n. 251.
Cf. Od. 1.170, 10.325, 14.187,

24
25

'Αφροδίτης cf. II. 14.214-221.

Cf. L&K 1.3.1,

where the

explicit question being asked.

15.264, 19.105, 24.298.
is used as an introduction of the hero without the

answer
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Another

case

of allusion is Makrembolites' insertion of Theocritus'

ίυγγες

the wrynecks or "erotic charms".26 When Kratisthenes realises
just how ignorant Hysminias is in erotic matters, he exclaims: 'Hpci/cAeis,
της aromas, τήs ηλιθιότητος- αλλ' ϊλεώς σοι "Ερως, μήτηρ 'Αφροδίτη
και
tuyyes ερωτικαί, "by Heracles, what an idiot, what a dolt! May Eros
and his mother Aphrodite and all the erotic charms be kind to you" (H&H
1.14.5). The use of the word Χυγζ may not in itself seem significant enough
«φωτικαι,

to function as an

allusion to Theocritus, but in H&H 4.3.3 there is a com¬

plete metrical quotation from Theocritus' Id. 3.20,27 which, even if it may be
drawn from the gnomologia, strengthens the suspicion that H&H 1.14.5
does indeed allude to Theocritus' wryneck. Furthermore, in book 9 Hys¬
minias makes a clear allusion to Theocritus when he narrates what happened
at the dinner in Artykomis, where Hysmine is secretly present: em δη
τούτοις
θόν και
and this

οφθαλμός ηλατό μευ ό δεξιός, και ην μοι το σημειον αγα¬
ττρομάντευμα δεξιώτατον, "my right eye gave a start at all this,

ττασιν
το

for

good sign and a most auspicious omen" (9.4.1).28
According to the ancient tradition, an eye twitching is a good omen which
means that one will meet a good friend or a beloved.29 Makrembolites' use of
the allusion thus presupposes a knowledge of the original context.
A series of allusions like this strengthens the significance of the author or
work being quoted, and must be considered together. Even if an author drew
the quotations from and based his allusions on material found in gnomolo¬
gia, the quotations in gnomologia were not anonymous. He could thus al¬
lude to a work or a corpus in a "correct" way without being familiar with the
was

me a

entire work.30 We should also remember here that the Komnenian novelist

Eugenianos used Longus' Daphnis & Chloe as a partial hypotext of his DroLongus made extensive use of Theocritus.31
Theocritus is thus not an unknown author in Makrembolites' literary and

silla & Charikles, and that
cultural milieu.

26
27

cf. Theocritus, Id. 2.
Theocritus, Id. 3.20: ecrrt και tv κζνοϊσι φιλάμασιν άδία

H&H 1.14.5;

τίρψις, "even in empty

kisses is there sweet
28

Cf.

delight."
Theocritus, Id. 3.37: αλλεται οφθαλμός

μεν

ό δεξιός, "my right

eye

gives

a

start."
29

Conca (1994a) 636 n. 4 quotes a scholion to Theocritus: δοκουσιυ όψεσθαί τίνα
οικείων, αν αλλωνται οί οφθαλμοί, "if their eyes twitch, they think that they will
see someone they know."
30 Cf
below, p. 270 and n. 51 on the Hippolytus.
31 See
e.g. the use of ΐυγξ in Eugenianos' D&C 6.416—419 and 8.242. See above, p. 35
and n. 149 on Eugenianos and Longus.
τών
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It is also

probable that there are in H&H a number of allusions to ancient or
Byzantine texts which have not come down to us. Then again, references do
not necessarily go back to literature, but may also reflect contemporary on¬
going discussions among the intellectuals. The reference to the river Rhine32
or the names of the fictional locations may be such "lost allusions".33 Per¬
haps information that will help us understand these questions will come
forth as research continues to unveil Byzantine culture, but for now there
are a number of such elements in H&H that we cannot explain.
Furthermore,
allusions may refer to other artistic forms, such as works of art. For exam¬
ple, the paintings of the months reflect an extensive tradition of calendar
representation both in art and literature, culminating in the twelfth century.34
3.2
The

Quotation of ancient literature
of

quotations intensifies the impact of imitation, and it is thus an
important part of Byzantine literature.35 Byzantine texts often contain a
mass of quotations, which gives an impression even of mannerism;36 H&H is
one of them. Makrembolites displays quotations of a wide range of authors
and genres; those from tragedy, Hesiod, and Homer dominate. Due to the
importance of the Iliad and the Odyssey as school texts, references to Homer
are very common in all Byzantine literature.37 Euripides' Hecuba is quoted
very frequently (ten times) in H&H and alluded to a number of times.38 Five
other Euripidean plays are quoted,39 along with a couple of Sophoclean
32

use

H&H 8.7.1; on the
See above, pp. 140

see above, p. 140 and n. 344, and pp. 221-222.
and 241.
34
See above, p. 127, n. 284. Note also the possible implications of the garden ekphrasis
as alluding to an actual recital situation; cf. Magdalino (1993) 352 on the garden imagery of
Manganeios Prodromos (poem 41) and the recital of his poems in Constantinople.
35
Hunger (1969/70) 29. On Homer in Byzantium, see Browning (1975b).
33

36

Rhine,

Hunger (1969/70) 30.
See e.g. Wilson (19962) 18-27 on the ancient authors as school texts.
38
H&H 2.11.3 (jHec. 255); 4.24.4 {Hec. 228); 5.3.8 {Hec. 886-887); 5.5.1 (Hec. 72);
6.7.1 {Hec. 413); 6.10.4 {Hec. 96); 6.13.2 {Hec. 1226-1227); 7.13.1 {Hec. 607-608);
8.12.2 {Hec. 607-608); 8.14.2 {Hec. 375-376). See also the allusions to the same tragedy
in H&H 3.1.4 (cf. Hec. 245, 752, 787, 839; see also II. 1.500); 4.21.3 (cf. Hec. 398);
5.3.8 (cf. Hec. 981-1046); 6.8.1 (cf. Hec. 280-281); 11.5.3 (cf. Hec. 612). Only one of
these quotations is introduced as such; H&H 7.13.1: κατα την τραγωΜαν, "according to
the tragedy".
39 H&H
3.9.6 {Med. 408-409); 8.21.3 {Med. 54-55); 9.23.1 {Med. 265-266); 6.15.2
(cf. Phoen. 355); 6.15.3 {Phoen. 469); 3.3.3 (cf. Hipp. 439); 10.6.5 {Hipp. 415-416). See
also the allusions, or possibly adapted quotations, in 7.18.2 (cf. Phoen. 618); 4.15.1 (cf.
Hipp. 219); 7.17.1 (cf. Hipp. 828); 10.11.2 (cf. Hipp. 828); 10.10.3 (cf. Suppl. 826-827);
10.10.3 (cf. Ale. 512). On the Hippolytus, see also below, p. 270, n. 51.
37
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tragedies40 and Aeschylus' Prometheus.41 There are also two quotations
from Aristophanes in the novel.42 Quotations of plays supposedly read in
full, i.e. the so-called "Byzantine triad", should be distinguished from quo¬
tations from other plays, which are more likely to have been drawn from the
gnomologia or other second-hand sources. The Hecuba, for example, was a
triad play, which means that Makrembolites had most probably read it and
knew it well.43 If a play has been read in full this means that the author who
quotes or alludes to it is aware not only of the passage in question, but also
of its original context, which means that the direct, intertextual bond is
stronger. On the other hand, if the quotation is not drawn directly from the
original source, other authors may be involved, which includes more than
one

intertextual link.44

We

accordingly have to be very careful when trying to define the sources
Byzantine texts. We cannot search only the ancient texts, but also later
and contemporary sources need to be investigated. Furthermore, both the
context of the original passage and that of the quotation need to be studied,
in order to understand the function of the quotation and the relation between
the source and the imitation.45 This is, of course, relevant for all quotations,
not only those in Byzantine literature.
of

First of all

that Makrembolites never quotes Tatius, which one
perhaps would have expected from such a carefully composed hypertext.
The only exception is not really a quotation, but rather an expression that is
40

we

may note

H&H 2.7.2 (cf. Aj. 554b); 2.14.6 (Aj. 132-133); 3.9.1 (cf. Aj. 507-508); 5.10.3 (Aj.
293); 7.5.2 (Aj. 811); 9.23.2 (El. 59-60). See also the possible allusion to the Antigone in
H&H 10.12.2 (cf. Ant. 944-954).
41
H&H 6.14.7 (Prom. 79-80). See also the possible allusion in H&H 5.3.4 (cf.
Eumen. 567-568). The Tyrrhenian trumpet is common in tragedy; see also Sophocles'
Aias 17, Euripides' Rhesus 988-999, and Heraclidae 830-831; Conca (1994a) 564-665,
n. 3. The Aias, due to its status as a school play and the frequent use of it in H&H, is,
however, the most probable source.
42 H&H
7.4.2 (PI. 600); 11.19.4 (Nu. 1-2).
43
Aeschylus: Prometheus, Persae, Septem; Euripides: Orestes, Hecuba, Phoenissae]
Sophocles: Aias, Electra, Oedipus Tyrannus. For the respective manuscript traditions, see
Turyn (1943, 1952, 1957).
44
For example, a supposed quotation from Euripides' Hippolytus in H&H 4.15.1, also
found in one of Psellos' letters, may be drawn from Plutarch's Moralia·, Agapitos (2000b)
7-9. See also above, pp. 104, 132-134 on Aristotle, Gregory of Nazianzos, Synesios,
Theophylact, and Makrembolites.
45
Yet another problem concerns the authenticity of the quotations: whether they actually
originate from the author of the novel or from some later scribe or scholar. It is possible
that some of the quotations were originally conscious or unconscious allusions that were
"corrected", i.e. made into a quotation, by a scribe or an editor at a later stage.
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drawn from L&K, In L&K there is

number of different kinds of wine

a

are
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origin of wine, and

a

enumerated:

οίνου

ουκ. fivai ποτέ παρ άνθρωποι.? όπου μήπω παρ' αύτοις, ου τον μέλανα
άυθοσμίαν, ου τον της βιβλίας αμπέλου, ου τον Μάρωνος τον Θράκιον,
Χίον έκ Αακαίνης, ου τον Ικάρου τον νησιώτην. (L&K 2.2.2)

τον
ου

No wine

ever existed among men before the Tyrians
had it—not 'the noir of fine
bouquet', not 'the wine of biblia', not 'the Thracian vintage of Maron', not 'the
Chian from a Lakonian [cup]', not 'the island wine of Ikaros'.

These

all wines from famous passages

of literature, and the "Chian wine
cup" has been identified as a quotation from Aristopha¬
nes.46 The expression occurs in H&H in Hysminias' description of the foun¬
tain in Sosthenes' garden:
from

are

a

Lakonian

τοϋ φρέατος πυθμένα νησιώτης έκόσμ*ι λίθος λευκός [...]· τα κύκλωθίν
έκόσμα του φρέατος λίθος Χίος ό έκ Λακαίνης, και Θίτταλός έτέρωθΐ,ν, και
μέσον πολύχρους τις και οιον έκατοντάχρους [...]. (Η&Η 1.5.7)

τον

Island marble decorated the base of the well,

[...]; the well's surround

rated with marble from Chios, similar to Lakonian

marble,47 and

on

was

deco¬

the other side

with Thessalian marble and the central section had multi-coloured marble of a hun¬
dred hues

[...].

The characteristic

expression and its position in the beginning of the novel
signal to the reader, indicating L&K as the hypotext. The sig¬
nificance lies not only in the expression itself, but also in the context. The
expressions are indeed used in different ways, referring to different objects,
but both are included in lists of different kinds (of wine and marble respec¬
tively), and both lists share yet another category: the island wine and the is¬
land marble.48 Makrembolites' chapter is then concluded with an expression
that occurs in and may be drawn from L&K. καΐ ην θέαμα καινόν, "this was
a novel sight" {H&H 1.5.8).49
functions

as a

46

Aristophanes, fr. 216; see Vilborg (1962) 38-39 on the other quotations and textual
problems related to the passage.
47 I
understand the meaning of these words as if the text read ως έκ Αακαίνης, since the
literal "coming from Lakonia" or "coming from Lakonian [stone?]" make no sense; cf.
Schissel (1942) 26-27 and Plepelits (1989) 179, n. 4. The expression is included as a hypertextual signal, and not as an explanation of the true nature of the stone, which may ex¬
plain the oddity of the passage.
48

L&K:

τον

'Ικάρου

τον

νησιώτην, "island wine of Ikaros"; H&H\ νησιώτης...

λίθος, "island marble"; Plepelits (1989) 179,
49

4.4.7: (ίδον δέ

7rore

n.

4.

γίνεται το θέαμα καινόν; 4.12.1:
θέαμα καινόν; Plepelits, ibid.

Cf. L&K 2.14.4:

και

και

ϊστι

το

θέαμα καινόν;
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in H&H either

verbatim

adapted quotations.
the adapted quota¬
tions should not be seen as mistakes on the part of the author, but as part of
the imitative technique.50 An important difference on a textual level is that
the verbatim quotations stand out, while the adapted ones are more closely
integrated into the author's own discourse. One example may be found in
H&H 3.3.3: epas· ού μόνος, άλλα, συν πολλοίς β ρότων, "you are in love,
you are not alone in this but share the experience with many mortals." This
is an adapted line from Euripides' Hippolytus, which in the original runs
epas — τί τοϋτο θαύμα; — συν πολλοίς βρωτών.51 Since the quotation
here is inserted in the middle of a dialogue, a metric verse would not blend
with the surrounding discourse in the same way. Imitation is a matter of in¬
tegrating a living heritage, not necessarily static formulas, into one's own
Since

occurs

as

Byzantine authors usually quoted from

or

memory,

text.52

Metrically rendered quotations are in H&H often placed by the end of a
chapter, so as not to interrupt the narrative flow, like these two verses from
Hesiod's Erga (719-720):
και.

την

7τοισιν

ίμην ekoibopei γλωσσαν 'γλώσσης τοι' λίγων 'θησαυροί

ev

άνθρω-

άριστο?

