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The Magnetic stone of Love
Greek Novel and Poetry
Francoise Létoublon
Greek Novels were often investigated recently as a kind of concentrated intertextual genre, as
a "Symphony of texts",! however their relation to Greek Poetry was not analyzed as
accurately than their relation to other genres, as epics or theatre. Though an important article
by Chalk (1960) dealt long ago and at large with this question, it centered on Longus; we can
read some remarks on the question in several publications, however it may still be worth a
specific investigation. The commentaries on Longus also took into account the massive
presence of poetry in the text of this novel, often called a Pastoral under the sign of
Theocritus.?
Though the term intertextuality generally received approval,® (Morgan-Harrison 2008) |
would like to stress the interest of the terminology of allusion, due as far | know to the
Italians Giorgio Pasquali and Gianbiagio Conte: this terminological choice refers to a less
literate culture than the modern one (Létoublon-Alaux 98, Zimmerman 1997). When we say
further the novelists were working "in the library" rather than reality, it does not however
imply that they were quoting books as we do in modern times, but that they allude to texts, be
it the Iliad, Odyssey, Oresteia or any other Greek poem or prose. Otherwise, they had those
texts in mind, rather than books in hand.
The whole of Greek literature seems to meet in Greek novels with an amount of levels, less in
the Ephesiaca than in the four other among the so-called "Big Five", either because the
Ephesiaca are a summary or because they are merely not as well composed and written than
the other surviving texts. The heroes' emotion in critical moments in particular calls for
several references to Homeric hero's death on the battle field in Chariton.* More generally, the
novels' heroes model themselves most often on Iliad's Achilleus (Chaireas and Theagenes, see
Morgan 2008: 219-20) whereas the novel's plot itself rather follows the Odyssean model (id.
220); in a more parodic manner in Achilles Tatius, we see Leucippe and Clitophon escaping
the very tempest that almost killed Odysseus in the Odyssey with its "big wave", or a worst
one (mega kuma occurs as a formula for the tempests Odysseus meets in the Epics, and Tatius
uses in his second tempest the superlative kuma megiston 5.9.1.4); during the first tempest in
the novel (3.5.1-5), the youths vow they could be swallowed together by the same whale, with

! Zimmermann 1997.

2 Hunter 1983, Morgan 2004, Pattoni 2005.

¥ See Morgan 2008 for the most recent account.
% Fusillo , Létoublon 2008, Morgan 2008.



words that recall Patroclus' vow in the Iliad that his ashes be later reunited with Achilles' in
the golden urn Thetis gave once his son.> In both episodes, the parody of the Odyssey appears
an evidence.

Other poetical quotations may be found, with an apparently decorative function as Hesiod's
WD. 57-8, actually an attack against women:

In lieu of flame I have a gift for men:
an evil thing and still their heart's delight,
so all men will embrace their own destruction. (Leucippe and Clitophon 1.8.1)°

In the context of Kleinias' discourse for Clitophon, it is interesting that the following sentence
in the novel comments the quotation with a substitution of the Sirens instead of Pandora, in a
kind of syncretism typical of mythological thought in this period of the Roman empire.’
It will not be possible to treat in depth here the relation between poetry and myth:®
mythological themes often occur in the Novels as short narrations in prose, as if they would
summarize a longer tale —not a feminist one—, maybe originally in verse: L&C 1.8.4:
AN €l pév (St Tng N0 PoVGIKHg, NYVOELS &v TO T®V Yuvauk®dy Spdpata: viv 82 kdv
GAAots Aéyolg, 6owv EvEMAN GOV HUBWV YUVATKES THV oKNVV' <0> dpuog 'Eptdiing,
dounAag 1 tpamela, Z0eveBoiag 1) StafoAn, "Aepdmmc 1 kAo, [Ipdkvng 1) opayn.?
If you were a stranger to culture, you would not know about the dramas involving
women, but as it is you could tell others how many plots women have contributed to the
stage: Eriphyle's necklace, Philomela's banquet, Stheneboia's accusation, Aerope's theft,

Prokne's slaughter.

Since the ideal form of Greek novel consists in Love stories, dealing entirely with a young
couple's adventure and the difficulties youth and girl meet before finding happiness, the genre

could not meet in the sole epic tradition fitting expressions for its main object. As S. Goldhill

> Létoublon 2008, on "Avto yovvata™ and other typically Homeric formulas.

® On this passage and the use of the Hesiodic allusion to the myth of Pandora, see Fusillo
2000: 43.

” On this phenomen, see particularly Selden 1994.

& On myth in the Novel, see Cueva 2004. On theatre myths, see Létoublon and Genre
thereafter.

® We know from other ancient sources that Eriphyle's necklace was first Harmonia's one: this
object owned by several women in the course of time seems to have been a bad oment for
people around it; the passage entails two allusions to the myth of Philomela and Prokne, one
to the myth of Bellerophon (Sthenoboe was the heroe's stepmother, who tried to seduce him,
and denounced him to his father), and one to Agamemnon's adulterous mother Aerope: the
whole series deals with women's crimes and punishments.



puts it, "Comedy calls forth laughter, the lyric sublime emotions, the novel the enchantment
of narrative. .. To resist such pleasures is to deny the genre".'® Greek Lyrics and
Epigrammatic poetry straightly correspond to the various sides and ways of expressing love
that the Novel needed.** As Fusillo showed, Eros is a "thematic paradigm" in the Novel, and
the novelists knew specificly from the Lyric poets how to express this paradigm, especially
through a large range of metaphors.*?

