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SUMMARY

The only extant work of Colluthus, an Egyptian epic poet from the late fifth century
AD, is an epyllion in 394 hexameters entitled The Abduction of Helen. His poem has been
interpreted as a product of late antique rhetorical affectation and stagnation, lacking
in vigour and originality. The objective of this dissertation is to situate Colluthus
within his cultural, literary and philosophical context and to provide a new appraisal
of his work employing current interpretative perspectives. The dissertation also
identifies new models (notably Claudian) and assesses the influence of contemporary

education, genres and art forms on the poem.

Chapter 1 (“Colluthus in His Context”) sketches the socio-historical context in which
Colluthus was active, the Egyptian Thebaid under the Emperor Anastasius. It discusses
contemporary genres and models, the Imperial approach to culture, and the features
that make the period between late fifth and early sixth century an era of transition. In
addition, the chapter surveys the so-called epyllion tradition from the Hellenistic
period to late antiquity and explores key aspects of late antique poetry such as its

classicizing aims and pragmatic and performative dimensions.

Chapter 2 (“Colluthus and His Models”) analyses the models and genres with which
Colluthus engages in a number of sections of his poem, namely the proem and the
characterizations of Paris (bucolic poetry), Eris (epic) and Aphrodite (invective). It is
argued that Colluthus not merely aims to fulfill the expectations of a late fifth century
AD audience but also constantly surprises with unexpected twists and moves. A close
reading of the poem shows that Colluthus has a predilection for genres that were
highly popular in his time (such as invective), and that his poetry is influenced by

rhetorical exercises.

Chapter 3 (“Colluthus’ Visual Epyllion”) engages with the poet’s strong emphasis on
visualisation. After a review of scholarship on visuality and ekphrasis, the visual
aspects of the poem, including language and philosophical implications of the erotic

gaze, are analysed through two case-studies, the descriptions of Paris’ journey to
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Sparta and of the meeting of Paris and Helen. In addition, the chapter explores the
poem’s visuality in light of contemporary reading and performance practices. It is
argued that Colluthus’ ekphrastic epyllion shows a remarkable affinity with late
antique pantomime, which raises various questions, among them that of whether

Colluthus’ poem could itself have been presented in a stage setting.

Chapter 4 (“Colluthus’ Polyphonic Epyllion”) explores questions regarding voice and
perspective (or focalisation). It argues that the use of narrative techniques such as
audience addresses and direct speech breaks the fiction of the narration and they are
employed by Colluthus with the twofold programmatic objective of revealing his craft

and engaging with his audience in evaluations of his characters.

The Conclusion draws together the findings of the preceding chapters in an overall
evaluation of the poem, drawing a picture of Colluthus as a poet of his time and
rehabilitating the Abduction of Helen as a representative and significant product of the
complex cultural world of the late fifth century AD. This opens up new questions for
further research, such as the balance of Christian and pagan culture within Colluthus’

text, and the role of irony in late antique epic.

iv



ACKNOWLEDGEMENTS

I have been privileged to be awarded a Postgraduate Research Grant (‘Master and

Back’) by the Region of Sardinia to write this thesis.

The research for it was conducted primarily in the Department of Classics at Trinity
College, Dublin. It has been a great pleasure to discuss my work with everyone in the
Department. I am grateful in particular to my supervisor, Dr Martine Cuypers, whose
expertise in Greek literature has guided this thesis throughout its three and a half
years of gestation; to Professor Anna Chahoud for her academic advice and friendship;
to Dr Ashley Clements for his invaluable feedback on Chapter 3; and to my ‘roommate’

Dr Adam Marshall for his continuing interest and feedback.

I am also greatly indebted to Dr Fiona Haarer of King’s College London for her help
with late antique sources and bibliography, and her tireless guidance and support
throughout the research process, and to Professor Tristano Gargiulo of the University

of Cagliari for his expert advice and his precious friendship.