φαδωλη?. πλάστη be χάρις κατά μίτρον ιούσης.' (Η&Η 1.13.3)
and he

began to reproach

me

for chattering too much, saying, Ά niggardly
benefits are due to its moderate use.'

tongue

is men's best treasure and greatest

50

Hunger (1969/70) 29. Ancient authors did the same thing; cf. above, p. 261, n. 3, and
below, n. 52.
51
Euripides, Hipp. 439. Cf. Agapitos (2000b) 8, who doubts that the Hippolytus was
read by the learned audience in the 11th and 12th centuries, and shows how a "quotation"
in H&H 4.15.1 probably derives from Plutarch's Moralia via Psellos, rather than from the
tragedy itself. I very much agree with the idea of deceptive Quellenforschung, but I am not
convinced that the Hippolytus was not read by the Byzantines (Turyn [1957] 19, to which
Agapitos refers, does not convince me either). Firstly, a 14th-century MS presupposes an
older MS to copy (cf. above, p. 174 on the Laurentianus). Secondly, quotations in gnomologia or florilegia were not transmitted anonymously (see above, p. 266). A combina¬
tion of quotations and/or allusions (as described above, p. 266) indeed does not prove the
reading of a particular text, but it does indicate a knowledge of the story expressed in the
text. I believe that Makrembolites, even if he had not read the entire Hippolytus, was famil¬
iar with the myth of Phaidra and Hippolytos, and associated it with the Euripidean quota¬
tions that he inserted in H&H. On Euripides in Byzantine gnomologia, see Meschini
(1973/74).
52
Cf. e.g. Plato's criticism and discussion of Simonides' poem in the Protagoras
339a- 342a. It could be argued, in such a case as H&H 3.3.3, that we are dealing with allu¬
sion rather than quotation. My own division of allusions and quotations into two cate¬
gories is based on the number of words repeated by Makrembolites, but it is indeed some¬
times hard to draw a line between allusion and adapted quotation.
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chapter, there is an adapted quotation, not rendered in metre and
placed in mid-paragraph: ου χρη παννΰχιον εϋδειν άνδρα κήρυκα, "a herald
should not sleep all night long" (H&H 1.13.1). It reflects a Homeric verse53
which is one of the most popular Homeric quotations in Byzantine litera¬
same

ture.54
Most of the

quotations in H&H are not introduced by any marker to de¬
quotations. This is how the Byzantines usually quote: names of
the authors are either left out or given in encoded form: "the poet", for ex¬
ample, always refers to Homer, which is in itself, of course, part of the imi¬
tation or continuation of the ancient practice. There are nine cases in H&H
in which a marker accompanies the quotation; all these quotations are drawn
from Hesiod and Euripides.55 Hesiod is the only author who is also men¬
tioned by name;56 other markers are in the form of "according to the poet",
"as the wise man said", and the like. We may also note here the more subtle
allusion to literary tradition in H&H 1.4.3: "I felt that I could not take as
fiction the Elysian plain so solemnly described by poets."57 A marker such
as "in the words of the poet", or "according to the tragedy", underlines a
quotation and emphasises its authoritative nature.
fine them

In two

as

is

quotation repeated, but never in exactly the same manner.
quotation from Hesiod appears in two different versions in H&H; the
original runs as follows: is ανέμου βορέω· τροχαλόν δέ γέροντα τίθησιν. \
cases

a

A

καί. δια

παρθενικής άπαλόχροος

makes the old

ου

διάησιν, "the wind Boreas; but it

quick.58 And it does not blow through the tender
maiden."59 In H&H 2.4.5, the second verse (Erga 519) is adapted with the
addition of the Homeric epithet αιθρηγενέτης: δια yap τοι παρθενικής
53

II. 2.24: ού

man run

χρή παννϋχιον εϋδειν βουληφόρον άνδρα, "a

man

that is

a

counsellor

should not

sleep all night long."
54
There were certain quotations, especially from Homer, that enjoyed a special popular¬
ity among Byzantine authors; Hunger (1969/70) 29-30 gives four examples, three of which
are used by Makrembolites (II. 3.157,11. 2.24 = 11. 2.61, and II. 22.126 = Od. 19.163).
55 Three refer to Hesiod and his
Erga (H&H 4.2.3, 4.9.2, 4.18.10), three to Euripides'
Medea (H&H 3.9.6, 8.20.3, 9.23.1), two to Euripides' Hecuba (H&H 6.13.2, 7.13.1),
and one to Euripides' Hippolytus (H&H 10.6.5).
56
a

H&H 4.9.2:

cap on

his head,

επικάλυμμα φέρει τή κεφαλή πίλου ασκητού καθ' 'Ησίοδου, "he had
a close-fitting cap, in Hesiod's words"; cf. Hesiod, Erga 545-546.

57

See above, pp.

58

Another

59

Hesiod, Erga 518-519.

263-264.
interpretation of τροχαλόν is "curved like a wheel", but see the commentary
of West (1978) 287: "the normally slow-moving old man is seen bowling along as easily
as a wheel as he scampers to shelter; or perhaps the idea is that the wind drives him along
like a boy driving a hoop."
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άπαλόχροος ού διάησιν αίθρηγενέτης βορράς, "but the north wind, the
scion of clear
4.18.13 the

δια

skies, does not pierce the tender-skinned girl." In H&H
quotation appears in a different version: ό yap tol γζιμων

same

κόρης άπαλόχροος

ου

διάησι, τρογαλόν δέ γέροντα τίθησιν, "for win¬

ter does not

pierce a tender-skinned girl, but makes the old man run quick."
Here the quotation has been expanded so as to contain two verses, but in a
reversed order. This longer quotation functions as a marker: it closes the ex¬
tensive ekphrasis of the twelve months, in which Hesiod is emphasised as
an authority.60
The other repeated quotation is a Homeric verse from the Iliad: νυξ δ'
ηδη reAe(9eι* αγαθόν και ννκτι πιθέσθαι, "night-time advances apace: 'tis
good to pay heed to the night-time."61 The second half of the verse occurs
first in H&H 2.13.3 (αγαθόν και ννκτι πιθέσθαι) and then the complete
verse appears in H&H 4.19.2. Kratisthenes, who is speaking the second
time, in fact quotes Sosthenes, who uttered the quotation the first time. The
quotation both times marks the end of a chapter, the end of a symposium
and the end of a day.62
In both cases the second repeated quotation has a clear function on a nar¬
rative level, as a marker of the closure of a passage. In both cases the second
quotation is also the longer and more "correct" version. It thus seems to
comment upon, or explain, the first occurrence; it may be seen as a "second
chance" for the reader, in case he did not recognise it the first time. Such rep¬
etitions of quotations are cases of intertextual amplification, in line with the
overall repetitive scheme.63 And we should note that the Homeric verse dis¬
cussed here is in the model too a case of repetition; in the Iliad it recurs only
ten lines

after the first occurrence.64

Quotations

may

function in the narrative as commentary, for example in
parenthetically inserted δ και παράδοξόν μοι δοκεϊ,

H&H 1.10.1, the

θυμοϋ τικτόμενον έρενθος, "which struck

60

me as

paradoxical, blushing

en-

On Hesiod, see also below, p. 277.
61II. 7.282, 7.293.
62 The
quotation is used in the same manner by Plutarch in the end of Septem
sapientium convivium 164d: 'Ύπολαβων δ' ό Σόλων 'ούκοΰν' έφη, 'και τω σοφωτάτω
πιστ(,υτέον Όμήρω νυζ δ' ηδη τζλέθα* αγαθόν και ννκτι ττιθέσθαι, "Solon here put in
his word: 'Well, then, we should have faith in the very great wisdom of Homer who
always says, Night-time advances etc."'
63
On repetition and quotation, and repetition of quotations, see Savran (1988).
64
See above, p. 272, n. 61.
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gendered by rage", a modified quotation from Kallistratos' Imagines.65 Quo¬
however, most often in speech—not only in the voice of the
narrator Hysminias, but also in other characters' monologues or dialogues.
Kratisthenes is a character who expresses himself to a large degree in quota¬
tions. By the end of book 1, he wakes Hysminias up with the adapted
Homeric verse already discussed above: "a herald should not sleep all
night."66 In the same chapter, Kratisthenes utters the novel's first verbatim
quotation, also discussed above: "a niggardly tongue is men's best treasure
and greatest benefits are due to its moderate use."67 He also closes the fol¬
lowing chapter with yet another adapted quotation: φύσιες ζώων άδιδακτοι, "animal nature cannot be taught" {H&H 1.14.5).68 We should note that
at the same time there is an allusion to L&K 1.10.1 in this quotation.69 Kra¬
tisthenes continues to express himself in a number of quotations and
proverbs, which adds a special flavour to his character: as the helper and the
more experienced of the two young men, he is also the more educated and intertextually sophisticated; he borrows his authority from the auctores.
In contrast to Kratisthenes, the experiencing Hysminias does not from
the beginning express himself in quotations. That is, however, not the case
with Hysminias the narrator, who immediately inserts classical references in
the narration. The first quotation by the experiencing Hysminias appears by

tations occur,

τους γαρ σώφρονας Θεοί φιλοΰσι και στυγοΰσί τους
κακούς, "for the gods love the chaste and hate evil men" {H&H 2.14.6). The
one and a half verses derive from one of the Sophoclean school plays;70 this
is accordingly a quotation that even a young boy would be able to use.
Hysminias does, however, make a mistake in choosing to quote this particu¬
lar verse, since he is dealing with a god who does not love the chaste.71 We
may also note Kratisthenes' reaction to Hysminias' comment upon the de¬
scription of Phronesis (Prudence) in book 2. As Hysminias sees the glowing
gems of her crown, he cries out χάλαζα κ αϊ άνθρακες ιτυρός, "hails and
coals of fire". Kratisthenes laughs at him, άνεκάγχασε μου rfj παραχρήσεί
του ρήματος, "burst out laughing at my misuse of the expression" {H&H

the end of book 2:

65

Kallistratos, Imagines 11.2: δ δη /cat παράδοξου ήν, χαλκού τίκτόμ^νον tpevOos,
thing incredible, a ruddiness born of the bronze".
66
H&H 1.13.1; cf. //. 2.24; see above, p. 271.
67
H&H 1.13.3; cf. Hesiod, Erga 719-720; see above, p. 270.
68 Cf.
Hippocrates, De Alimentis 39; see above, pp. 123-124, 148, 257.
69
See above, p. 257.
70
Sophocles, Aj. 132-133: [...] τους δε σώφροναs | θεοί φιλοΰσι και στι^οΰσι τους
κακούς.
71
In Sophocles, the meaning of σώφρων is not "chaste", but "soberminded" or
"prudent"; Plepelits (1989) 183, n. 29; Conca (1994a) 526, n. 26.
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2.2.3). The expression is a verbatim quotation from the Psalms, where it
a divine epiphany.72 It is hard to know exactly what Kratisthenes
means: does Hysminias misuse a Biblical reference in a non-Biblical context,

refers to

does he misuse the maxim in relation to the actual nature of the

paint¬
ing?73 The most likely explanation is, in my view, that Hysminias misunder¬
stands the painting and interprets it according to a spiritual, Christian con¬
text.74 In either case, Kratisthenes mocks Hysminias' use of the quotation,
which brings to the fore the contrast between the inexperienced Hysminias
and the educated Kratisthenes. The use of quotation is a marker of experi¬
ence and maturity: Hysminias' limited use of quotation in the beginning of
the book should thus be considered in relation to his misinterpretations of
paintings, as part of his characterisation as young and inexperienced; Kratis¬
thenes' liberal use of ancient literature and his role as interpreter of the
paintings emphasises the difference between the two.
There are also other characters who express themselves in ancient quota¬
tions. Most interesting are perhaps the dialogues, for example the ironic dia¬
logue between Hysmine and Hysminias in H&H 9.23.75 A similar situation
occurs in the dialogue between Panthia and Sosthenes in H&H 6.14.7, where
the upset Panthia answers her husband with a quotation from Aeschylus'
or

Prometheus.

72

Ps. 17.13. See

below, p. 280 on other references to the Septuagint. See also above, p.
allusions with manifold meanings.
73 Cf.
Plepelits (1989) 180, n. 13; Conca (1994a) 514, n. 2. We may note that there is
no opposition between the hails and coals in the Biblical context since both come from the
sky, whereas in H&H there is a structural opposition in the preceding passage on fire and
water/ice: λίθοι 7repi τον στέφανον μάλα τηλαυγεΐς, πυρ απαστράπτοντες και φως

254,

n.

392

on

άπαυγάζοντες, υδάτων μεστοί. Έ,ΐποις 'ώων μεμίχθαι τα άμικτα, ϋδωρ και πυρ, εν
λίθω και άμφω τερπνά και άμφω γαρίεντα, "the gems round the crown gleamed
brightly, flashing fire and giving off light, yet full of water. You might say that the
immiscible, fire and water, was mingled in the gem and both were delightful and both were
charming" {H&H 2.2.1-2). Cf. L&K 2.14.7: το γοΰν της Σικελικής πηγής ϋδωρ
κεκερασμένον έχει πυρ· και φλόγα μεν όψει κάτωθεν άπ' αυτής άλλομένην άνω-

θιγόντι δε

σοι το ϋδωρ ψυχρόν εστίν οιόνπερ χιών, και οϋτε το πυρ ύπο του ϋδατος
κατασβέννυται οϋτε τό ϋδωρ υπό του 7τυρός φλέγεται, αλλ' ϋδατός είσιν εν τή κρήνη
και
ττυρός σπονδαί, "in Sicily there is a spring whose water is shot through with fire. You
can see the flames flickering upwards from the depths. If you touch the water, it is cold as
snow.

Neither the fire is

quenched by the water

nor

the water burned by the fire, but they

fraternize in the fountain under conditions of truce."
74

See also above, pp. 104, 111, 130-134 on Hysminias' misinterpretation of Eros as
emperor/Christ and the similarity in representation between the virtues and Church
paintings.
75
Discussed above, pp. 148-149.
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Και ό

Σωσθένης 'μη την γλώσσαν οϋτω προπετως προπεμποις καϊ άναιδώς,
Ζευς χολωθη. Πεισθώμεν τω Θεριστεί.' Και προς τον Σωσθένην ή
ΤΙανθία φησί
'crii μαλθακίζον, την δ' (.μην αύθαδίαν

μή

σοι

οργής τε

όλα γαρ τα

τραχύτητα μη 'πίπλησσέ μου
σπλάγχνα μον καταπίμπραμαι.' (Η&Η 6.14.7)

And Sosthenes said, 'Do not

let your tongue run so precipitously and shamelessly
enraged. Let us obey Themisteus.' And Panthia said to Sosthenes,
You play the woman if you wish, but cast not in my teeth my stubborn will and
my relentless mood, for my entrails are on fire.'
in

case

Zeus is

'

Panthia's line is in the

original context that of Kratos (strength), who re¬
Hephaistos for not being severe enough when riveting Prometheus to
the cliff.76 If the criminal is not properly shackled, Zeus' wrath may befall
the "jailers".77 That same risk is exactly what Sosthenes warns Panthia of,
and to which she responds so vigorously. There is thus a connection be¬
tween the original context of the quotation and the use that Makrembolites
makes of it. We may note that the Prometheus was a school-play and, as
such, probably well known to the author and his audience.78
In the following chapter, Hysminias' father Themisteus speaks to Pan¬
thia and quotes tragedy in order to comment upon the nature of women.
bukes

cos

μήτηρ μεν
τάληθες),

γαρ

"αι δι' ωδίνων

απλούς ό

μήτηρ φιλόπαις, ονχ ήττον δε και καλλίπαις (ειρήσθω
άρνήσομαι· ώί δε και "γυναιξί δεινόν" κατά την τραγωδίαν
γοναί," δλαι μητέρες συμμαρτυρήσουσιν 3 ότι δ'
συ, και

ουκ

μύθος

οϊδασι πάντες

αληθείας εφυ,
{Η&Η 6.15.2-3)

της

και συ.

That you are a mother, a mother who loves
beautiful child (for let the truth be spoken) I

her child and no less a mother of a
will not deny. But that mighty with
women, according to the tragedy, is their travail's fruit, all mothers would agree; 3
and, moreover, that plain and unvarnished is the tale of truth everybody knows,
including you.

Both

quotations derive from Euripides' Phoinissae\ the first is slightly al¬
a verbatim quotation.80 A central issue in the Phoinissae
is the position of Jokasta as the potential mediator between her two sons
Eteokles and Polyneikes, and accordingly the trouble and sorrow that
women go through because of and for the sake of their children. The situatered,79 the second

76

Aeschylus, Prom. 79-80.

77

See Prom. 76-77, cf. 61-62, 67-68.
On the "Byzantine triad", see above, p.

78
79
80

Euripides, Phoen. 355: δεινον
Euripides, Phoen. 469.

Cf.

268,

n.

43.