As the title of this paper suggests, the metaphor of the Magnetic stone, borrowed in several of
our novels most probably from tragedy and Plato,™ could account for the whole genre; as a
symbol of love and attraction between the two lovers, it could also show how the literary
genres attract each another and the most recent borrow their word material from their

predecessors.
Eros as central theme of the inserted tales and of reflexivity

As we show elsewhere,** mythological tales function in the narrative as paradigms in the
meaning defined by Willcock for the Niobe tale in Iliad 24: for instance in Daphnis and
Chloe, the tales told by Daphnis concerning Phatta, Echo, the mimetic danse of both Daphnis
and Chloe imitating Pan and Syrinx,™ which enters in comparison to the ordalic judgments in
the end of Leucippe and Clitophon (first Leucippe with Syrinx, then Melite with the Styx
cave) show at some extent the way to follow for the characters. They constitute a kind of
model for them. In Achilles Tatius the ordalic judgments are a test for the virginity of
Leucippe and the faithfullness of Melite, thus the mythical story of Syrinx and Styx acts as a
way of showing the limit between truth and false. Myth is one of the polyphonic voices that
express in the novel.*® In another passage quoted below, the myth of Alpheus and Arethusa
plays this role among other non-mythological models found in nature. One of Clitophon's

1% Goldhill 2008: 187.

1 We cannot deal at large in this frame with the main problem of the evolution of Greek
literature and birth of the genres. For a recent approach of the problem, see Bowie 2008, on
"reading the novel through genre™, Goldhill 2008: 196-9, who explores the limits of the genre
and concludes against Nimis' definition of the novel as "anti-generic” (p. 199, with n. 40).

12 On the history of sexuality see Morales 2008, particularly on eros and sexuality, p. 41.

13 The passage is quoted in Laird 2008: 205: “Clitophon is using this cod-philosophising as a
strategy to seduce Leucippe."

14 |Létoublon ANS, to be published.

1> On those Aitia, see Philippides 1980-1981, who shows they are not "digressive", but follow
the coherence and progression of the plot. He stressed the importance of Phatta's tale and the
presence of Pitys in it and in the whole.

18 On polyphony in the novel, see particularly Whitmarsh 2008, Goldhill 2008,



love counselers advises him that since Apollo himself was in love and pursued Daphne, he
does not have to behave in a wiser manner than the god (1.5.5.1)."’

Other mythological episodes play as a specular image: in Heliodorus a painting showing
Perseus and Andromeda, described on a embroidered tainia (band or stretch?) with a
hieroglyphic inscription, which draws a decipherment by the Egyptian preast Calasiris).'® The
painting will act as a proof of Charicleia's identity in book 10, and it will be brought on the
scene for this very special moment.

In Achilles Tatius, let us recall briefly that a painting showing Europa'’s rape opens the novel
and draws the whole first-person narration; another painting shows the symmetrical images
of Prometheus and Andromeda being delivered by Herakles and Perseus respectively; a third
one brilliantly shows the bloody story of Tereus, Procne and Philomela.'® Those images all
need explanations and samewhile stand in strong link to the events narrated.

In Daphnis and Chloe, a painting representing the same events as the narrative (found
children nurtured by animals) as a kind of challenge (Greek antigrapsai),? is described in the
prologue; the old Philetas tells his young protéges how he saw in his garden a winged youth
who appears to be Eros playing his games.?

Though it is not directly related to poetry, it is also necessary to mention briefly that the
novelists sometimes put a "philosophy" or at least a theory of love, based mainly on Plato, in
their characters' mouth: mostly in Achilles Tatius, the most rhetoric of the novelists, where
we find 1.9.4 Clinias exposing the idea of the union at distance, 1.10.5 the same Clinias
beginning a theory of kiss, cf. also Clitophon 2.8.2. In 1.16-18 occurs a long conversation

between Clitophon and Satyros for Leucippe's edification, meant as a seduction device. Of

17 See Létoublon 1993: 164. It is interesting to note that mythological paradigms are not
invoked as a whole until its end: Daphne's metamorphose as a way for escaping the god's rape
should induce Clitophon to be careful.

18 See Winkler's insightful analysis of Heliodorus' and Apuleius' novel as posing the "question
of reading", the ainigmata asking for the "interpretation of tales” (Winkler 1982,1985).

19 The story was twice alluded to in the short summary quoted above (L.&C. 1.8.4:
"Philomela’s table™ and "Procne's murder™).

20 On the paragone —thus called after an Italian word to be traced back to the Renaissance—
between the arts, see the famous sentence attributed to Simonides in classical Greek, kept by
Plutarchus (Mor. De glor. Athen.346.F 5) and others, and among the critical works Fumaroli
1998.

21 On Philetas as a literary character, see Di Marco 2000: for him he is not the Philitas
mentioned in Theocritus, but rather a nome parlante fitting for a praeceptor amoris (26)
deriving from Theocritean Lycidas. Furthermore, Di Marco defends the thesis of the allusions
to Virgil's Bucolics with some convincing textual arguments we cannot reproduce here in
detail.



course, the pragmatic use of this kind of discourse by the characters is in itself deeply
antithetic with the Socratic and Platonic definitions of philosophy as a quest of truth without a
practical aim. That is probably precisely why Clitophon and his interlocutors make us smile.
This device is perhaps a remembrance of Socrates put on the stage by Aristophanes in the
Clouds and of the phrontisterion where his father wants Pheidippides to learn the use of
arguments for the bad one winning over the good one. [Longus]' and Heliodorus' novels may
be more deeply impregnated with Platonic ideas, but they do not express it with such devices
as Achilles Tatius does, so that it is more difficult to quote a particular passage. We shall meet

with this question again later.
Eros in generic evolution, or the novel as an Echo Chamber for literature

It has often been suggested that the characters in the novels act as incarnated forms of the
links between the author and the audience, maybe in a period when the polis no more unify
citizens together as was the case in the classical period, and individuals became the main
value.?? Love became thus the most solid refuge and hope for individuals, and the authors
found in Greek poetry treasure the strongest feelings and expressions available for reusing in
their erotic tales. We will concentrate on the metaphorical expressions, but it is still useful to
begin with the most conventional image of love which is found in the genre: a winged child
armed with a bow and arrows. This conventional character is the master of the events in the
incipit of Chariton, Xenophon of Ephesus, Achilles Tatius (there in the painting showing Zeus
as a bull, driven by this little child); it appears in Daphnis and Chloe in the tale by Philetas
already mentioned. Heliodorus seems to avoid this conventional image, so common in Greek
poetry that textual references may be omitted. However, he still uses it indirectly, quoting the
visual arts and putting this wording in Theagenes' mouth: "Do you not know that painters give
Love wings to symbolize the mercurial state of his victims" (Aeth. 4.2.3).

Greek art actually seems to have propagated this image along with literature, not before the
fifth century, if we follow Gantz' analysis.”® This image may express in a convention
recognized by everybody the "disruptive force" of Eros in Greek representations to use H.
Morales' phrase (Morales 2008: 42).

Among the main poetical expressions of love, some metaphors of love have been traced back

?2 Rohde 1876: 15-18.
28 First chapter of Gantz 1993.



from the Novels to Sappho's poetry since Chalk 1960 and Carson 1986 at least:** after a
chapter called Symbolon where she emphasizes the role of metaphor (73-4) and paradox,
Carson writes four chapters on Greek novel before coming back to Sappho's, Aeschylus' and
Bellerophon's "Folded Meanings". The best known piece of poetry by Sappho, thanks to
[Longinus'] Peri Hypsous, is probably Fr. 31 LP. The inventor of the notion of Sublime

defined the paradoxes of love in Sappho's poem better than I could:

00 Bavpalelg ®g KO TO AVTO THY YVYMV TO OO, TAG AKOUG TV YADGGAY, TAG SIS TNV (poav, Tavl' dg
aALOTPLO. DlotyOpeva EmnTel, Kol ko' VTEVAVTIOGELS QLo YoyeToL Kaietal, GAoyl-  oTel dpovel TH yopT
doPettar 1 Tap' OAlyov Té€0vniey tva un v Tt Tepi av v Tabog daivntal, TabdY 6& cHVodOG; TAVTO PEV
ToladTo YiveTot mepi ToVg EpAVTIC, 1) AW &' d¢ EPNV TV dKpmV Kol 1) €ig TODTO CLVAIPESLS ATELPYACATO
v é€oynv. (De Sublimitate 10.3.1).

Do you not admire the way in which she brings everything together —mind and body, hearing and tongue,
eyes and skin? She seems to have lost them all, and to be looking for them as though they were external to
her. She is cold and hot, mad and sane, frightened and near death, all by turns. The result is that we see in her
not a single emotion, but a complex of emotions. Lovers experience all this; Sappho's excellence, as | have
said, lies in her adoption of the most striking details. (transl. in D.A. Russell and M. Winterbottom 1972:
472).

All of the five Greek ideal Novels show how the lovers feel at once both cold and hot, his or
her skin changes its coulour and he or she feels contradictory feelings and sensations that
recall Sappho's expressions.
The Sapphic expression "fire running under the skin" (Fr.31.10) may have particularly
inspired one of most famous metaphors of Love as burning the lovers, which is found very
frequently in Greek poetry and prose after Sappho (for instance Anth. Gr. 5.1.3, 5.50.2,
5.57.2,5.89,5, 5.124.4, 5.124.5, 16.251.6 etc.).”®

Another frequent and somehow commonplace metaphor is that of Love as war, already
transposed by the Lyric Lesbians from the epics,?® thereafter better known through Latin
poets, and particularly Propertius 2.7 and several poems by Ovid as militia amoris. But the
Hellenistic epigrammatic tradition attests that Greek authors in Roman empire did not need
Roman models for this poetic device.?” We found four instances in Chariton (5.4.1.2, 6.2.7.1,
6.9.6.2, 8.1.4.4) four in Achilles Tatius (4.7.4.3, 4.7.5.2, 6.10.6.1, 8.17.9.4) three in
Heliodorus (1.30.7.2, 4.17.3.4, 7.24.2.2), the clearest examples might be Leucippe and

Clitophon 4.7.3-4 stpotidtng 8¢ év yepotv Exov pudymv oldev &i (hostar;,  Tocadton TGV BaviToV €icty 630i.

24 See also the whole of Greene 1996, and particularly Lanata for Sappho's invention of an
"amatory language".
2% Laird 2008 quotes this poem by Sappho as echoed in Daphnis and Chloe 1.17.4, 1.18.1; an
accurate analysis of the relation between Longus and Sappho is found in Hunter 1983: 73-6.
26 Rissman 1983.
2T See in the Greek Anth. 5.293, 7.448.2-3, 449.1-3, TlpataAida maidetov "Epwg moOov...
notoo x0poug, "Apng EyyudALge payov.
[1&¢ oUk Vaiwv 0 AukdoTiog, 06 kal EpwTL / &pxeEL... etc.



[...] énl wdhepov viv é€gledoopat fovkoAwv: Evoov  pov ThG YuyTg GAAOC TOAENOC KAONTAL GTPOTIDTNG e
nopbel t0Eov  Eymv, Béhog Exwv. veviknua, TemANpopot BEADV kGhecov, GvOpwTe, ToYD TOV idUEVOV:

éneiyel 1O Tpadpo. Sy Top i Todg  mokepiovg

How can a soldier with a war on his hands have any idea of how long he will live? There are so many ways
to die. [...] I am about to battle against the Rangers, but another battle is being waged in my soul. The enemy
within is besieging me with his bow, harassing me with arrows: | have lost the fight; I am bristling with his
shafts. Call the doctor, sir, and quickly,my wounds demand immediate attention.
Or Aeth. 4.17.3 gvomog kdpog v oiknow tijg Xapikheiag  kateldpPavey, Eotpatiyst 3¢ Osayévng oV
EPOTIKOV TOD-  TOV TOAEUOV €ig AOYOV GO THG TOUTTHG TOVG €dnPfovg  cvvtd&ag.
... an armed band of revelers stormed Charikleia's house. The commander in this capaign of love was

Theagenes, who had formed the young men of the procession into a squadron of soldiers.