γυναιξιν αί δι ώδίνων γοναί.
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tragic as that of Jokasta, but she herself is very up¬
Themisteus' choice of words is intended to show her that he under¬
as

stands how she

feels; he wishes to avoid the reaction that Sosthenes just
provoked.
Quotations render a certain authority to the speaker: Kratisthenes is por¬
trayed as the wise and educated friend; the calm and sober Themisteus man¬
ages to calm down the almost hysterical Panthia. In all these cases the origi¬
nal context of the quotation proves to be significant; if not always the spe¬
cific passage, then certainly the central themes of the drama.

Quotation may also interact with allusion in the novel. One example may be
seen in the episode in which the bad omen is discussed, and Panthia ex¬
presses her refusal to return to the altar.
Ή be Πανθία

φησίν 'ούκέτι

βωμον γένωμαι,

θϋμα θύσω λαμπρού
θρήνων, κόρος μοι της
απευκταίας ταύτης οίωνοσκοπής· καν ό θηριώδης έκεϊνος άeτός και απαίσιος
ουκ
έκορέσθη τοις θύμασιν, ούτος αετός εκείνος, ος Προμηθέως όρύττει πλευράν, ος όλον ηπαρ κατέφαγε καϊ την έμην όλην ταύτην γαστέρα παντελώς
κατορώρυχε και τά σπλάγχνα κατεδηδόκει μου.' (Η&Η 6.14.5-6)

υψιπέτη άετω· 6 άλις

περι τον

μοι των

θυμάτων, άλις

ου

μοι των

Panthia said, Ί cannot go to

the altar again, I shall make no sacrifice for the highsoaring eagle; 6 I have had enough of sacrifices, enough of laments, I have had a
surfeit of this abominable taking of auguries. Even if that terrifying and ill-omened
eagle is not sated with sacrifices, it is clearly the eagle that gouged out Prometheus'
side and fed on his entire liver and now has utterly gouged out my own belly and
has devoured my entrails.'
In the next

chapter follows the quotation from Aeschylus' Prometheus that
just above.81 In the following chapter appears a reference to
Epimetheus, Prometheus' brother:

was

discussed

ei μεν γαρ μετά τον νυμφώνα το θύμα, και Ζευς άνανεύει τους γάμους και τω
άετω την άνάνευσιν ΰπαινίττεται, ουκ άκαιρόν σοι το δάκρυον τω γάρ τοι

Έπιμηθεΐ

το

μεταμέλειν άνωφελώς άφωσίωταγ (Η&Η 6.15.4)

For if the sacrifice took

place after the ceremony and Zeus disapproved of the mar¬
riage and hinted at his disapproval through the eagle, your tears would not be un¬
timely; for it was to Epimetheus that useless repentance was granted.
The

myth of Epimetheus is related in Hesiod's Erga 83-89, and was thus
Byzantines, along with Aeschylus' Prometheus, which,
as already mentioned, was a school text. The sufferings of Prometheus are
explicitly displayed in the drama, and in fact also described in detail in
familiar to educated

81

H&H 6.14.7;

Aeschylus, Prom. 79-80. See above,

pp.

274-275.
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L&KP

Epimetheus and Prometheus are by their nature opposites, and their
juxtaposition in this passage should be considered in relation to other oppo¬
sitions and paradoxes in H&H. In a passage like this, allusion and quotation
interact, creating a more explicit reference to the intertext; in this particular
case, there also seem to be double allusions to both Aeschylus and Tatius.
The use of allusion and quotation may accumulate to create dramatic or
tragic atmosphere in a passage. We have already seen examples of this in the
storm passage and in Hysminias' dream sequence of Panthia catching him
and Hysmine in flagranteΡ In book 4, there are a number of quotations and
allusions to Hesiod that together emphasise the year/time motif expressed in
the ekphrasis of the twelve months; Hesiod, as the author of the Erga, is an
authority on the subject. There are five quotations from or references to
Erga in book 4. In three cases they are introduced as such;84 the two other
are "silent" references.85 These quotations from and allusions to Hesiod, and
particularly the explicit references to him and his poetry, underline the au¬
thority of the thoughts expressed here on the theme of time.86
There is

a

difference between the

use

of authors like Hesiod, who would

be

immediately recognised as an authority, and quotations less strictly
a specific source. Expressions whose ultimate source we are now
able to identify with the tools that are available to us (indexes, lexica, the
TLG etc.), were often used by the Byzantines just as more or less anony¬
mous maxims or proverbs. An example occurs in book 7 and is then repeated
in book 8: καπνού φ€υγοντ€ς eis πυρ εμπεπτωκαμεν, "running away from

bound to

82

3.8, cf. 2.21; Epimetheus is never mentioned in L&K.
above, pp. 213-219, 224-227; the latter passage will also be investigated in
further detail below, pp. 283-286.
84
H&H 4.2.3: κατά την ττοίησιν, 4.9.2: καθ' 'Ησίοδου; 4.18.10: ον και τι? σοφό?
L&K

83 See

[...] ηκριβώσατο.
85

Η&Η 4.18.13. We may note

that the allusions are not always used in accordance
original context. For example in H&H 4.9.2, the man that represents the month
July wears a πίλον, a cap, to protect himself against the heat; in Erga 545-546, this cap is
worn in the winter. Likewise, in H&H 4.18.13 the expression
τη έστίη έμπ^λαδόν refers
to an old man warming himself in front of the hearth, whereas Hesiod, Erga 734, gives a
with the

set of rules on how not to behave in front of the hearth. The

second reference in 4.18.13 is

the

repeated quotation of H&H 2.4.5, already discussed above, pp. 271-272. These
"blind" uses may be a result of the frequent use of the school material and the quotation
from memory; if expressions are used often they tend to lose the connection to their original
context.
86

Hesiod

wrote

in

a

commented upon

and discussed in the 12th century, when John Tzetzes
commentary on the Erga ca. 1135-1140, probably based on a series of lectures held
was

Constantinople;

see

West (1978) 69-70, 73-74.
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have fallen into the fire" (H&H 7.9.6).87 The expression can
figure of speech rather than a quota¬
tion,89 and should most probably not be read as a reference to Plato.90
Other sayings are explicitly presented as maxims or proverbs, as in H&H
6.10.6 κατά την παροιμίαν ανθρακας ευρίσκω τους θησαυρούς, "as the
proverb has it, I have found that my treasure is coal."91 Similar presentations
occur of maxims that can in fact be traced back to a specific author. For ex¬
ample, Hysminias uses the famous quotation from Plutarch η ταν η έττΐ τάν,
"with the shield or on if',92 but it is followed by κατά Αάκαι,ναν εν ασττ'ώί
we

be traced back to Plato,88 but it is a

γ ν ω ματ ευ ομεν ου,

"I uttered like the Spartan mother [about the shield]"
was a proverb already in Plutarch's days,

{H&H 7.14.1). The expression
and it

such both in the Suda and in other sources.93

Very famous
quotations, such as the most common Homeric verses, may have been used
in a similar way as figures of speech, for example the popular ούύε yap αϊτό
ύρυός, ούδ' από ττετρης, "for they were not made of oak or rock" {H&H
6.11.2).94
Our search for classical allusions and quotations should accordingly not
make us forget the text itself, and its relationship to its hypo-, inter- and
metatexts.95 If we do, Quellenforschung may result in a feeble attempt to

87

occurs as

Cf. H&H 8.13.3: εις πυρ εκ

καπνών έμπεσόντες κάξ ομβρων είς θάλασσαν,
"leaping from the smoke into the flame and from the storm into the sea."
88
Plato, Rep. 8.569b-c: 6 δήμος φεύγω ν αν καπνόν δουλείας ελευθέρων εις πυρ
δούλων δεσποτείας
89

See

αν

έμπεπτωκώς εϊη.

Corpus Paroemiographorum Graecorum, vol. 1, p. 314 (Diogenianus VIII.45);
vol. 2, p. 220 (Macarius VII.42) and p. 474 (Apostolius IX.59a).
90 Cf also H&H
8.21.3: τύχη τά θνητών πράγματα, ουκ εύβολία, "fate, and not wise
counsel, rules men's affairs"; cf. the Chairemon fragment, fr. 2 i Tragicorum Graecorum
Fragmenta, vol. 1, p. 217.
91
Lucian, Zeuxis 2; Corpus Paroemiographorum Graecorum, vol. 1, p. 32 (Zenobius
II. 1) and p. 195 (Diogenianus 1.90).
92
I.e. "victory or death."
93
Plutarch, Lacaenarum apophthegmata 241.16; Suda, Η 616; in Corpus paroemio¬
graphorum, vol. 2, p. 450 (Apostolius VIII. 71).
94 Od.
19.163, cf. II. 22.126. Hunger (1969/70) 29-30; see above, p. 271 and n. 54.
95
See e.g. the, in my view, dubious interpretation of H&H 6.3.2, μήτερ, άλγέω την
κεφαλήν, "mother, I have a headache", as a combination of Sappho's γλύκηα μάτερ
(fr. 102) and Theocritus' άλγέω τάν κεφαλάν {Id. 3.52). See Gigante (1960) 175; Alexiou
(1977) 37. The situation is not extreme: a young girl needs an excuse to leave the table and
asks her mother's permission; no specific allusion needs to be sought. It may be that there
is some allusion to Theocritus here (cf. the other allusions and quotations discussed above,
p. 266), but probably not to Sappho. On Sappho in Byzantium, see Garzya (1971) and,
briefly, Agapitos (1989b) 64, n. 37.
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"justify" a Byzantine text by its classical quotations in order to give it
higher status—or even to justify the scholar's own interest in the text.

a

3.3 Allusion to the Christian tradition
There

are

in H&H

a

sions to the Christian

number of passages

which

can

be interpreted

as

allu¬

tradition, references to the Septuagint and to the New

Testament.%

Plepelits has even argued that the whole novel is a Christian
allegory, in which Hysmine is a symbol of the Church and Hysminias repre¬
sents man on his road to spiritual enlightenment.97 We have already seen one
example of a Biblical quotation in the description of Phronesis in book 2, the
"hails and coals of fire" that Hysminias cries out in response to the paint¬
ing.98 In the same paragraph there is an expression reminiscent of the Song of
Songs: ορμίσκος περί τον τράχηλον
αργυρίου μετά στιγμάτων χρυσίου, "a necklet of silver with flecks of gold was around the maiden's
neck."99

number of other passages and expressions which may be seen
allusions to the Song, in particular the garden and love imagery by which
There

as

are a

Hysmine is described as a garden or as a honeycomb.100 We must, however,
remember that the garden, the association of the garden with the heroine and
the description of women in vegetal imagery, are central motifs also in the
ancient novel and in Hellenistic love poetry, e.g. in the Greek Anthology.101
If we study the imagery of the beloved's mouth as a beehive filled with
honey, which occurs in the Song of Songs 4.11, it appears several times in
H&H, but one of the passages contains an allusion also to L&K.
στόμα, το σίμβλον τον μέλιτος, το δ' έμόν τούτο στόμα πλαέζ όόΰνης κατατραγωόεϊ σοι τον έζιτηριον και ως έκ κέντρου σης
μελίσσης πληγέν φλεγμαίνει τοις 7τάθεσι. {Η&Η 7.17.11)
μέμυκέ

σου το

τννθέν

96

See

Poljakova (1979) 105, 110-113 on the Septuagint and 114 on the New Testa¬
in the Komnenian novels, see also MacAlister (1996) esp. 133—
135, 139, 162-164; Beaton (19962) 56-57; Burton (1998).
97
Plepelits (1989) esp. 29-69. See above, p. 17, n. 36.
98 See
above, pp. 273-274.

ment.

99
του

ink

On Christian aspects

H&H 2.2.4; cf. Cant. 1.11:

αργυρίου. Psellos wrote

ομοιώματα χρνσίου ττοιήσομέν σοι μετά στιγμάτων
the Song·. In Canticum, poem 2 in Wester-

a commentary on

(1992) 13-67. Psellos' verses are a paraphrase of a commentary by Gregory of Nyssa;
Westerink, ibid., 13. Cf. below, p. 282, n. 114.
100
See Poljakova (1979) 113; Littlewood (1979) 104-107; Burton (1998) 213. On dif¬
ferent readings of the Song, see Burton (1998) 203.
101
Cf. e.g. the garden imagery in Cant. 4.12 with the novelistic motifs as described
above, pp. 97-103, 209-213.
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Your

mouth, that hive of honey, has grown dumb while my mouth, stretched with
pain, sings for you the ode of farewell and swells with anguish as if pierced by your
bee's sting.
The

sting refers to L&K 2.7.4—7, where Kleitophon pretends to be stung by
kiss from Leukippe.102 The imagery of the beehive as a
Christian allusion is thus here interacting with the reference to Tatius. This
is, in my view, characteristic of all the Biblical allusions in H&H\ even if the
Christian themes played a crucial role in Byzantium, the links to the ancient
heritage were strong, and one interpretation did not necessarily exclude an¬
a

bee in order to get a

other.103

Practically all the passages that may be read as Biblical allusions are also
part of the ancient novel tradition. For example, Hysmine defending herself
against erotic advances has been read as a reference to Isaiah 1.8.104
και

χερσϊ

και

τραχήλω

και

ττώγωνι καϊ γαστρϊ

τους μαστούς

περιφραχτεί- και κάτωθεν μεν άνεχει τα γόνατα, ως
φαλής άκροβολίζει το όάκρυον [...] (Η&Η 3.7.4)

καταφράττει

ε£ άκροττόλεως δε

και

της κε¬

and she fortified and barricaded her breasts with her hands and neck and fists and

belly; and further down she raised her knees
her head [...].

as

she shot off a tear from the citadel of

Such

imagery of siege and war is, however, common also in the ancient
novel, particularly with the person in love being under siege.105
One passage that seems to have a Biblical episode as a model, and that
has no counterpart in the ancient novel, is the footwashing scene in H&H
102

The passage
n. 396.

has been discussed above,

p.