In both Daphnis and Chloe and Leucippe and Clitophon, we read a parallel episode where the youth take
the occasion of a bee or cicada for kissing or touching the other as if it could help curing her or him (cf. [Longus]
1.25 and Leucippe and Clitophon 2.7): we already suggested that both of those passages, as
well as Longus 1.13 may come more or less straight from Hellenistic poetry, as may testify a
series of Anacreontea referring to Eros stinked by a bee, which was often imitated later in the
French tradition by the poets of the "Pléiade”.?® Let us quote Anacreontea 35.1-9 and 10-18 in
J. M. Edmonds translation (Cambridge Mass. 1961):

Once on a day, rose-leaves among,
Young Love did fail to see
A sleeping bee,
And in the hand was stung.
He shrieked, and running both and flying
Sped to fair Venus' side
And 'Mother’ cried,
'Out, out, alas! I'm dying.

A little snake that goes with wings
And as a bee is known
'to th' simple clown,
Hath bit me." 'If such things,
His mother answered, 'make you woe,
What then do you supppose
Can be the woes
Of them you harry so?'

In the novels, those devices for finding ways to touch one another may be called ritual

28 Note the coincidence in the passage of both themes of the soldier and the war as a
continuous metaphor.
?% Létoublon 1993: 154-5.



idioms of the Lovers (Létoublon 1993: 154-5). Of course Daphnis is much more naive and
spontaneous in searching the cicada in Chloe's breast than Clitophon using the bee that stung
Clio as a device for receiving a kiss from Leucippe on his mouth, while she sings a magic
formula. But the same poetical source may be suspected, and in both cases, the kiss receives a
metaphorical interpretation as the occasion for love pouring through the mouth to the heart.

Still another frequent metaphor of love is known in Greek up from Hellenistic times to
the Novel, I mean the athletics and competition. It actually came from Homer and the athletic
games evoked in both the Iliad and Odyssey. Pindar and Simonides, while singing the athletic
victories in panhellenic games, highlighted the metaphoric potentialities of competition, since
the poets themselves enter in their Odes in competition with the athletes they are supposed to
sing —and they were well paid for it, in a kind of "traffic of praise" as Kurke called it*°. In the
Hellenistic poetry, the athletic metaphor turned to symbolize love, particularly in the
Anthology for several poems about Herakles: for all its &6Aa, the hero underwent defeat in his
fight against Love.

AP XVI, 103.4-6
AUcutoc YaAK® T eykateéue oduvny;
ax0n yupvwBeic OmAwv c€o. Tic 8€ ¢’ Emepceyv;-

"0 nrepodeLc, dvtwe elc Baplc abAoc, “Epwe.”

Why did Lysippus mould thus with disjected visage and allow the bronze with pain? Thou art in
distress, stripped of thy arms. Who was it that laid thee low? Winged Love, of a truth one of thy
heavy labours (by Geminus, transl. W. R. Paton).

AP XVI, 104.5-6

OMAWV yupvov (6€lv Tov Bpacuv HpakAéa.

MNavta ¢ "Epwc aneduoe:

Love has stripped thee of all, and it is not strange that, having made Zeus a swan, je
deprived Heracles of his weapons (by Philippus, transl. W. R. Paton, note the parallel
between yupvwBeic dmhwv and OMAwV Yupvov, translated as stripped in both cases).

This metaphor is met in its purest condensed form in Achilles Tatius, where Clitophon says to
Satyros : L&C 2.4.4 §¢8oka pun) ATOAROG WV KAl SENOG EpwTOG ABANTIG Yévw AL

"But I still have lingering doubts that, as Love's athlete, my nerve may fail, and | will falter in the
contest."”
Two of our novels may be considered developing this metaphor on a large scale, so that they

do not need to mention it in its conventional condensed form. It is quite simple in Chariton
where it is used in the opening of the novel: Chaireas is a young hero, much appreciated in the
exercises of the gymnasion and palaistra. He meets Callirhoe in a public festival and
procession, immediately falls in love though he formerly swore he never would, feels it as a

wound (trauma) and several images show his sport companions and the gymnasion itself as

%0 See mainly Kurke 1991; other references in Létoublon 2007.



deserted and in sorrow (1.1.5, 1.1.15).3 Thus the athletic competition appears an image that
enlightens the beginning of the erotic tale.

The metaphor is much more complicately developed in Heliodorus because of the
composition of the narrative and its well known beginning in medias res. The athletic
competition does not occur in the opening of the novel, but it still opens the beginning of the
youth's love for Charicleia: as Calasiris tells Cnemon in book 111, Theagenes met Charicleia
during the Pythia in Delphi, where she was acting as Artemis' priestess. Theagenes wins the
running competition against Ormenos, since he wanted to receive the price from Charicleia's
hands. We see the opening of the metaphor in the end of book 111, 4.1.1:

TR 6€ Uctepaiqg 6 pev MNubBiwv dywv EAnyev o 6£€ TV VEwV Ennkualev dywvobetolvroc,
oipay, kat BpaBevovtoc Epwtoc Kai St ABANTGHV U0 ToUTwV KAl Hovwv olc £elEato
HEYLCTOV AywVvwV ToV (8lov amodijvat ploveikrcavroc. 3 MNvetal yap Tt tololitov:
£€0swpel eV 1 EANGC ROA0BETOUVY b€ ol ApdLkTUOoVEC.

The following day was te last of the Pythian tournament, but for the young couple another
tournament was still at its height, one presided over and refereed, it seems to me, by Love, who
was determinded to use these two contestants, in the only match he has arranged, to prove that his
particular tournament is the greatest of all.

And we find it blooming as the love tale goes on in book IV in Theagenes' words:

4.2.3 - <<Kai tic obtwe>> elnev <<iSelv kat mAnctdcat XaptkAeig pavik@de EcrovSaKey
wct’ guE napadpapeiv; Tiva 6€ oltwce 1 6YPLc Ekelvnc Taxa Kal mrepdcat Suvartal Katl
HeTdpclov émicmdcacBat; OUK oicBa dTL Kat TOV EpwTta mtepodicly ol ypAdovTec, TO
gUKlvnTOV T@WV UTU a0Ttol KekpaTnUEVWY aivittopevol; Ei 6& Sl L kal

KOUTIOU Tipoceival Toic eipnuévolc, oudelc €c TRV cripepov moct pe mapeABwv
£€cepvuvaro.>>

"Who is so insanely eager to see and be near Charikleia that he could outrun me? Is there anyone

else to whome the mere sight of her can give wings and draw him to her without his touching the
ground? Do you know that painters... (see above on the image of winged Love)

We will have to look again at the following description of Charikleia, who is also seen by
Calasiris as an athlete, though she does not actually run like he does:

4.3.3 évtadba oUte ATpelelv £TL KATET EV 1) KOPN AAN" Ecpadalev 1) BacLic kal ol TTOSeG
£oxaipov GoTep, olBay, Tiig Yuxfis ¢ Osayével cuveEapolévng kal TOv Spdkiov
ovBmpoBullov@évng.

Now the maiden could stay stillno longer: her feet began to skip and dance, as if, in my estimation,
her soul were flying beside Theagenes and sharing his passion for the race.

Heliodorus still shows Theagenes in another athletic competition in book 10, before the
dénouement of the novel: he must then win a competition with two savage animals, a

horse and a bull, and thereafter with an Ethiopian giant; his strength and address appear

31 étoublon 2007: 332.
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so extraordinary that King Hydaspes recognizes his superiority:

10.32, 3-4 : Mdc 6n o0V Bofic &mtL TouToLC Kot YeywvoTépac i TO mpdtepov UMoO Tod

A Bouc &pBeicnc, ouSE 6 Bacthelc Ekaptépncev GAN avAAato te tol Bpdvou kai

>3 Tfc dvdyknc<< é\eyev- >>0iov EvSpa kataBUeLy UTd ToD VOUOU TIPOKELTOL.<<
At this, with one voice, the people erupted into a clamor even more deafening than before. Even
the king could not restrain himself: 'O Destiny, what a man the law obliges us to sacrifice!"

It is clear that Heliodorus shows those athletic exploits as a reality, they are actually
accomplished by Theagenes. But the fact that Charicleia also is sometimes called an athlete,
and above all the constant reflexive dimension of the narrative give those competition
narratives a metaphorical echo: as Calasiris explicitely says, it is love that gives Theagenes
wings, and makes him a winner.

Until now, we analyzed well known metaphors like fire, war, athletism, that are found both in
the novels and in poetry, which may lead to conclude that the novel found in poetic tradition
an idiom and language able to put in words the love adventures encountered by its young
heroes. Other metaphors seem to occur more seldom, as well in novels as in poetry, but the
similarities that can be proved may still make us confident that the authors of the most

elaborated of the novels had a very good knowledge of the whole of Greek poetry.
Pirates and piracy

When writing Les lieux communs du roman, (Létoublon 1993) I felt that the frequency of the
theme of piracy in Greek novels might account for a general impression that they were
playing a metaphorical role. At that time, looking for proofs, | found 3 examples, one in
Daphnis and Chloe, two in Achilles Tatius. We may now quote more instances:

Achilles Tatius 6.22 0UT0OG Yp SvTwG Yéyové pov ANoTg ... i 82 LUETG TolabTa TOLETTE,
aAnBwvov ToUTOo TIELPATNPLOV.
"He [Sosthenes] is my principal despoiler. The rest were more moderate than you
two; none of them was such a rapist. Look at what you are doing: you are the real
pirates!

7.5 800 £€£duyec Anotnpla, T 8¢ tfig¢ MeAitng medOVEUKE OE ELpATAPLOV,
"You escaped from two gangs of cutthroats, but Melite's pirates have killed you."

8.5, otLkal év péoolg Anotais Euelve mapBevog kal Ttov péyav éviknoe Anotiyv, O@époavdpov Aéyw,
TOV dvaioyuvtov, Tov Biatlov.
... that even in the midst of bandits she remained a virgin, and conquered that great bandit, |
mean Thersandros the Shameless, Thersandros the Violent."

8.17.3 (about the youth who raped Kalligone, in Sostratos' narrative) ‘Lady, do not think me a common
criminal or cutthroat, for I am nobly born,a Byzantine second to none. Eros had made me act the role
of a robber weave this plot against you.'



11

Daphnis and Chloe 1.32 (after Daphnis escaped the pirates and the tempest) 'E&okeL 16 Aoutpov
glvaL Tiig Baddoong doPepwtepov- PuxnV ETtL Tapd Tolg AnoTal HEVELY, ola VEOC Kol GlypoLKog Kal
ETL AyvoQV TO €pWTOG AnoTrplov.

The bath seemed more terrible than the sea. He thought he must have left his life behind with the
pirates —for he was young and a country boy and still ignorant of the piracy of love.