255, with the imagery of the beehive in

H&H in
103

Poljakova (1979)

esp. 103, 105 underlines the polysemantic character of the elements
novel, and thus the opening for different interpretations. Cf. above, pp. 31-32 on
allegorical interpretations of H&H.
in the
104

Isaiah 1.8:

όπωροφυλάκίον
left

εγκαταλειφθήσεται ή θυγάτηρ Σιων ώς σκηνή εν άμπελώζη και ώί
σικυηράτω, ώς πόλις ττολωρκουμενη, "and the daughter of Zion is

εν

as a cottage in a vineyard, as a lodge in a garden of cucumbers, as a besieged city";
Poljakova (1979) 111, n. 14. Poljakova argues that references of this kind are of an orna¬
mental character; more important are situations that are modelled upon Biblical episodes,
such as the seduction of Hysminias as modelled upon the story of Joseph and Potiphar's
wife (Gen. 39). See also Burton (1998) 213-214. It should also be noted that biblical quo¬
tations may well have been used as maxims or proverbs without a specific connotation to
the Bible, much as they are today; cf. above, pp. 277-278, on ancient quotations as say¬
ings or figures of speech.
105
See e.g. L&K 1.9.1, 1.11.3, 2.4.5, 2.5.1. In H&H, the imagery recurs in two other
passages: H&H 3.2.4-6, where Eros and Zeus are at war over Hysminias, and also 5.14.5,
then with sleep laying Hysminias' eyes under siege. On other motifs with relations to both
the ancient novel and Biblical episodes, see Poljakova(1979) 105, 111.
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1.12, repeated in a new version in 9.15.106 Hysmine washes Hysminias' feet
and, while doing so, she tickles and kisses them. The scene can be inter¬

preted as an allusion or analogy to the Christian footwashing theme in hagiography or in the New Testament, i.e. either Jesus having his feet washed
by a woman or himself washing the disciples' feet.107 We should, however,
also remember the connection with the theme in the ancient tradition, of
which the most famous example is to be found in Homer.108 Burton also sees
of the

footwashing episode in the shaping of H&H: part of the
meaning of the episode in John (13.3-20) is that Jesus takes a servant's role,
as Hysminias does in the second part of H&H, starting at 8.11.109
In my view, there may well be allusions to both ancient and Christian
themes in the same passage. We should also remember that the first foot¬
washing scene in H&H (1.12) is an important component in the erotic de¬
velopment: this is one of the first stages in Hysminias' process of falling in
love. It has also been suggested that the tickling which Hysminias feels110
may be not only a consequence of Hysmine's action, but also a symbolic
sign of Eros' presence.111 There are also one or two probable references to
L&K in the passage, which underlines its intertextual complexity.112 Chris¬
tian and novelistic elements are thus interacting also here.
It should be noted that the erotic imagery known from the novels could
be used also in a Christian context. Symeon the New Theologian in his
hymns describes the desire towards a union with God in erotic terms, similar
to those that Makrembolites uses in //<&//.113 In the Homilies of Gregory of
a resonance

106

Poljakova (1979) 113; Burton (1998) 208-211. See above, p. 59.
Poljakova (1979) 114; Burton (1998) 208-211. Poljakova gives no exact references;
the passages referred to by Burton are Luke 7.36-50 and John 13.3-20.
108
Od. 19.386-505. For further references to the ancient tradition, see Burton (1998)
209, nn. 72-74; cf. also Digenes Akritas (Grottaferrata version) 4.209. Poljakova too men¬
tions the Homeric connection, (1979) 114, n. 15, and in the same note she suggests a pos¬
sible Byzantine imperial practice.
109 Burton
(1998) 211.
1,0
H&H 1.12.3: και τέλοs άμύττουσα τοις δνυξι γαργαλίζει με, "eventually she
scratched me with her fingernails and tickled me."
111 As
the imagery of Anacreon (6. 5-7 West), reused by Eugenianos (D&C 3.142-143)
may indicate; Conca (1994a) 510, n. 14.
112
H&H 1.12.3 άμνττονσα, cf. L&K 2.22.2, and see also L&K 1.6.2 for a similar
significance of δωμάτιov; Conca (1994a) 510, nn. 12-13.
113 See
e.g. Symeon's hymn 1, esp. 133-140; p. 50 in Kambylis (1976). Note also the
use of συνουσία in hymn 15; p. 107 in Kambylis, ibid. See also MacAlister (1996) 108.
Symeon lived ca. 949-1022. Theophylact of Ochrid praised Symeon's poetry, so we know
of at least one intellectual in the late 11th century reading his work; see poem 4 in Gautier
107

(1980)352-353.
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Nyssa on the Song of Songs, erotic metaphors of a Platonic background are
used, the same metaphors that occur in both L&K and //<£//.114 It is accord¬
ingly not hard to imagine parallel erotic and Christian interpretations of the
novel. In the twelfth century, Christian and pagan elements could be mixed
rather freely in literature,115 and a mixture of pagan and Christian quotations
was a popular pattern that can be traced back to Clement of Alexandria.116
In fact, the main point of the allusions may have been exactly the ambigu¬
ity and the play with reader-response and the horizon of expectations.117
The paintings of the Virtues and Eros, and Hysminias' interpretations of
them, may illustrate this idea. We have already discussed how the iconogra¬
phy of the Virtues is reminiscent of the church paintings' Archangels and
Saints, and how Eros is presented as a combination of the Hellenistic putto,
Christ and the emperor.118 The Christian iconography here contributes to
Hysminias' confusion and subsequent misinterpretation of the painting as a
picture of good and evil: the Christian virtues and the profane nude youth.
Hysminias interprets the painting according to the Byzantine horizon of
expectation: he is inexperienced and does not immediately make the con¬
nection with the ancient heritage, and Kratisthenes is therefore needed as his
"guide".119
For

a

Byzantine reader, double meanings and ambiguous transtextual links
well have been part of the game.120 Even if the allusions may
enigmatic to us, they should not always be seen as literary riddles,
they were most probably immediately recognised by the contempo-

like these may
seem

since

114

Gregory of Nyssa, Horn. VII 218.17-219.1 (eye, soul and mirror) L&K 5.13.3-4,
4.19.2; Horn. V 138.3-6 (arrow in heart) e.g. L&K 1.4.4, H&H 3.2.3-4; Cupane
(2000) 43, η. 116. See also MacAlister (1996) 108. On erotic language in early Byzantine
patristic and mystical literature, see Cameron (1997) esp. 7-17; on sexuality and erotics in
the New Testament, see Wengst (1993).
115
E.g. in the Timarion, or in Basilakes' ethopoeia on Hades and Lazarus, progymn. 39
in Pignani (1983) 163-166. On the Christos Paschon, in which pagan verses are used for a
Christian purpose, see Hunger (1968) 62-65.
116
Hunger (1969/70) 30 and n. 94, (1965) 342-343, and (1981) 46.
117 Cf.
Dyck (1986) 85 on the idea of allegory as a means of defending novels against
criticism, Beck (1977) on the fading genre of Saints' lives as an opening for the novel, and
also Burton (1998) 182 on the revival as motivated by "a desire for a safe (distanced) forum
for broaching sensitive theological subjects".
118 See
above, pp. 111, 203-208.
119
Cf. above, pp. 273-274 on the contrast between Hysminias and Kratisthenes as the
learned and the young boy.
120
Hunger (1969/70) 29 and (1965) 343.
H&H
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reader.121 All kinds of transtextual references contribute to an overall
"spatialising" effect: they widen the intertextual perspective and make the
text more dense and complex. This is particularly true for H&H because the
hypotext interacts and intertwines with the other intertextual layers. We will
describe how this works by looking at one of the passages which plot- and
motif-wise has a corresponding passage in L&K and yet includes clear allu¬
rary

sions to other ancient literature.

3.4

Hypotext and architexts: Makrembolites, Tatius,
and other texts

We have

already discussed the dream scene in which Panthia attacks Hysan army of angry women, and the subversion of the motif from
L&K that has taken place in H&H.m The hypotext is, even if manipulated,
easy to recognise and known to the audience: this is where we find the motif
(the in flagrante scene) and the theme (the hero as a robber/rapist). There are
two allusions to classical myth in the passage: Panthia brings up Heracles'
minias with

lion-skin123 and Paris.124 Both

are

relevant in the context, since Heracles ab¬

ducted Iole dressed in his
and

an

lion-skin, and Paris certainly was seen as a robber
adulterer: both acted like the "undercover herald" Hysminias. The

hypotext and the ancient allusions
"the robber in disguise".

are

tied together by the

Makrembolites has further tied to the robber theme

a

common

theme,

dramatic vocabu¬

lary.125 The speech of Panthia is as if drawn from a tragedy, which is
signalled even before it begins: Panthia's tongue is forged into a Tyrrhenian
121

See Hunger (1969/70) on the identification of quotations as a popular "round game"
Byzantium. Cf. also the auctoritas tradition in the West; Morse (1991) argues that since
medieval culture was to such a high degree permeated by literary tradition, the purpose of a
text was subject to its place in a system of literary references, consisting of ancient auctores: "the habits of reading and writing that were engendered by education according to a
variety of rhetorical assumptions created a literary culture in which the meaning of a passage
or even a whole work may ultimately depend on recognition of its place in a familiar
scheme of categories of style, method, and organization", ibid. 17. Cf. Poljakova (1979)
120-123 on the literary enigma in H&H and its relation to the enigma as a genre in Byzan¬
in

tium.
122

123
124
125

See above, pp.
H&H 5.3.6.

224-227.

H&H 5.3.5, 5.3.8.
On the theatrical imagery

in H&H, see Poljakova (1979) 119-120. On drama and
Byzantium, see Agapitos (1998a) esp. 130-131 on the metaphorical use of
vocabulary by Photios, with precedents in Plutarch, Lucian, and the Church

the novel in

theatrical
fathers.
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trumpet that tragically proclaims, κατατ ραγωδοϋσαν, the accusations
against Hysminias. The Tyrrhenian trumpet is known from several trage¬
dies,126 whereas the verb κατατραγωδέω occurs in L&K. It is worthwhile to
take

closer look at the passage in L&K, the speech in which the priest de¬
fends himself against Thersander's accusations (launched in L&K 8.8.8):
a

φησί, 'τον Θανάτου κατ^γνωσμένον'· και em τούτω ιτάνν δειεσχετλιασε, τύραννον άποκαλών με και όσα δη κατ^τραγωδησέ μου,
'"you released,' he says, 'the man condemned to death.' He waxed bitterly
indignant about this, calling me a tyrant and other pompous-sounding
names" (L&K 8.9.7). We see that the word "tyrant" is used as an insult here,
just as in H&H Panthia accused Hysminias of being a tyrant. It is also signi¬
ficant that it occurs in the same passage as the word κατατ ραγωδέω.127
After the first tragic reminiscence in H&H follow three allusions to Eu¬
ripides, all to the Hecuba. In the speech of Panthia there is the quotation
about the sons of Aigyptos,128 which is immediately followed by the allu¬
sion to the myth of Polymnestor.129 Finally, Hysminias urges the evil dream
to disappear with yet another quotation, αποπέμπομαι ζννυγον όψιν, "I
dismiss this nightly vision."130 As we have seen, Makrembolites often
quotes from or alludes to tragedy, but the many allusions to the same play
in this rather short passage are indeed conspicuous, particularly in combina¬
tion with the theatrical vocabulary.131 Hecuba is also, as we have already
mentioned, one of the plays that Makrembolites most probably had read in
'έλυσα?,'

νώς

full and knew well. The theme of the Hecuba is violent: its female characters

and avenging, just as Hysminias imagines an angry mother to ap¬
and the choice of this particular tragedy is thus relevant in the context.
There is yet another intertextual layer in the passage, tied to the function
of the dream. If we return to Tatius, the dream of the mother triggered the
are

angry

pear,

126

For

127

On theatrical

references,

see above, p. 268, n. 41.
vocabulary in L&K, see Agapitos (1998a) 155,

n. 177; note esp. L&K
(ostentatious) than the
Aithiopika, Synkrisis 14-16, 67-71; Agapitos, ibid., 136. On ancient drama, esp. Euripi¬
des, in the Aithiopika, see Pletcher (1998); on Euripides in L&K, see Rattenbury (1933)

3.17-18 and 3.15.5-6. Psellos considered L&K

more

"theatrical"

256-257.
128

H&H 5.3.8;
The myth is

Euripides, Hec. 886-887.
related in the tragedy with a start in v. 658: Hecuba must take revenge
for her son's death by killing the children of Polymnestor (w. 981-1046); for the children
as his "eyes", see v. 1035, ώμοι, τυφλοϋμαι
φέγγος ομμάτων τάλας.
130
Η&Η 5.5.1; Euripides, Hec. 72.
131 We
may, however, note that the term drama is never used in this indeed "tragic"
passage; conspiracy/scheme is instead referred to as σκηνή, cf. above, pp. 247-248. On
negative and positive uses of drama, see Agapitos (1998a) 138, n. 86.
129
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action of the novel: the

couple being caught in flagrante caused the elope¬
enigmatic way it also mirrored a coming event:
the apparent sacrifice of Leukippe in Egypt. In H&H the episode is placed
within a dream, it is spatialised and exists on a different level. Hysminias'
dream has also lost its proleptic aspect: even though Hysminias worries
about what may happen, Kratisthenes calms him with the Aristotelian as¬
surance that "dreams are about your daytime preoccupations."132 And he is
right: the dream does not reflect any future event, but instead underlines
Hysminias' confused feelings before his awakening sexuality. A reader famil¬
iar with the devices of the ancient novel may expect the dream to have a
foreboding function; but although Tatius' motif, and even some of the voca¬
bulary, has been taken over by Makrembolites, he has moved the suspense
to an inner level and thus thwarts the reader. To do this with a literary allu¬
sion to Aristotle was probably an appreciated device: Aristotle was read and
commented on in the twelfth century, and there may be a reference here to
an ongoing intellectual discussion.133
The whole dream passage is accordingly very dense and transtextually in¬
tertwining: the novelistic hypotext is combined with archi- and intertextual
links to tragedy and philosophical treatises and/or commentaries. The the¬
atrical tone correlates with the protagonists' story as a drama, and also with
the novel as erotic fiction of a tragic character.134 The Aristotelian references
in the same passage correlate with the novel's character as a philosophical
essay.135 We may also note that this sequence is intertextual not only on a
literary, but also on a sociocultural, level with the interpretation and func¬
tion of the dream interacting with revived philosophical ideas, replacing the
late antique ones.136 The garden ekphrasis, as we have already seen, is an¬
other good example of Makrembolites' mimetic technique: using L&K as the
constant hypotext, he covers it with different layers of literary allusion—to
ancient novel conventions, to classical and contemporary literature, and to
the Song of Songs—so as to create a complex intertextual web. Also the de¬
scription of Eros shows transtextual links both to the main hypotext and to
ment. And in Tatius' usual

132
133
134

H&H 5.5.4; see above, p. 110
See above, pp. 110 and 185.
Cf above, pp.

247-248

on

and

n.

228.

drama, and note Agapitos (1998a) 142: "tragedy

(τραγωδία or τά τραγικά δράματα) was a rhetorical genre concentrating on human suffering
and the concomitant
substantial action;
135

See

136

Cf. the

display of emotion through speeches, without necessarily including
in certain instances it allowed for a happy conclusion."

above, pp. 181-186.

original connotations of the concept of intertextuality,

e.g.

Kristeva (1969).
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other traditions.137 This aspect
H&H mimetic,

and at the

same

We may

of H&H is crucial, because it is what makes
time original.

conclude that the relation between Tatius and Makrembolites is
complex than the imitation concept indicates. First of all, L&K is not a
constant hypotext: certain elements have been picked up and expanded,
whereas others have been neglected. Nor is L&K the only hypotext of H&H:
other narrative settings are blended with the novelistic material, for example
the philosophical essay/dialogue. The Hellenistic-Byzantine school tradi¬
tion, from which the ancient quotations and allusions have been drawn, has
been activated in the archaising context of the ancient novel with its ancient
characters and ancient surroundings. The dialogue and part of the narrative
setting are, however, Byzantine. One example is the dialogue between the
protagonists in which the pro et contra of men and women is expressed
(H&H 9.23): a Byzantine legend is activated through the dialogue of the
characters, which is uttered in ancient quotations. Makrembolites thus ar¬
chaises and "Byzantinises" at the same time.138
H&H offered the contemporary reader pleasure by inviting him to inter¬
pret the literary and rhetorical material. Not as riddles, because the ancient
material was well known to the readers, but as recognitions, assurances of
belonging to the same cultural context: the Byzantines' communicative code
of reference was based on the system of education. At the same time the
novel expresses transposition and transformation of the same heritage, en¬
riching and renewing it. Gigante's interpretation of H&H as "nothing but a
literary game" and a parody is thus one-sided.139 The novel is partly con¬
structed as a literary game, which does not exclude other layers of meaning.
The literary game has artistic and creative qualities which are tied to the
horizon of expectation. H&H is composed as a medieval representation of
the ancient novel in which elements such as dreaming and psychology have
been expanded, but adventure and burlesque comedy excluded. The reader is
expressly invited through the external addressee Charidoux to view and
judge; the novel's function is based on the reader's appreciation.
more

137
138
139

See above, esp. pp. 202-208.
See above, pp. 148-149.

Gigante (1960) 169.