We may add Chaireas and Callirhoe 7.7 Ndv dAn8@d¢ aixpodwtog eipe 'now | am actually a
prisoner', and refer to the analysis to be published with N. Boulic. Let us note here briefly the
frequency of remarks on the "truth” of the qualification brought by the metaphor, be it with
Anot- or with mepat-: Gvtwg, GAnBwov, aGinbag: it comes again and again in the text, and
precisely when it is not true, so that it stresses on the metaphorical use of the pirate.

Still looking for stronger evidence in favour of the initial idea due to an advanced student, |
eventually found two poems in the Greek Anthology: 12.144 by Meleager

Ti kAaieilc, ppevonctd; Tl & dypla td€a kal tolc

£ppupac Supuii Tapcov avelc mreplywy;

A P& Ve Kal c& Muickoc 0 8Ucpaxoc dppacty aibet;

Why weepest thou, O stealer of the wits? Why hast thou cast away thy savage bow and arrows,
folding thy pair of outstreched wings? Doth Myiscus, ill to combat, burn thee, too, with his eyes?
How hard it has been for thee to learn by suffering what evil thou wast wont to do of old!>?

and 13.198 by Maecius

KAaie ducekduktwe chlyxBelc xépac, akpite Saiuov,

KAole paia, ctalwv Puyotakii Sakpua,
cwdpocuvac LBpLcta, ppevokAOTe, Ancta Aoylcpod,

nitavov nip, Yuxdc tpadp’ ddpatov, Epwc.
Bvatoic pev Auclc €ctl yowv O coc, Gkplte, Secuoc:
Weep, thou wrong-headed god, with thy hands made fast beyond escape; weep bitterly, letting fall
soul-consuming tears, scorner of chastity, thief of the mind, robber of the reason, Love, thou
winged fire, thou unseen wound in the soul. Thy bands, O wrong-headed boy, are to mortals a
relase from complaint; remain fast bound, sending thy prayers to the deaf winds and watch that
torch3ghat thou, eluding all vigilance, didst light in men's hearts, being quenched now by thy
tears.

In the recent study written with N. Boulic, other texts quoted may give more strength to the
hypothesis. The main thing is that Meleager at least was probably known by the novelists,
more probably by Achilles Tatius, possibly by [Longus]. The sole attestation in Chariton

might show he was less impregnated with Hellenistic epigrams than the other two. Though it

was somehow unexpected, some instances of the metaphor even meet in Xenophon of

32 The Greek Anthology with an English translation by W.R. Paton, IV, Cambridge Mass., 1956.
33 Anthologia Graeca, Beckby, H. ed.,16.198.3. Translation W.R. Paton, Cambridge Mass.,1960 (The Greek

Anthology V, Loeb coll., 1960). The following epigram, 199, by Crinagoras, shows analog devices, beginning by
kal kAale kai otévade, but does not imitate the @pevoinctd of Meleager, twice recalled in Maecius' poem..
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Ephesus, for instance 3.10.2 Tig &pa Anotrg oUtwg EpwTikog, tva kat vekpdg Embuuron
oov;

'What pirate, he exclaimed, is so much in love as to desire your corpse and even take
your body away?'

We definitely did not meet the pirate metaphor in Heliodorus. But as we shall show with the
following case-study, the magnetic stone, he may have used metaphors without any formal
occurrence of the words themselves.

As a provisory conclusion, we note that the pirates and robbers as metaphors in the novels,
seem to come from the libraries rather than from reality: as Bing, Rosenmeyer, recently
Cusset in French have attested, Greek poetic tradition was a "Well-Read" one, and imitation
was a mark of distinction. The novel still more so since it incorporated the whole of Greek
poetry, and theatre too, as we will show in the following paper. The novels show how diverse
and even contradictory love may be, and uses several types of expressions for this diversity,
specially appreciating metaphors for their poetical potentialities.

Magnetism of love

Among the very rhetorical discourses held by one or the other of the male characters in
Leucippe and Clitophon, the long passage in book | already referred to was probably inspired
from the Platonician dialogues on the same subject of love (Symposion, Phaedrus,
Alcibiades). The fact that the narrative puts it in a dialogue between Clitophon and his servant
Satyros stresses the parodic echo to Plato. Anyway, the dialogue initiated in 1.16 develops the
following subjects as arguments in favour of love:

-peacock plumage

-birds, vegetation and even stones (1.17.1 émel Kol aUTOG £xEL TTEPOV, AAAQ KL EPTIETGDV
Kal puTtdVv, Eyw 6¢& Sok®d pot, Kal AiBwv. 'Since he too has wings, his influence on them
(birds) is no surprise, -but say rather, even by reptiles and plants, and if you ask my
opinion, even by the stones.")

-palm-tree (1.17.3-5)

-male river Alpheus and (female) spring Arethusa (1.18.1-2)

-viper and moray (1.18.3-5).

The example of the stones (1.17.2) as subject to love is consciously paradoxical: stones are
usually as metals a paradigmatic instance of insensibility, inflexibility (for Homeric Greek

and later, see Létoublon-Montanari 2004), but the dialectical rhetorics of Satyros shows them
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as moved by love. Actually, the plural use of leaves place AiBwv to the singular Aibog in the
following sentence:

¢pa yolv 1) Mayvnola AtBog tod odnpov: kav povov (8n kat Biyn, mpog  avtnv
ellkvoey, WoTEP EPWTIKOV EvBov €xovoa TOP. kal un TLToUTO €0tV €pwong AtBov
Kal Epwpévou oLdnpov GpiAnuw;

There is a stone of Magnetia that has a strong desire for iron. If she but sees and
barely touches a piece of iron, she draws it to herself, as if by the power of an erotic
fire within. This is a marvelous kiss between erotogenic stone and erotopathic iron.