Conclusions

In the introduction two aims

set forth: to

clarify how Hysmine & Hyscomposed, and to explain its relation to Achilles Tatius' Leukippe & Kleitophon. The investigation was to be carried out with some help
from modern method, but with the contemporary literary context of Eumathios Makrembolites in mind. I wanted to do an analysis "from within"
and try to see how the novel's revival was connected with the audience's
expectations; to what purpose, with which function and significance, was
the novel composed in the way it was?
minias

were

was

We have

how the central

compositional technique in H&H is doubling
repetition. Central to this overall scheme is the doubling of the plot. In
addition to this doubling, the novel contains a large number of repetitions of
episodes, which together constitute an internal reference system of recapitu¬
lations and anticipations. There are also several lexical repetitions of words
or whole phrases, and rhetorical figures of repetitive nature. The doubling
and the different kinds of repetitions give an impression of epic flow and
endow the work with a poetic dimension. The internal reference system and
the emphasis on art are part of the work's overall spatial character, which
distinguishes H&H from the compositional technique of the ancient novels.
There is a strong emphasis on art in H&H: the problematics of artistry in
both painting and writing, the relationships between art and nature, art and
reality, and rhetoric and reality. The symmetrical structure of the novel,
which in the story has its counterpart in the homonymity of the couple (and
also their sexual balance, achieved through the characterisation of a weak
hero and strong heroine), underlines the artistic aspects of the work itself.
Description as a text-type is central, particularly through the significance of
the ekphraseis of paintings. The paintings are crucial, both as part of the
repetition scheme (they are mirrored in dreams and discussions) and as ex¬
pressions of the main themes: the problematics of love, the process of ma¬
turity, and the nature of art. The central motifs—the garden, the dreams of
Eros, and slavery—are closely linked together through the paintings, and
they are expressed within the garden motif, where the paintings are placed.
The ekphraseis are thus key passages for the understanding of the novel's
and

seen
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thematics, and

ekphraseis they also contain the inherent rivalry between
painting which returns in the epilogue when the themes are recon¬
sidered and tied together.
The traditional plot is compressed in favour of the artistry of the text it¬
self, but also to the benefit of the display of emotion. The action takes place
on an inner level, where a personal
experience of love and maturing is de¬
picted. The text's references to time, seasons, sexual awakening, and ageing
are clear, and the cyclical movement of both life, time, and space supports
the textual structure, just as the textual structure emphasises the psycholog¬
ical (and logical) structure of the human process of maturing. In line with the
focus on personal experience, fictive space and characterisation are vague, in
order to bring to the fore the central space of Aulikomis and the position of
the protagonists. The emotional and personal are supported also by the use
of a restricted point of view and an emphasis on the narrative process.
as

word and

How, then, does this composition relate to Leukippe & Kleitophon and how
was the imitation carried out? The imitative technique of Makrembolites is
based primarily on repression and amplification: different narrative elements
have been either augmented or minimised, and some have been excluded. The
imitation process is complex, with devices such as crosswise inversion and
elaborate subversion of

corresponding passages. The result is an artful
transposition of the ancient model. The relationship of H&H to Tatius'
novel should also be

seen

in relation to other ancient works and to contem¬

supplements his main hypotext L&K
formal level the philosophical essay,
on a thematic and artistic level Longus' Daphnis & Chloe. He also brings in
other narrative settings, such as the Byzantine Kassia-legend, or the atmo¬
sphere of ancient tragedy.
Can we then, by studying the mimetic relation, conclude why an imita¬
tion such as H&H was carried out in the way it was? In the light of the
Byzantine mimesis tradition we may assume that the intertextual nature of
L&K appealed to Makrembolites, and also that its general content consti¬
tuted a suitable point of departure for the issues he wanted to explore: phi¬
losophy, eroticism, dreams, and ekphraseis. With Tatius' novel as the pri¬
mary hypotext he then augmented certain aspects by bringing in other texts.
Makrembolites' emphasis on the philosophical and psychological aspects of
love reflects a contemporary interest in love, philosophy, and human des¬
tiny in the twelfth century. So do the mixture of ancient and Byzantine, pa¬
gan and Christian, and the experiments with tradition, such as metatextual
irony and literary subversion. Makrembolites played on mixtures of genre
porary literature, since Makrembolites
with other transtexts: on a generic and

Conclusions
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and motifs,

composing a Byzantine essay on love and art. The ancient novel
good object of mimesis, since the Byzantines' knowledge of its con¬
ventions allowed compression of the plot and elaborate subversion.
A prerequisite for this kind of imitation is a close relation between author
and audience, where the participants share the same education and literary
background; this seems to have been the very situation in twelfth-century
Constantinople. There is accordingly a crucial difference between the two
situations in which the ancient and the Byzantine novels were conceived.
The intellectual milieu of the twelfth century allowed an intimate relation
between authors, colleagues and patrons. Tatius, on the other hand, is likely
to have been part of a continuous production of literature based on love and
was a

action and with the aim to entertain. This should be

Makrembolites'

conscious

seen

of art and aesthetic

in contrast to

appreciation. The
please (ηδονή) rather than to entertain. The
novel itself illustrates this in the juxtaposition of drama and diegema/diegesis, where drama represents the tragic adventures that are told, and diegema/diegesis the narration which is the final product and the work of art.
The game that Makrembolites plays is serious: emotional pathos is ex¬
pressed by the skills of rhetoric.
more

aim of Makrembolites

was to

sense

Appendix
Summary of Hysmine & Hysminias
Book 1 The novel opens

with a description of the city of Eurykomis and the feast of Diasia
place there. The hero-narrator Hysminias is appointed herald by drawings of lot,
and after due ceremonies he sets off and sails to the city of Aulikomis, together with his rel¬
ative and friend Kratisthenes. In Aulikomis Hysminias is splendidly received and enter¬
tained as a guest at Sosthenes' house, where he is offered a sumptuous meal in the beautiful
garden. Sosthenes' daughter Hysmine pours the wine at dinner and Hysminias is indeed
struck by her beauty, but also embarrassed by her straightforward advances: she presses her
foot against his, touches his hand, whispers to him and tickles and kisses his feet at a footwashing ceremony. Kratisthenes wakes Hysminias up in the middle of the night and inter¬
rogates him about what happened. He then laughs at the episode and mocks Hysminias'
that takes

confusion.
Book 2

Hysminias and Kratisthenes are strolling in the garden where they catch sight of a
representing the four Virtues and Eros as a king on a throne. They read
the inscriptions above the paintings and "philosophise" upon them. At dinner this
evening, Hysmine once again flirts with Hysminias and Kratisthenes again teases him after
they have gone to bed. Hysminias denies that he is in love and thereupon falls asleep.
series of paintings

Book 3

Hysminias experiences a dream in which he is brought before a furious Eros—he is
disgrace, since he has not returned Hysmine's advances. He is saved by Hysmine who
begs Eros to spare him, and Hysminias becomes Eros' slave and Hysmine's "lover". Hys¬
minias wakes up terrified and awakes Kratisthenes to tell him that he can no longer serve as
Zeus' herald. Kratisthenes dismisses the whole thing ("you're in love, so what?"), and
goes back to sleep, snoring. Hysminias slumbers and indulges in fantasies. When he finally
dozes off he has an erotic dream about Hysmine. The next day, Hysminias has another dis¬
cussion with Kratisthenes in the garden, and at the following dinner he flirts with Hysmine.
in

Book 4 The dinner

end, despite Hysminias' total inability to eat or drink—
by Hysmine. Sosthenes announces that they will travel to Eury¬
day. Afterwards the young couple meet in the garden and Hysmine
expresses her surprise at Hysminias' changed behaviour. He is worried about leaving Hys¬
mine, but she tells him that she too will be coming to Eurykomis. Since Hysminias can¬
not sleep, he spends some time in the garden. First he "philosophises" with Kratisthenes
about the last painting in the series, representing the twelve months. Then he meets Hys¬
mine, but the couple are interrupted by a woman who calls Hysmine into the house. At last
Hysminias goes to bed, talks with Kratisthenes and eventually manages to sleep.
he is

comes to an

by

now so taken
komis on the following

Hysminias experiences a whole series of dreams: he dreams of Hysmine in an
of Hysmine as a bride, and of a meeting with her in the garden. But Hys¬
mine's mother Panthia catches the couple in flagrante and the episode closes with Hysmi¬
nias being chased by a host of crazy women, commanded by Panthia. He awakes terrified
by Kratisthenes shaking him up; Sosthenes is at the door and it is time for the ceremonious
Book 5

erotic embrace,
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Eurykomis. Hysminias' parents arrive and the two families set off to Eurykomis
Hysminias' father. At night, the parents
depart to make sacrifice to Zeus and Hysminias steals off to the bed of Hysmine. He sug¬
gests that they should make a sacrifice to Eros, but the girl does not want to give up her
virginity. They swear eternal fidelity to each other.
return to

where dinner is served at the house of Themisteus,

Book 6 When

Dianteia, Hysminias' mother, returns from the sacrifice she wakes her son
since it is time to eat. Sosthenes declares that he has found a good match for his daugh¬
ter and that they will go back to Aulikomis for the wedding. The parents
depart for another
sacrifice, this time for Hysmine's coming marriage. The young couple is perplexed, and
once
again Hysminias sneaks into Hysmine's bedroom and together they bitterly lament
their cruel fate. They discuss the possibility of running away together. Since Hysminias
cannot sleep, he goes to the altar and sees that bad omens occur at the sacrifice. The com¬
pany returns to the house and discusses the wedding and the bad signs. Kratisthenes arrives
to report that he has found a ship on which Hysmine and Hysminias can elope to Syria.
Hysminias goes to sleep and dreams of the waves of the sea and of Eros, who now leaves
Hysmine in his hands.

up,

Book 7 The parents return to the altar and just as Hysminias is telling Hysmine about his
dream and the coming elopement, Kratisthenes comes to announce that they now have to

leave, since the ship is waiting in the harbour. After a prayer to Poseidon they put out and
sail with

a fair wind and fine weather. The couple
are happily lulled by the waves. But the
day the wind rises and the captain decides that a sacrifice has to be made to appease
Poseidon. The sacrifice falls on Hysmine's lot. She is thrown overboard, Hysminias des¬
perately wailing and the captain delivering a rhetorical speech, and she disappears in the
waves. Hysminias' laments are so annoying that he is put ashore on a beach where he falls
asleep crying, dreaming that Hysmine is saved by Eros.

next

Book 8

Ethiopian pirates find Hysminias on the beach, he is taken prisoner and brought
ship with which the pirates are undertaking wild plundering. After three days, the
pirates meet with a Greek army and they all, pirates as well as their captives, become pris¬
oners. They are taken to Daphnepolis, where Hysminias is sold as a slave. His new mis¬
tress makes constant sexual advances, which Hysminias tries to avoid. Time passes, and
the time of Diasia comes around. In Daphnepolis, Diasia is not celebrated, but at the same
time of the year a feast to Apollo takes place. The master of Hysminias becomes herald and
he brings Hysminias to Artykomis.
onto

the

Book 9

Hysminias nostalgically remembers his own period as a herald. At the house of
one of the slave girls looks like Hysmine, and, to be sure, he soon gets
a letter in which she tells him how she was saved by a dolphin and sold as a slave. Sos¬
tratos' daughter Rhodope falls in love with Hysminias and makes Hysmine her mediatrix.
Thus the loving couple are able to meet again, while Hysminias is harassed by both
Rhodope and his own mistress.
their host Sostratos

Book 10 Letters

exchanged between Rhodope and Hysminias, delivered by Hysmine.
of the feast, all members of the house—masters as well as slaves—go to
altar of Apollo, where two couples are found lamenting their runaway children. These
Sosthenes and Themisteus with wives. There is a recognition scene, the priest of

One
the
are

night,

as part

are
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Apollo intervenes to declare Hysmine and Hysminias free under the vigorous protests of
Rhodope and Sostratos, after which the reunion and the release are celebrated.
Book 11 The

feasting continues. During

dinner at the priest's house Hysmine and Hys¬
Hysmine's virginity should be tried in the
spring of Artemis in Daphnepolis. She passes the test and they all return happily to Aulikomis where the wedding takes place in the garden of Sosthenes. Hysminias closes the
story with a wish for immortality and continuance of this his erotic drama and book.
a

minias tell their adventures. It is concluded that

Summary of Leukippe & Kleitophon
Book 1 The novel opens

with an initial author—"I"—having arrived in Sidon, where he
painting representing Zeus' abduction of Europa. A young man approaches
sighs at Eros' power; this is the hero-narrator Kleitophon, whose tale of love is

chances upon a
him and

the novel proper.

betrothed to his half-sister Kalligone, when his
daughter Leukippe to stay with the family in
Tyre. As soon as Kleitophon caught sight of Leukippe he fell in love with her. He asked
his cousin Kleinias for advice, and with his and the slave Satyros' co-operation, he wooed
Leukippe. Book 1 closes with a description of the garden and the stories of love that
Kleitophon told there in order to impress Leukippe.
Kleitophon

comes

from Tyre. He

was

uncle Sostratos sent his wife Pantheia and

Book 2

Kleitophon continued to woo Leukippe. His wedding to Kalligone was delayed by
Then Kalligone was suddenly abducted by a certain Kallisthenes, who had
fallen in love with Leukippe without even having seen her, and mistook Kalligone for her.
Kleitophon finally convinced Leukippe to receive him in her bedroom, but they were
caught in flagrante by her mother, and Kleitophon barely made his escape. Leukippe's
mother did not believe her daughter's assurance that her virginity was still intact, and
Leukippe therefore decided to elope with Kleitophon. Along with Kleinias and Satyros they
boarded a ship bound for Alexandria, where they made friends with the Egyptian Menelaos
who, just like Kleinias, had accidental responsibility for the death of his lover. Their dis¬
cussions on the subject of hetero- and homosexual love closes book 2.

a

bad

omen.

On the third

heavy storm caused a shipwreck. Leukippe and Kleitophon
they travelled towards Alexandria through the
Nile delta. They were attacked by brigands who captured Leukippe, while Kleitophon was
rescued by soldiers and entertained by the commander Charmides. Leukippe was apparently
sacrificed on an altar before the very eyes of Kleitophon, and the body was put in a coffin.
When Kleitophon planned to kill himself over the coffin he met Menelaos and Satyros,
who opened it and showed him that Leukippe was alive. They told him how they had sur¬
vived the shipwreck and faked the sacrifice of Leukippe. The book finishes with Charmides
telling the myth of the bird Phoenix.
Book 3
were

day

a

washed ashore at Pelusium, from where

Leukippe and Kleitophon, Menelaos and Satyros stayed in safety in the soldiers'
Kleitophon tried to persuade Leukippe to sleep with him, but she refused and told
him that Artemis had appeared to her in a dream. Meanwhile, Charmides had fallen in love
with Leukippe and wanted Menalaos to persuade her to take him as a lover. Leukippe,
Book 4
camp.
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however,

suddenly seized by a fit of madness. It eventually turned out that the illness
by an overdose of love philtre; one of the soldiers had fallen in love with Leu¬
kippe and had had his servant give her the aphrodisiac. The soldier's other servant Chaireas
prepared an antidote that restored her to sanity, and they all then travelled with this Chai¬
reas to Alexandria, where he lived on the island of Pharos. Book 3 closes with a praise of
was

caused

was

the water of the Nile and

a

description of the crocodile.

Book 5 The book opens

with a description of Alexandria. Chaireas, who had fallen in love
Leukippe, arranged for a band of pirates to kidnap her. KJeitophon pursued the ship,
he saw Leukippe being beheaded and thrown into the sea. He was inconsolable, but

with
but

Menelaos convinced him to live

on. After six months he met Kleinias, whom he had
thought to be dead. KJeitophon agreed to marry the young and beautiful widow Melite and
travel with her to Ephesos; he would, however, not sleep with her before they arrived to her
home. Satyros and Kleinias came with them. In Ephesos, it emerged that one of Melite's
slave girls was in fact Leukippe; the steward Sosthenes had bought her from the pirates. It
also turned out that Melite's husband Thersander was not dead, and KJeitophon was im¬
prisoned for adultery. Melite had by now found out the whole truth about him and
Leukippe and persuaded KJeitophon to "heal her love-sickness", which he did.

Book 6

Afterwards, Melite arranged

a safe escape for KJeitophon. Meanwhile, Leukippe
captive in a hut on the country estate by Sosthenes and Thersander, and Ther¬
sander was starting to desire Leukippe. When Thersander returned to the city, he ran into
the fugitive KJeitophon, who was caught and thrown in jail.
was

held

Book 7

Thersander, who had found out that KJeitophon was Leukippe's husband, plotted
against KJeitophon and made him believe that Leukippe was murdered. When he was
brought to his trial for adultery, KJeitophon implicated himself in Leukippe's murder, be¬
cause he wanted to die. The trials were long and complicated, and KJeitophon was sen¬
tenced to death. Meanwhile, Leukippe managed to escape and take refuge in the temple of
Artemis. Her father Sostratos suddenly arrived in Ephesos with an embassy, since a dream
had shown him that he would find the couple there. Because of the arrival of the embassy,
and with the assistance of the priest of Artemis, KJeitophon was temporarily released. A
temple-attendant reported to the priest about the girl taken refuge with Artemis, and Leu¬
kippe was eventually found in the temple.
Book 8 Thersander arrived to the

temple and made a fuss. He demanded capital punish¬
ICleitophon and the trial of the Syrinx for Leukippe. At night they had dinner at
the priest's house, where Kleitophon told their story. The next day trials were resumed,
and Thersander challenged both Leukippe and Melite to chastity ordeals. Both women
passed. Sosthenes then told the truth about the whole plot, and Thersander was sentenced
to exile. At a dinner at the priest's house Leukippe told her part of the story. Her father
Sostratos also told them that Kalligone and Kallisthenes had fallen in love and were to be
ment

for

married.

Leukippe and KJeitophon sailed first to Byzantium to celebrate their marriage and
Tyre, where they took part in the wedding of Kalligone and Kallisthenes. They de¬
cided to spend the winter there and then go on to Byzantium.
then to
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1.14 63n.52, 254n.391; 1.14.1 53n.26,
157; 1.14.1-3 64; 1.14.2 138n.332;
1.14.4-5 123», 128n.287, 147, 148; 1.14.5
72, 118n.256, 162n.450, 257n.409, 266*,
266n.26, 273*
2.1-11

99; 2.1.2 98*, 130*; 2.2.1-2
274n.73*; 2.2.2 130n.299, 132n.304; 2.2.3
86, 87, 132n.304, 273*; 2.2.4 279n.99*;
2.2.5 213n.236; 2.2.6 130n.299; 2.2-5 86,
131, 251n.377; 2.2-9 55, 85, 86, 98,
193n.l35; 2.2-10 124; 2.3 132n.304; 2.3.3

77n.85, 134n.315; 2.4.2 114n.248,
130n.299; 2.4.5 265, 265n.21*, 271*,
277n.85, 280n.l05; 2.5.1 130n.299,
280n.l05; 2.6 86, 131; 2.6.1 247n.352;
2.6.2-7 83, 86; 2.6.3 132n.304, 213n.236,
213n.238*; 2.6.4 130n.299; 2.6.5
130n.299; 2.6.6 86, 106, 114n.248,
128n.287, 130*, 131; 2.7 103*; 2.7.1
265n.l8; 2.7.2 268n.40; 2.7.3 118n.256,
265; 2.7.4 212; 2.7.5-2.8 86, 87,
128n.287; 2.7-9 86; 2.7-11 35n.l46; 2.8
148, 148n.388; 2.8.1 104*, 130*, 132,
183n.82, 247n.352; 2.8.2 130-131*; 2.9
112; 2.9-10 184n.87, 184n.89; 2.10.2-3
106; 2.10.4 131*; 2.10.5 86, 105*; 2.1011 86; 2.11 112, 124*, 162n.446; 2.11.3
65, 105, 128n.287, 205n.l92, 207n.204,
267n.38; 2.12.2 53n.26, 71*, 156*, 258;
2.12-13 60, 71, 99, 107; 2.13 83n.l08;
2.13.1 130n.298; 2.13.2 53n.26, 124*,
156-7*; 2.13.3 72*, 96, 234n.296, 272;
2.14 254n.391; 2.14.1 71, 96; 2.14.2
53n.26, 63n.52, 157; 2.14.2-3 64, 83;
2.14.3 53n.26, 157; 2.14.4 113n.239,
152n.404, 254*; 2.14.4-5 204n.l86;
2.14.4-6 72, 105, 106, 124*, 162n.446,
257; 2.14.6 107, 128n.287, 207n.204,
233*, 268n.40, 273*
3.1

35n.l46, 55, 72, 73, 103, 105-106»,
125, 159, 160, 203; 3.1.3 114, 115, 131;
3.1.4 66n.59, 112, 113, 114, 267n.38;
3.1.5 114; 3.1.6 66*, 68, 112, 114n.247;
3.1-2 194n.l42, 207n.204; 3.1-7 160;
3.2.1 94*; 3.2.3-4 282n.l 14; 3.2.3-7
107n.214, 112*, 151; 3.2.4-6 280n.l05;
3.2.6 118n.256; 3.2.7 116; 3.3 125; 3.3.1
108n.216, 113», 113n.240; 3.3.2 64, 107»;
3.3.2-4 125*, 162n.446; 3.3.3 107, 125,
267n.39, 270», 270n.52; 3.4 107,
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133n.309, 134, 240n.315; 4.20.2 134;
77n.85, 133n.309, 134; 4.20.5
129n.291; 4.21.1-2 203n.l83, 208n.207;
4.21.2 135n.318; 4.213 267n.38; 4.21.3-4
72*; 4.21-23 60, 99; 4.22 255; 4.22.1
255n.395*; 4.22.2 255*; 4.22.3 115*,
255n.396*; 4.23.2 265n.20; 4.24.4
267n.38; 4.25 72-73*, 199n.l65; 4.25.2
4.20.3

199n. 165; 3.4.1 94*, 153n.409, 195*;
3.4.2-3.7 55, 125; 3.4.2-7 70*; 3.4.7 72*,

96*, 153n.409; 3.5 60, 107, 228; 3.5.1-6
70, 72; 3.5.2 153n.409; 3.5.3 107; 3.5.7
107; 3.5-7 107, 194n.l42, 195; 3.6 85,
101, 107n.214, 193n.l35, 194, 195; 3.6.2
199, 199n.l63; 3.6.3 130n.298,
252n.381 *; 3.6.4 115n.250, 252n.379*,
252n.380*; 3.7 107n.214, 234n.297;
3.7.1-5 113n.239, 151; 3.73 199*,
199n.l62; 3.7.4 280*; 3.7.6 153n.409;
3.7.6-7 196, 236n.302; 3.7.7 153n.409,
196»; 3.8.2 125, 131*; 3.8.3 113*, 129,
134n.314; 3.8-9 99; 3.9 129n.291,
162n.449; 3.9.1 268n.40; 3.9.1-2 125126»; 3.9.3 114, 153n,409; 3.9.4
153n.409; 3.9.5-6 126», 152, 257n.408;
3.9.6 114, 267n.39, 271n.55; 3.9.7 114;
3.10.2 114; 3.10.5 114*, 126; 3.10-4.2 60,
99
4.1 254; 4.1.1

228n.284; 4.1.1-2 71; 4.1.3
71, 99*, 183n.82, 199n.l64; 4.2.2 129;
4.23 153n.409, 271n.55, 277n.84; 4.3 60,
99, 160, 254; 4.3.2-3 254; 4.3.3 126,
160*, 255, 266; 4.3.4 126, 255n396; 4.4.1
94*; 4.4.1-2 162n.447, 162n.450, 258;
4.4.3 199*, 199n.l63, 252n.383; 4.4.34.20 99; 4.5.2 134n.313; 4.5.3 134n.313;
4.5-16 55, 85, 86, 98, 126, 193n.l35; 4.518 129; 4.6.1 134n313; 4.6.2 134n313;
4.7.1 134nJ13; 4.7.3 134n.313; 4.8.1
134n313; 4.8.2 134n313; 4.8.3 134n.313;
4.9.2 271n.55, 271n.56*, 277n.84,
277n.85; 4.10.1 134n313; 4.10.2
134n313; 4.11.1 134n313; 4.11.3
134n313; 4.12.3 134n313; 4.13.1
134n313; 4.13.3 77n.85, 134n313,
134n314, 134n315; 4.14.1 134n.313;
4.14.3 134n313; 4.15.1 134n313, 262n.6,
267n.39, 268n.44, 270n.51; 4.15.2
134n.313; 4.16.1 134n313; 4.17.2 86,
126», 199n.l63, 200n.l68, 240*,
252n383; 4.18 83, 127; 4.18.1 183n.82;
4.18.2-13 86; 4.18.10 271n.55, 277n.84;
4.18.13 272*, 277n.85; 4.19 82*; 4.19.1
183n.82; 4.19.2 83, 88, 272, 234n.296,
282n. 114; 4.20 86, 127», 129, 130,

255n.396
5.1

73, 108, 194n.l42; 5.1-5.4.1 55, 60;
108; 5.1.2 108; 5.1.3 108, 264*;
5.1.4 264-265*; 5.2 66*, 69, 108,
194n.l42; 5.3.3-4.1 225-226»; 5.3.3-5.4
108, 152; 5.3.4 215n.244, 268n.41; 5.3.5
114n.247, 283n.l24; 5.3.6 283n.l23; 5.3.8
267n.38, 283n.l24, 284n.l28; 5.3-4 161,
194n.l42; 5.4.3 153n.409; 5.5 162n.449;
5.5.1 267n.38, 284n.l30; 5.5.1-2 64, 83;
5.5.3-4 108*; 5.5.4 110», 162n.446,
285n. 132; 5.6.1 62n.49*, 129; 5.6.2-3
116; 5.6.2-4 99; 5.6.3 73*, 109; 5.6-7 6061*; 5.7 69; 5.7.1 62n.49; 5.7.2 83n.l 10,
265n.l9; 5.8 62, 69; 5.8.2 62», 134n.314;
5.9.3 100n.l86; 5.9.3-4 228*, 231; 5.9.35.12 60; 5.9-11 81; 5.10.3 156n.424, 231,
268n.40; 5.10.3-5 229»; 5.10.3-5.11 71;
5.10-12 162n.447, 258; 5.11.2-6 81-82*;
5.11.4 71, 229*, 153n.409; 5.11.5
153n.409; 5.11.6 199n.l63, 200n.l68;
5.11-12 229; 5.12 230; 5.12.1 114n.244;
5.12.3 71; 5.12.4 118n.256; 5.13.2
153n.409, 230*; 5.14 199n.l65; 5.14.2-3
71; 5.14.5 280n.l05; 5.15 223; 5.15.1 62,
62n.51*; 5.15-5.20 62; 5.16 73, 108;
5.16.1 118n.256; 5.17.1-2 115*; 5.18.1
114n.244, 135n.319, 134*; 5.18.2
114n.244, 116n.252; 5.20.1 114n.244,
255n.396; 5.20.2 114n.244, 118n.256,
5.1.1

153n.409
6.1.2-6.4 60; 6.3.1

153n.409; 6.3.2
278n.95*; 6.5.2 62, 62n.51; 6.7.1 267n.38;
6.8.1 267n.38; 6.8.2 255n.396; 6.8.3 99*,
116, 252n.382; 6.10 66, 223; 6.10.2 223*;
6.10.3-6 223; 6.10.3-6.11 161; 6.10.4
267n.38; 6.10.6 278»; 6.10-11 63; 6.11.2
278*; 6.11.3 223; 6.12 64, 83; 6.13
162n.449; 6.13.2 247n.352, 267n.38,
271n.55; 6.13-6.15 223; 6.14.1^* 161;
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6.14.5-6 276*; 6.14.5-7

161; 6.14.7
268n.41, 274, 215*, 276n.81; 6.15 60,
161; 6.15.2 267n.39; 6.15.2-3 275*;
6.15.3 267n.39; 6.15.4 276*; 6.16
162n.447; 6.16.2 140; 6.16.3 161-162*;
6.16.5 247n.352; 6.17.1 67; 6.17-18 6667*, 194n.l42; 6.18 55, 109, 215, 264»;
6.18.1 67, 118n.256
7.1 223; 7.1.1 62, 62n.51; 7.3.2 247n.352;
7.4.2 268n.42; 7.5.2 268n.40; 7.7 192,

215, 213n.239; 7.7.2 94n.l64, 153n.409;
7.7.2-3 214*; 7.7-16 192; 7.8 215; 7.8.1
94; 7.8.2 255n.396; 7.8-18 215n.242; 7.9
192n. 131, 215; 7.9.3 114n.245, 134»;
7.9.6 277-278*; 7.10 192n.l31; 7.10.3
109*; 7.10.5 68n.62*, 69n.64, 118n.256,
214*; 7.11 192n.l31, 215; 7.11.4-5 215216*; 7.11.5 114n.245; 7.12.1-2 216*;
7.12.1-3 192; 7.12.3 53, 245n.341*;
7.12.3-4 163, 216*; 7.12.4 217n.247,
218n.253, 265; 7.13.1 162n.451, 216,
267n.38, 271n.55; 7.13.2 183n.82, 192,
217*, 217n.248; 7.14.1 218n.253, 278*;
7.14.3 183n.82, 218n.253, 217*; 7.15 245;
7.15.1 218n.253; 7.15.2 153», 187, 217»,
217n.249; 7.16 219; 7.16-9.5 56; 7.17.1
267n.39; 7.17.7 65*; 7.17.9 109n.222,
114n.245; 7.17.11 279*; 7.18.2 267n.39;
7.18.3 114n.245; 7.18-19 55, 95, 109,
109n.223, 194n.l42; 7.19 65*, 65n.57*,
68*, 109», 114n.245, 117, 245n.343
8.1-8.9 122n.271; 8.1-9.8 118; 8.4 60; 8.7

116, 198, 221; 8.7.1 140n.344, 198,
221n.268*, 267n.32; 8.7.2-5 49; 8.7.5
118n.256; 8.8.1 117; 8.8.2 137; 8.8.2-3
60; 8.9.2 117*; 8.9-8.10 122n.267; 8.10
64; 8.10.1-2 116*; 8.10.3 117*; 8.11 281;
8.11.1 53», 116, 117, 118; 8.11.2 54n.27*,
55, 119n.257, 150, 150n.401*, 247n.352,
248n.357*, 265*; 8.12.1 119n.257, 150;
8.12.2 119n.257, 267n.38; 8.12-14
81n.l03; 8.12-8.15.1 60; 8.13 64, 83,
139n.337; 8.13.1 57n.41, 114n.247;
8.13.1-2 116; 8.13.2 118*; 8.13.3
278n.87*; 8.13.4 118, 119n.257; 8.13-9.1
57n.42; 8.14.1 150*, 164, 247n.352;