Thus the Magnetic stone is supposed to prove that even the stones 'feel’ the effects of love.
The history of this metaphor is not easy to follow. Two passages in Plato may give us a
first key for an interpretation. Of course, only the second passage may imply that it is a
poetic device. Once more, a metaphor is used that is in no case drawn from pragmatic
experience of the characters, but from a long story, probably scientific at the beginning:
some stones draw iron to themselves —as science may prove it occurs because they entail a
certain proportion of iron— and this fact known from early time gave birth to realistic
constatations on some properties seen in the nature, as in a passage of Plato, Timaeus 80c
Kal 61 kal Ta Tédv USATWY TAVTA PEVPATA, £TL 8E TA TOV KEPAVVDV TITOUATA KAl TX
Bavpalopeva NAEKTpwV TePL THiG EAEeWG Kal TGV HpakAeiwv ABwv, TAVTWVY TOUTWV 0AKT eV
oVK £0TLv 008evi TTOTE, TO 82 KEVOV lval undEv TepLwBETV Te avTd Tadta eig BAANAQ, TO TE
SlakpLvopEva Kal CUYKPLVOEVA TIPOG THV aUT@V SlapelBopeva £5pav Ekaota tEval Tavta,
ToUTOLG TOTG TAbN Aoy TTpoG AAANAa cupTAexBeloy TEBaUpATOVPYNHEVA TH KATX TPOTIOV
ntobvTtL @avnoeTal

Moreover, as to the flowing of water, the fall of the thunderbolt, and the marvels that are observed
about the attraction of amber and the Heraclean stones,-in none of these cases is there any
attraction; but he who investigates rightly, will find that such wonderful phenomena are attributable
to the combination of certain conditions-the non-existence of a vacuum, the fact that objects push
one another round, and that they change places, passing severally into their proper positions as they
are divided or combined. (online transl. Elpenor website)

The second passage is in the lon 533¢-534 Kati 6p®, ® "Iwv, kai épxoBai yé oot &mo@avovPevog &
Bot Sokel ToUto elval #oTLyap Toito Téxvn Bév ok OV tapd ool ept ‘0B pov € AéyeLv, & vuv
o1 €Aeyov, Bela 8¢ SUVALLS 1) o€ KWVET, MoTep év Tfj AlBw T1jv EVpmtidng Bev Mayvijtv
wvolaoev, ot §¢ ToAlol HpaxAeiav. Kai yap avtn 1) AiBog 0¥ Bovov avTovg Toug SaKTuAloUG
dyel Tovg o18npoiig, dAAX kol Suvaliy évtifnot Toig SaktuAiog Kot ad Suvachal T TOV
ToUTO TOLEWY OTEP 1) AlB0G, GAAOUG dyely SakTuAioug, WO T éviote OpBabOG Bakpog Tavy
onpiwv kat SaktuAiwy €& AAAMAWVY ipTNnTaL: TtdoL §& ToUToLS € kelvng Tijg AlBov 1) SUvalig
aviipmtat oUTw 6¢ kai 1) MoUoa évBéoug ey ToLel ad T, 51 §€ T@V EVOEWwV TOUTWV GAAWY
évBovaolalovtwy 0pladog EEapTatal mavtes yap ol Te T@OV EM@V montal ol dyadoi ovk €k
TEXVNG GAN” évBeol BvTeG Kal KaTexOFevol TavTa Tadta Td KaAd Aéyouat o Bata, kat ot
PedoTolol ol dyabol ®oavTwg, MaTEP ol KopuPBavtidvteg oVK EBppoves Gvteg dpxoDvTal,
oUTw kai ol BeAomolol ok ERlppoveg BVTeG TA KaAX FEAN Talta toloDoLy, GAA’ £mteldav
£RB®Oow gl TV apBloviav kai eig TOV pubEGY, Bakyevovaot kal katexdllevol, Wotep ai Bakyal
dpvovtal ék TéV Totaldv BEAL kal ydAa katexdBevat, €Bppoveg 82 oDoat ob, kai TGV
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FeAoTol®dv 1) Yuyn tolto épydletal, OTep aUTol Ayouat Agyouot Yap SnimouvBev pog 126G ol

TomTatl 0Tt dmo kpnvwv BedppUtwv Ek Movo®v KNTwv TV®V kal var®v Spemdlievotl ta BEAn

NEv @épovov dotep al PEALTTaL, kal adTol oUTw TeTdlevol: kai dAN61] AgyouotL
SOCRATES: | perceive, lon; and | will proceed to explain to you what | imagine to be the reason
of this. The gift which you possess of speaking excellently about Homer is not an art, but, as |
was just saying, an inspiration; there is a divinity moving you, like that contained in the stone
which Euripides calls a magnet, but which is commonly known as the stone of Heraclea. This
stone not only attracts iron rings, but also imparts to them a similar power of attracting other
rings; and sometimes you may see a number of pieces of iron and rings suspended from one
another so as to form quite a long chain: and all of them derive their power of suspension from
the original stone. In like manner the Muse first of all inspires men herself; and from these
inspired persons a chain of other persons is suspended, who take the inspiration. For all good
poets, epic as well as lyric, compose their beautiful poems not by art, but because they are
inspired and possessed. And as the Corybantian revellers when they dance are not in their right
mind, so the lyric poets are not in their right mind when they are composing their beautiful
strains: but when falling under the power of music and metre they are inspired and possessed; like
Bacchic maidens who draw milk and honey from the rivers when they are under the influence of
Dionysus but not when they are in their right mind. And the soul of the lyric poet does the same,
as they themselves say; for they tell us that they bring songs from honeyed fountains, culling
them out of the gardens and dells of the Muses; they, like the bees, winging their way from flower
to flower. And this is true. (same transl.)