8.14.1-2 152; 8.14.2 151*, 267n.38;
8.14.3-4 116*, 118n.256, 164; 8.14.4

119», 119n.257, 132; 8.15.1 114n.247;
8.15.1-2 119*; 8.15.1-3 119n.257; 8.16.1

137; 8.16.2 119n.257; 8.16.2-3 64; 8.16.4
118*, 121n.262, 151*; 8.16.4-8.17 49;
8.17 118n.256, 151; 8.18 49, 116, 157,
198, 232*; 8.18-21 56; 8.19 69, 117;
8.19.2 57*; 8.19.3 57; 8.20 151, 152, 164;
8.20.2 119n.257, 151-152*; 8.20.3
271n.55; 8.20-21 60; 8.21.3 54, 119n.257,
267n.39, 278n.90*; 8.21.4 57*; 8.21.4-9.3
69
9.1.2 115; 9.1-9.2.1 58; 9.1-9.3.1 57;
9.2.3-9.3.1 58*; 9.3.1 53; 9.3.2 59*,

118n.256; 9.3.2-4 60; 9.3.2-9.4 59; 9.4.1
59, 65, 153n.409, 266*; 9.4.2 59; 9.4.3
59, 119n.257; 9.4.3-9.5 69; 9.5 59; 9.5.23 59*; 9.5.3 65, 118n.256, 119-120*; 9.6
120; 9.6.2-3 65*; 9.6.4 95, 110; 9.7.1
54n.28*, 118*; 9.7.2-9.11.1 60; 9.8.1 66,
120; 9.8.1-9.10.2 117; 9.8.2 100*; 9.8.29.10.2 100; 9.8.4 66*. 118, 120; 9.9 60,
142, 246; 9.9.1 64*, 203, 252n.386*;
9.9.2-3 252n.385*; 9.9.3 120, 219,
252n.386*, 253n.388*; 9.10.1 247n.352;
9.11 120n.260; 9.11.3 95, 110, 120n.259;
9.12 150; 9.12.2 100n.l87*, 120n.259;
9.12.2-9.13 100; 9.12-10.8 49; 9.13 64,
83, 139n.337; 9.13.1 118, 120n.259;
9.13.3 118n.256; 9.14.5 120n.259,
122n.267, 122n.271, 158*, 250; 9.15 281;
9.15.3 120n.259; 9.16 60; 9.16.1
120n.259; 9.16.1-9.20 117; 9.16.2
120n.260; 9.16.3 121n.261; 9.16.4 121*,
121 n.261, 231*; 9.16.5 115n.250,
120n.260; 9.16-9.21.1 60; 9.17.1
120n.260; 9.17.2 246»; 9.17.2-3 120*;
9.18.1 12ln.261; 9.19 63, 259; 9.19.1
121n.261; 9.20.1 117, 118n.256; 9.20.2
231; 9.21.2-10.4.1 100; 9.21.3 121n.261;
9.21-10.4.1 60; 9.22 63, 12ln.261; 9.22.1
135*, 135n.319; 9.22.3 219n.259*,
255n.396; 9.22.3-9.23 259; 9.22.5-9.23
148-149*; 9.23 152, 160, 255n.394, 274,
286; 9.23.1 267n.39, 271n.55; 9.23.2
268n.40
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259; 10.2 121n.261, 142, 253n.390;
198,
200n.l69, 235»; 10.4.1 120n.259; 10.4.2
109*, 236»; 10.4.2-3 60; 10.5 60, 61*, 69;
10.5.1 62n.49; 10.5.2 62n.49, 83n.l 10;
10.6 62; 10.6.1 62*; 10.6.2^1 121n.262,
151; 10.6.2-5 49; 10.6.3 153n.409; 10.6.4
151»; 10.6.5 152, 267n.39, 271n.55;
10.6.7 118n.256; 10.7 69; 10.7.3
120n.260; 10.7.3-8.3 121*; 10.7-8 60;
10.8 49, 150, 151; 10.9 120, 121; 10.9.3
62-63*, 117; 10.9.3-10.15 62; 10.10.3
267n.39; 10.10.6 255n.396; 10.10.10
114n.247; 10.10.11 121n.263; 10.10.12
121n.263, 122n.267; 10.10.13 117n.255;
10.10.14 117n.255; 10.10-13 161;
10.11.11 117n.255; 10.11.2 267n.39;
10.11.4 115*; 10.12 259; 10.12.2
268n.40; 10.12.3 115n.250; 10.12.5
117n.255; 10.13.3 54; 10.13.5 117; 10.14
121n.263; 10.14 122; 10.14.2-15.2 163*;
10.14-15 218n.255; 10.15.1 57n.41;
10.16-10.18.1 60; 10.17.2 247n.352;
10.17.3 247n.353; 10.18.2 95*
10.2.2 118n.256; 10.3 177n.54,

11.1.1 95, 117; 11.1.2 247n.353; 11.2.2
247n.353; 11.2-10 139n.337; 11.2-11.17.1
60; 11.3-10 64; 11.4.3 121n.264; 11.4.5
131; 11.5.1 121n.264; 11.5.3 267n.38;
11.5.4 121n.264; 11.7 121n.264; 11.9.5
121n.264; 11.10.2 121n.264; 11.11.1 49*,
138n.334, 173n.348, 248; 11.11-12
247n.349; 11.12.2 247*, 247n.352,
247n.353; 11.12.3-^1 250n.369; 11.12.4
153n.409; 11.13 67n.60; 11.13.16
139n.337; 11.13.1-14.1 233*; 11.13.2
114n.247; 11.13.2-14.1 64*; 11.13-16 49,
64, 150; 11.14.1 109; 11.14.2 240n.314*;
11.15.1 138n.332; 11.15.5 138n.332;
11.16.1 121n.264, 220»; 11.17 221;
11.17.1 95*; 11.17.2 84*, 84n. 111, 101;
11.18.2-11.19 60; 11.18.2-20.1 68-09*;
11.19 66, 74; 11.19.1 69; 11.19.3
118n.256; 11.19.4 72n.66*, 153n.409,
268n.42; 11.20 74-75*; 11.20.1 77,
121n.265*; 11.20.2 77n.87; 11.20-23
90n.l36; 11.21 158; 11.21.2 121n.265;
11.21.3 75n.78*, 113n.241; 11.21.4
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75n.79*; 11.21-22 135; 11.22.1-2 158*;
11.22.2 76n.81, 247n.352; 11.22.3
75n.80*, 247n.352; 11.22.4 77, 135,
247n.352; 11.22.4-23.3 75-76*; 11.23 88;
11.23.1 132; 11.23.1-2 77; 11.23.3
76n.81, 78, 88, 135, 247n.352, 248n.355

Achilles Tatius,

Leukippe & Kleitophon
1.1

212n.228; 1.1.1 179; 1.1.1-3 178*;
179; 1.1.3-6 210; 1.13-13 178;
1.1.4 210»; 1.1.13 203, 234n.295*;
1.1.13-1.2.1 202*; 1.2.1 184n.91, 194,
203*; 1.2.1-1.3.1 179*; 1.2.2 247n.352,
248n.357*; 1.2.3 181, 182n.78; 1.2-13
188, 193; 1.3 178; 1.3.1 180, 265n.25;
1.3.4 188, 196, 194n.l41, 197n.l54,
225n.274; 1.4.2 22n.68; 1.4.3 194, 251*;
1.4.4 22n.68, 181n.70, 199*, 199n.l62,
230n.287, 282n.l 14; 1.5.1-2 227*; 1.5.2
230; 1.5.3 199n.l64; 1.5.5 198, 231*;
1.5.5-6 198*; 1.5.6 25n.82, 28n.98; 1.5.7
231», 233; 1.6.1 195; 1.6.2 281n.l 12;
1.6.2-3 195*; 1.6.2-4 199n.l65; 1.6.4-5
195»; 1.6.5 194n.l41, 196; 1.6.6 181n.66;
1.7.1 257n.407*, 257n.408; 1.7-9 257;
1.7-11 239; 1.7-14 259; 1.8.2 68n.62;
1.9.1 186; 1.9.4 28n.98, 181n.70, 199,
200, 230n.287; 1.9.5 205n.l91; 1.9.6
240n.316*; 1.9.7 113n.240, 257*; 1.10
257; 1.10.1 181n.66, 183*, 257*, 273;
1.12.1 183*; 1.12-14 173n.34, 239,
257n.408; 1.15 180, 194, 197; 1.15.1-8
210; 1.15.2 209-210*; 1.15.4 209*;
1.15.7-8 102n.l95; 1.15-19 239; 1.16.1
198*; 1.16.6 181n.66; 1.16-17 257; 1.1619 198; 1.17 235n.299; 1.17.3-5 177n.54,
235*; 1.18.1-2 140n.344, 198n.l60,
221n.268; 1.19 235; 1.19.1-2 252n.383;
1.19.2 199*; 1.19.3 199n.l63
1.1.2

2.1

239; 2.2.2 269*; 2.2-3 239; 2.3.2
99n.l79*, 239n.313; 2.4.2
173; 2.4.4 263*; 2.5.1 253*, 254; 2.6
253*, 254; 2.7 254, 255; 2.7.4-7 280; 2.78 254; 2.9 230, 258; 2.9.2 231; 2.10 257,
258; 2.11.1 239n.311, 239n.313; 2.12.2-3
188n. 115; 2.3.3
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222*; 2.13-18 173; 2.14 198n.l59; 2.14.4
269n.49; 2.14.7 274n.73*; 2.15.1 175n.43;
2.17.1 175n.43; 2.19.1 113n.240,
239n.311, 239n.313; 2.19-25 257; 2.21
277n.82; 2.21-22 173, 198; 2.22.2
28In. 112; 2.23 188, 196, 194n.l41,
197n.l54, 225n.274; 2.23.4-6 224*;
2.24207n.202; 2.24.1-4 224-225»; 2.28.1
247n.352; 2.31.2 173n.36, 187*; 2.32 192;
2.32.2 213n.239; 2.32-3.1 215; 2.33 192;
2.33-38 215n.243; 2.34 173n.35, 192;
2.34.7 187n. 107; 2.34-38 257n.408; 2.35
192; 2.35-38 192; 2.36 192n.l30; 2.37
192n.l30; 2.37.5 113n.240, 250n.370;
2.37.7 176; 2.38 192n.l30

5.1

241n.320; 5.2.3 188*, 243n.331*;

5.3.4-8 188, 188n. 112, 193; 5.3-7 173;
5.4.1-2 194; 5.5 194; 5.5.1 198*; 5.5.4

247n.352; 5.7 218; 5.7.4 245; 5.8 173n.34;
5.8.2 239*; 5.9-10 173n.34, 187n.l08;
5.13.3 199n.l64; 5.13.3-4 200, 282n.ll4;
5.13.4 181n.70, 199n.l67, 230n.287;
5.15.6 113n.240; 5.16.3^1 214*; 5.16.3-6
69n,64; 5.17.3-4 258; 5.18 187, 251n.374,
259n.414; 5.18.3-4 252n.385*; 5.18.4
219n.258*; 5.18.4-5 253n.387; 5.18.5
253n.390; 5.18.6 252n.386*, 253n.387;
5.23 188n.Hl; 5.25.4-5.26 183-184*;
5.25.6 207n.202; 5.26.3 113n.240; 5.26.10
113n.240; 5.27 176n.51; 5.27.4 183
6.10.4 68n.62; 6.13.2 234*; 6.16.5 250-

251*; 6.22 251n.373
3.1-4

192; 3.1-5 215; 3.3.1 27n.89; 3.5.4
27n.89, 215*, 219; 3.5-8 89n.l34, 188,
188n.ll2, 193; 3.7.9 247n.352; 3.7-8
212n.228; 3.8 277n.82; 3.8.1 247n.352;
3.10.3 68n.62; 3.14.2 187n.l07; 3.15 218;
3.15.5-6 284n. 127; 3.15-22 258; 3.17-18
284n.l27; 3.19-22 173n.34, 187n.l08
4.1 188; 4.1.3-7 188n.l 13; 4.1.4 36n. 151,

194n.l41, 196; 4.1.5-β 194n.l41, 196;
4.2-5 198; 4.3.1-2 198»; 4.4.4 174n.41;
4.4.7

269n.49; 4.8.3 230n,287; 4.12.1
269n.49; 4.15 173n.34; 4.18 173

7.2.26 207n.202; 7.7-9 218n.255; 7.11-12

218n.255; 7.12.3 175n.43, 188n.l 11
8.1.2

249n.363; 8.4.3-4 186; 8.5 186, 187,
246n.347; 8.5.2-5 186*; 8.5.4 186»;
8.5.4-6 244, 247; 8.6 220; 8.8.8 284; 8.811 218n.255; 8.9.1 218n.254; 8.9.7 284*;
8.10.10 175n.43; 8.12 140n.344, 156,
198n.l60, 221; 8.13.2 221*; 8.13-14 220;
8.14 140n.344; 8.14.2 221*; 8.15.3 187*,
187n.l07, 246*, 248; 8.16 173, 187n.l08;
8.17-18 173, 187n.l08; 8.19.3 189*
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Β. Other writers
A&K\

see

below, Konstantinos Manasses

Chaireas & Kallirhoe

Aeschylus
Eumenides
567-568

226n.275, 268n.41

275n.77

67-68

275n.77

76-77

275Π.77

79-80

268n.41, 275n.76, 276n.81

below, Heliodoros

Anacreon

281n.l 11

6. 5-7 West
Arith.:

see

181n.72

8.16

191n.l25*

Orator 3.10

61-62

see

8.1.3

below, Greek Anthology

Aristophanes

D&C\

1-2

72n.66, 268n.42

408

48n.9
268n.42

Plutus 600

181n.68

Corpus paroemiographorum Graecorum
I, 32 (Zenobius II.l) 278n.91
I, 96 (Zenobius IV.43) 218n.251
I, 195 (Diogenianus 1.90) 278n.91
I, 314 (Diogenianus VIII.45) 278n.89
U, 220 (Macarius VII.42) 278n.89
II, 450 (Apostolius Vin.71) 278n.93
Π, 474 (Apostolius IX.59a) 278n.89
below, Eugenianos and Longus

see

Nubes

fr. 216

(C&K)

Cicero

Prometheus

Aith.:

Chariton

Daphnopates, Theodoros
Κωνσταντίνω

ΤΙορφυρογεννήτΙω}
φιλοχρίστω /3α[σι]λεϊ
11. 12—13 182η.79*

269n.46

Demetrius

Aristotle
De divinatione per

somnia

On

1106b36

104n.204

1142b 24

231n.289
162n.445

Parva naturalia

459b-461a

110n.228

Problemata 957a

236n.303

261n.3

261n.3*

113

Ethica Nicomachea

1166a31-32

Style (Περί ερμηνεία?)
112-113

110n.228

463a

Digenis Akritas (Grottaferrata version)
4.209

Eph.:

see

28In. 108

below, Xenophon Ephesios

Eugenianos, Niketas
Drosilla & Charikies
1.77-108

Balsamon, Theodoros

epigr. 13

18n.43

Basilakes, Nikephoros
Progymnasmata
21 ln.221

26.3

(D&C)