The Magnetic stone receives in Greek several denominations (Magnesia, Magnetis, but also
Herakleia, Lydian...) which does not make the task easy. We undertook a research on the
TLG with this plurality in mind, but we do not pretend it is achieved.

The second passage in Plato's lon refers itself to Euripides, with two of those denominations,
thus considered synonyms: this fragment (567.2 Nauck) mentioned a "divine power" (0sia 8¢
Suvalig) which might reveal the deepest lay of meaning of the metaphorical use of this stone.
Other tragic fragments may also be mentioned (Aesch. Fr. 326a, Soph. Fr. 800.1) where the

erotic meaning is more or less clear.

The metaphor in Plato's lon aims to define how poetic inspiration works, drawn up to the
sublime heights by an invisible strength and power which acts like the Magnetic attraction. It
is not a metaphor for human love. Unhappily we do not possess any context for the Tragic
fragments. But it does not seem too audacious to suppose the metaphor could account for a try
for defining love and passions, that eternal move of tragic plots.

Once more, at least one epigrammatic poem in the Anthology attests it, AP 12.151

Ei &8’ ¢018mv, » Eglve, TupLpAékToloL TdBoLoLY

OVK é8aung, Tévtwg fj 006 1) AiBog &l.

Stranger, if you sawest somewhere among the boys one whose bloom was mst lovely,
undoubtedly thou sawest Apollodotus. And if, having seen him, thou wast not
overcome by burning fiery desire, of a surety thou art either a god or a stone.
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And 12.152

Mayvng ‘HpakAeitog, €pot mobog, oUTL 6idnpov

[TEtpw, mvebpa 8 €nOvV KAAAEL EQEAKONEVOG.

Heraclitus, my beloved, is a Magnet, not attracting iron by stone, but my spirit with
his beauty.

Those metaphors —as well piracy as magnetism— meet in a novel written by an author well-
read, but not enough to know how he could mask or cover his literacy, as Achilles Tatius
appear to my opinion.We suppose Heliodorus had an equivalent knowledge of literature as
Achilles Tatius or [Longus], but he was more subtle and able to express this type of
metaphorical images directly through his narrative and the events his characters happened to
meet with, without needing to use such theoretical discourses about love like those exposed
by Clitophon and Satyros, neither such episodes as Daphnis escaping the danger of piracy and
comparing it to that of love, which he feels a stronger épreuve than the real pirates.

In the Ethiopica, the metaphor of piracy is not formally developed, but the competition
between two gangs who see the first scene opening the novel with sun light shining over the
sea and cost in Egypt might be one of the devices suggesting it. Later, the revelation of the
chief of the brigands Thyamis as a priest, Calasiris' son, and his replaying of the fight fought
by the enemy-brothers under the Theban wall might be another one.

Neither the metaphor of magnetism is formally attested in the text. We nethertheless think it
explains the "divine" attraction felt by Theagenes towards Charicleia and reversely. See their
first encounter as narrated by Calasiris:

Eth. 3.5,4 xai ét1 0Tov 1) Puxr) kal ovyyeveg dvwBev ToTg £pyols £miotovBeda: 0FoD Te yap
AAANAOUG EDPWV Ol VEOLTIPpwV, WOTEP TG WUXTIG £K TTPWTNG EVTEVEEWS TO OFoLOV
€MLyvouom S Kal Tpog To Kat agiav oikelov tpoadpallovong.

And in that instant it was revealed to us, Knemon, that the soul is something divine, and partakes
in the nature of heaven. For at the moment when they ser eyes on one another, the young pair fell
in love as if the soul recognized its kin at the very first encounter and sped to meet that which was
worthily its own.

The Platonic tone is self evident, and the words may be compared to several passages in the
Phaedrus, in the Symposium and the Alcibiades. The "divine" mediation between the souls make the
difference in the Symposium between the famous image of two halves of the same egg looking for
each other coined by Aristophanes and the metaphysical view held by Diotima, although people often
guote Aristophanes' image as if it were Plato's very view. If we take into account the magnetic
metaphor also met in Plato's ceuvre, it can be said that love is a first instance of the divine attraction
similar to the magnetic one, seen in natural phenomenas. The lon goes further, and uses the metaphor

for the still higher theme of poetic inspiration, but the image of love probably driven from tragedies



16

remains as if former uses were felt when the Euripidean quotation is alluded to.

In the Ethiopica too, the strange impression of a text expressing more than the words themselves do
mean might be explained by the extraordinary cultural density of the text: Heliodorus seems to have
read and swallowed the whole of Greek literature so that he may allude to many other texts at once,
without any heavyness. Anyhow, a similar feeling of a metaphor present without being explicitely
expressed is found in Apuleius in the tale of Cupid and Psyche, which is also visibly inspired by the
same Platonician echoes than the Ethiopica (see particularly Met. 5.21-23), though Psyche and Eros

eventually fail in their relation on a material plane.**

Greek love poetry, from Sappho to the Hellenistic epigrams, was an important part of the literary
paideia the novelists possessed and sometimes displayed through several allusions, we probably did
not explore it but partially. Some parallels between Achilles Tatius and Longus particularly lead
toward this hypothetis. In Heliodorus, actual quotations seem somehow "deleted", but the deep
impregnation of this poetical culture, mixed with a Platonician or neo-Platonic inspiration gives his

novel an intense poetical atmosphere.

% Similar Platonic echoes may be seen in Achilles Tatius and even in Xenophon Ephesius,

which seems to imply the theory of Love was not especially learned. It is possible that some
of the novelists did not knew the Platonic texts, but only summaries available for a schooling
use, as for instrance Alcinoos' Didaskalikos (Whittaker-Louis 1990, § 23 on philia and eros).