21 ln.219

1.77-115

101

2.125-143

35n.l46

2.169-185

219n.261

2.245-246

219n.261

2.284-287

212n.231

26.17-20

213n.234

3.142-143

28In. 111

51.32-33

205n.l88*

4.135-148

235n.299

6.416-419

266n.31

C&K\

see

below, Chariton

Chairemon
fr. 2,

Tragicorum Graecorum
Fragmenta vol. 1, p. 217 278n.90

6.589

219n.261

6.592

219n.261

8.151-160
8.242

36n.l51

266n.31

9.207-211

228n.283

τω
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ΈτΕρα

Euripides
Alcestis 5\2

ets τον α ντον κήπον
13.11-24
101η.191

267n.39

Hecuba
72

267n.38, 284n.l30

96

267n.38

228

267n.38

245

267n.38

255

267n.38

280-281

267n.38

375-376

267n.38

398

267n.38

413

267n.38

607-608

Greek Anthology
5.9

254n.392

5.22

11 ln.232

5.85

219n.261

5.236

219n.261

5.241

219n.261

9.203

26-27*

Gregory of Nazianzus
Orationes

43.64, PG 36. 581B

267n.38

612

267n.38

752

267n.38

787

267n.38

V 138.3-6

839

267n.38

VII 218.17-219.1

886-887

Gregory of Nyssa
Homiliae

226n.278, 267n.38,

284n.l28
981-1046

226n.279, 267n.38,

284n.l29
1035

284n.l29*

1226-1227

267n.38

Heraclidae 830-831

268n.41

Hippolytus
219

267n.39

415-416
439

152,267n.39
125n.279*, 267n.39, 270*

534

11 ln.232

828

267n.39

Medea
54-55

267n.39
267n.39

408-409

126n.280, 267n.39

282n.ll4

Aithiopika
1.1

82n.l06

4.1.1

175n.43

4.2.1

175n.43

4.3.3

175n.43

4.4.4

25n.82, 28n.98

4.5.5

175n.43

7.3.3

175n.43

7.11.7

122n.268

7.19.8

122n.268

8.9.10

175n.43

9.20.2

175n.43

10.4.4

175n.43
221n.267

10.8

211 n.227

282n.l 14

Heliodoros

10.7-8

265-266
Orestes 982

104n.205*

220n.265

10.16.3

175n.43

10.25.1

175n.43

Phoenissae
355
469

267n.39, 275n.79*
267n.39, 275n.80

618

267n.39

Rhesus 988-999

268n.41

Supplices 826-827 267n.39
Eustathios of Thessalonike
Comm. ad Horn. II.
on//. 8.19

Od. 14.350

2.4, Spengel II 358 181n.67
2.4, Spengel II 357-364 181n.74
Herodotus
1.23-24

144n.370

Erga
24

28n.97

58n.44

83-89

276

518-519

Geometres, John

Επιστολή κήπου Εκφραστική
8.8 and 8.23-29

Peri ideon

Hesiod

21 ln.227

Comm. ad Horn. Od.
on

Hermogenes

182n.80

519
519

271*

265n.21
271

Β. Other writers

(Hesiod, Erga cont.)
545-546 271n.56, 277n.85
719-720
270,273n.67
734

277n.85

Theogonia 120-122 205n.l88
Hippocrates

236n.303

24.298

265n.24

Hymni Homerici
7.53 (To Dionysus)
fr. 4 Habrich

148n.391*, 273n.68

Homer

144n.370

llln.232

Kallistratos

Imagines

Iliad
1

281n.l08

19.535-581

Iamblichos

De Alimentis

39

19.386-505
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217n.248

I.5

85n.l 17

2.4

85n. 117
85n.l 17

1.14

164n.457

3.5

1.96

164n.457

II.2

I.500

267n.38

2.24

96, 271n.53*, 271n.54,

273n.66
2.61

271n.54

2.683
3.57
3.75

265n.l9

126,271n.54

3.258

265n.l9

4.350

217n.249

7.180

265n.l8

7.282

204n.l86, 254n.392

36

104n.206*
204n.l86*

265n.20

PG 114.1021

27n.89

PG 114.1024

27n.89

Life ofSt Irene, Abbess of Chrysobalanton
53c

196n. 151

272*

7.293
8.19

28n.98

5.9

Life of Saint Xenophon

164n.456

7.219-223

2.6

29.2

265n.l9

5.785-786

Kataskepenos
Life of Saint Cyril Phileotes

10.2 28n.98

226n.277

3.157

273n.65*

272*

211n.226

234n.296*

8.282 and 293
9.409

153n.410, 187n.l06,

217n.249

265n.l9

9.447

265n.l8

II.46

14.214-221
22.126

265n.22

271n.54, 278n.94

Odyssey
1.64

217n.249

1.170

265n.24

3.305

265n.l8

5.296

265n.21

7.112-131
9.82-102
10.325
12.41-45

89n.l35, 100
264n. 17

Longus
Daphnis & Chloe (D&C)
prooem. 3 77n.87*
1.1

67n.61
265n.24

15.264

265n.24

19.105

265n.24

19.163

271n.54, 278n.94

193n.l36

1.22.4

181n.73

1.25-26

181n.73

2.3-7

204*, 210n.217, 212

2.5.2

184n.91

2.7.1

181n.73,248n.357*

2.7.1-3

207»
208

2.7.2
2.34

220n.265

3.2.2

175n.43

3.34.2-3
4.2

265n.24

14.187

179n.58

1.1.1

212*

210n.214*, 210n.217,
210n.218, 212

Lucian
Zeuxis 2
M&P:

see

278n.91

below, Metiochos &

Parthenope
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Photios

Manasses, Konstantinos
Aristandros & Kallithea

(A&K)

Bibliotheke

fr.

cod. 87

8,21,64,95, 117 35n.l46
fr. 21
36n.l53, 198n.l60
fr. 24

99n.l79*

24n.76*, 26*
26n.94, 219n.258

cod. 94
Pindar

Manganeios Prodromos
poem 7
196n.l50
poem 45, Ets τον Ζρωτα

Olympian odes 1.28-29 248n.357
Plato

28n.94

Martial

Gorgias 523a 248n.357
Phaedrus

Epigrams 1.52 and 1.53

261n.l

Metiochos &
column
column

Parthenope (M&P)
2, 59-60 205n.l92*
2, 60-62 205n.l91*, 240

n.316
column 2, 69-71

229a-230c

181n.65

242b-243d

181n.72

249d

181n.73

251b-c
255d

205n.l93

181n.70, 181n.71
181n.70, 181n.71

255b-d

181n.73

259a-c
Musaeus

181n.73

278a6-7

Hero and Leander

55-57

22n.68

92-98

22n.68

181n.66

Protagoras
315b

183n.81*

339a-342a

New Testament

270n.52

Republic

Luke 7.36-50
John 13.3-20

28In. 107

2.376e-377a

281, 28In. 107

5.450b
8.569b-c

Nonnus

3.131-179

236n.302

3.142-143

236n.302*

3.169-179
Old Testament

178c and 195b

102n.l96,236n.302

(Septuagint)

Genesis 39

280n.l04

21An.ll*

138.7-10

279n.99*
279

4.12

279n.l01

184n.90

157n.432

208el-209e4

181n.66

210a7-8

181n.66

2lOcl—3

181n.66

210d4-6

181n.66

211n.227

Timaeus 45b-46a

Song of Songs (Cant.)
1.11

189c-193d

Theaetetus 153c

254n.392

4.11

236n.303

Symposium

Psalms

Isaiah 1.8

278n.88*

9.571c, 574d, 576b

Dionysiaca

17.13

248n.357

248n.357*

110n.228

Plutarch
Amatorius

749a

181n.67, 182n.78

Coniugalia praecepta 141a 218n.251

280n.l04*

De adulatore et amico 53b

Phiiostratus, Flavius
Lives

of the sophists 1.481

Phiiostratus "the Elder"

Imagines
1, prooem. 4—5 85n. 117
1, prooem. 5 129n.292
Phiiostratus "the

Younger"

Imagines
prooem.

7

85n. 117

162n.445

De amicorum multitudine

2On.52*

93e
De Ε

162n.445

apud Delphos

388e-389c and 393a-c

128n.286

De sollertia animalium

984b-985c
Lacaenarum
241.16

144n.370

apophthegmata

278n.93

Life of Demetrius 27

196n. 151

Β. Other writers
507-508

(Plutarch, cont.)
Septem sapientium convivium
160f-163d 144n.370, 234n.296

554b

272n.62*

164d

162n.445*
(R&D)

1.372-404

220n.265

2.120-128

228n.283

2.145-149

228n.283

2.421-431

184n.90

2.434

36n.l51

5.479

35n.l46

Prokopios
De aedificiis 1.1.27-78

A 4695

24n.70

Δ 752

48n.9
278n.93

I 314

218n.251

Η 50

174n.39
21 ln.227*

133n.310

6a-b
6c

101 η. 190

104n.207, 133*

Theocritus

Idylls

Psellos
Peri Characteron

3.20

266,266n.27*

50.13-14

186n.l04*

3.37

266n.28*

51.18-28

186n.l04

3.52

278n.95*

Synkrisis (De Chariklea et Leucippe
iudicium)
27n.91*

I-2

II-13

24n.76*

14-16

284n.l27

67-69

24*
284n.l27

67-71

84-86

177n.56

91-92

28n.96

Amores 31

182n.78

above, Theodoras Prodromos

Sappho
fr.102
fr. 130

327.4-328.2

10 In. 189,

328.21-329.3

Theophylact of Ochrid
12

134n.312

17

104n.207, 133

25

133n.310

Tzetzes, John

278n.95*
135n.317

on

II. 8

21 ln.227

Chiliads

5, hist. 11, 502-511 206n.l98
7, hist. 132, 295-301 148n.390

Xenophon Ephesios
Ephesiaka (Eph.)

Sophocles

1.1.5

207n.203*

Aias

1.2.2

207n.202

1.3.2

18 ln.71

226n.275, 268n.41
132-133
105n.211, 268n.40,
17

273n.70
293

102n.l98

101n.l89

Allegory on the Iliad

Ps.-Lucian

see

Theophanes Continuatus

Paideia Basilike

23*

66

R&D:

268n.40

268n.40

Synesios
On Kingship (Πe/ot βασιλείας)

184n.92

8.191-8.209

Electra 59-60

Symeon the New Theologian
hymn 1, 33-140 281n.ll3

159n.436

7.400-445

217n.247

X 564

159n.436

4.9

268n.40

956

Η 616

184*

3.66-75

811

Suda

Prodromos, Theodoras
Rhodanthe & Dosikles

268n.40

268n.40

Antigone 944—954

Porphyry
Life of Pythagoras 33
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268n.40

1.9.6-8
5.15.2

18 ln.71
191n. 125*

General index
Achilleid

110n.230, 242n.324
19-24, 26-28, 31,35-

of H&H

Achilles Tatius
36
action

lack of action

50, 79, 139,
143, 177, 239, 242, 259, 286
addressee 52-53, 128-129, 182, 206,
286, see also Charidoux
vs.

Aeschylus 268, 274, 276-277
Agapitos, P. A. 18, 34, 40
Akathistos hymn 99
Alciatus, Emblemata

87n. 122
32, 204
Alexiou, M. 16, 40, 91, 92, 137, 139,
146, 147, 150, 160, 166
Alexios I Komnenos

allegory

31-32, 91, 100, 129, 140, 165,

279

allusion

16, 67, 77, 86, 87, 89, 96, 103,
142, 144, 148, 156, 262-267

amplification 71, 72, 73, 158, 203, 207,
223, 224, 227, 256, 259, 260, 263,
272, 288
anagnorismos 59, 65-66
analepsis, see recapitulation
Anna Komnene 17, 33, 36, 185
Alexiad 30, 75n.76, 160n.440
anticipation 51, 55, 64-68, 108, 139,
142, 150, 186, 187-189, 223, 242, 287
Apollo 50, 53-54, 56, 57, 62, 75, 116,
117, 137, 163
and Daphne 49,157,231-233
priest of 49, 117, 156, 163, 164, 176
Aristophanes 29, 157, 218, 268, 269
Aristotle
17, 29, 34, 43, 104, 108, 110,
132-133, 165, 185, 186, 194, 223, 285
art 55, 102, 104, 123, 127, 130, 132,
135, 186, 201, 210, 238, 242, 251,
252, 287, 289, see also work of art

artificiality 190-191, 201
artistic imagery 18, 78, 130-131, 133,
134-135, 197, 206, 208, 238
Artemis 50, 176, 187, 188, 220-221

spring of 49, 64, 75, 116, 138, 198,
221

Artykomis,

Auerbach, E. 43
Aulikomis, see space
Bakhtin, Μ. M. 37, 42, 141
Bal, M. 47,136,154,249
Balsamon, Theodoros 12, 18n.43
Barnes, D. (Nightwood) 41
Barth, J. 44n.203
Baroccianus MS 76n.81, 78, 185
Bartsch, S. 188, 190, 210
Basilakes, Nikephoros 12, 16, 30, 92,
112n.238, 170n.24, 208, 212-213,
282n.l 15

Beaton, R. 32,54,77,250,251
Booth, W. C. 81, 146
Bremond, C. 39

Browning, R. 30
Bryennios, Nikephoros
Hyle Historias 30

18

Canons of the council of Trullo
Cervantes

175n.44

91

characterisation

133, 147, 154-165, 248-

260
Charidoux

52, 89, 128, 152, 154, 180,
182, 286
Chariton (Chaireas & Kallirhoe) 19,
25n.81, 149n.396, 171-172, 174,
177n.53, 181, 190n.l25, 242, 243,
246n.345, 248n.359, 255
chastity test 49, 97, 116, 138, 171, 177,
219-222

Chatman, S. B.

79-80, 84, 87
30, 282n.l 15
74-78, 154, 189-191

Christos Paschon
closure

inffatextual

94

codex Thebanus

deperditus 25n.81

commentary
as

text-type

79, 87-90, 193
87-88, 152-

authorial commentary

153, 186-187, 239, 272-273
Conca, F. 45

see space

audience
of ancient Greek novel

13, 33, 185, 237, 242, 286,

289

Cupane, C.
22-23

17,33,111,204

General index

Daphnepolis, see space
Daphnopates, Theodores
Demetrius

261

159, 165, 238, 240, 246, 248, 287, 288

12, 28, 132n.305,

281n.l08

digression 49, 51, 173, 189, 193, 197200, 201
59, 60, 99, 100, 138, 176, 206,
227n.282, 227-230

dinners

division
of H&H into books

93-94

of H&H into parts
of L&K into parts

92-93, 200
200
dolphin 64, 143, 144, 233-234
doubling 50, 51, 56-63, 72, 73, 74,
100, 110, 142, 150, 158, 189, 199,
210, 287
drama 78, 247-248, 285, see also
tragedy
dramatic effect 153,197,218,265
dreams 60, 63, 65, 66-68, 73, 74, 82,
91, 92, 97, 103, 105-110, 112, 117,
122, 123, 125, 152, 159, 161, 165,
185, 188-189, 194-197, 224-227,
284-285, 286, 287, 288
as

repetitive device 70, 72

function of
on

52-53, 101n.l91, 153,
180, 182n.80
Eros, see also love and sexuality
in ancient literature 168,178-179,
182n.78, 184, 185, 202n.l79, 204,
205-208, 285-286
in the 12th century 30, 34, 92, 208,

epistolography
182

description 201, 248
as text-type
79, 84-87, 192-194, 287
as opening of novel
178-180
of narrative system 46, 47
development and maturity 129,136,
Digenes Akritas

55, 142, 144
84-85, 142

textual level

282
central motif or theme

35, 50, 52,
98, 123, 132, 153, 191, 287
iconography-imagery of 16,17,35,
103-105, 132-133, 148, 202-208,
211,212-213,265, 282
in dreams and paintings 52, 55, 6469, 70, 72, 86, 98, 103-109, 123,
144, 197, 212
servitude to 63, 75, 77, 111-114,
117-119, 120-123
discussion of 127-128,130-131,
as

183-184
erotic

imagery

17,97-98,99,214-

215, 255, 264-265, 279, 281-282
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