This thesis has furthermore benefited from discussions with my colleague Selga
Medenieks in TCD, whom 1 thank for her meticulous proofreading, support and
friendship. 1 also wish to express my gratitude to Dr Donncha O’Rourke of the
University of Edinburgh and Dr Aideen Carty and Dr Bridget Martin of University

College Dublin for reading, and commenting on, chapters along the way.

Dublin, December 2013

Cosetta Cadau



to Oran

vi



CONTENTS

Convetitions anel A BIEiatione oo ot i bbbl SRR viii
05 €0 1o 1005 1) NSO ST o S SIS SRS s DR N SR Bl oy 1
Chapter 1: Colluthus in His CONEXE ...uvureermereeeiciercieicieiseieiviciisisississassasisssassanens 5
s IR 1 g K 7 R e g PSSO SR ST 5
2. Litetary Culture af the Tine Of ABESIARIS ...ccunvmmmsissesamssnssmsssomasisnss 8
3, JColluthiusand the Exyllion TEAGIIGH wesmampanmanmsammesamosmesmss 19
Chapter 7: Colluthns 20d S MOHEK s bomsmmanmi 3
g B Tarc T 7= R U N S —— 32
2. BIEPIC BV oimmvmmrsssnsosn s i s s s ey isss s Ko s v A TR RSP 66
3 "ARIETUIEE 8 AR o R G T SR S 76
Chapter 3: Colluthus’ Visual Epyllion .......ccceeeuemeeiniceeinicisieecsieceieciecsiceis e 108
1. - Vsl I LTSRN o smmmsseiosmirmmssmimatnsas s s ssiss 109
2. Colhthns’ Visual Tarmiliolony scssssmsssmnasnosommmasibnmesonsms 114
3. Description of Characters’ Gestures and Appearance .............ocoeeeeerereerirenennes 123
4. Visual Power and its Impact on the Characters ..........oeeceevevevvucvcrseucracnnnes 136
5. The Abduction of Helen and Pantomime ...........cceeeuveuremeureuneseureeuneusiseuneasisenennens 169
Chapter 4: Colluthus’ Polyphonic Epyllion ........c.cceeeeeureveineueieincciscicisceicircnsieicnnes 193
1. The Narratology of Colluthus’ Abduction of Helen ............ccceeveevevvervcercrscrrerscunnee. 196
2. AUCEOTIAl AAATESSES ..cvevveverrerreraserernrsrirneasesseaseasesssesasssssssesssssessessessessassasssssesses 205
3. Characters’ AAAIESSES ......ccccermemrmsemmrearessessessessusesssasssssssessssssssussessassassasssssonses 215
4, Direct Speech, Psychology and Evaluation of Characters ........coc.cccoveuevurernncen. 223
CONCIUSION ettt 231
BIBLIOZIAPIY covvveieiieiieirtsrisesie ettt 244

vii



CONVENTIONS AND ABBREVIATIONS

All editions of Colluthus used in this dissertation are listed in the bibliography.
Livrea 1968a, Orsini 1972 and Mair 1928 have been systematically consulted.
Quotations primarily follow Mair 1928 but alternative readings and conjectures

from other sources are noted as appropriate.

All translations are my own except where otherwise stated.

Abbreviations for classical authors follow the conventions of LS], but some have

been expanded (e.g. ‘Aesch.” instead of ‘A., ‘Ap. Rh.” instead of ‘A.R.).

Abbreviations for journals follow the conventions of L’Année philologique.

Abbreviations for collections of texts and works of reference:

LIMC H.C. Ackermann and J.R. Giseler (eds.), Lexicon Iconographicum Mythologiae
Classicae (Zurich 1981-2009).

LS] H.G. Liddell and R. Scott, rev. by H.S. Jones and R. Mackenzie, A Greek-
English Lexicon (Oxford *1996).

PMG D.L. Page (ed.), Poetae Melici Graeci (Oxford 1962).

RE A. Pauly and G. Wissowa (eds.), Realencyclopadie der classischen Altertums-
wissenschaft (Stuttgart 1894-1980).

viii



INTRODUCTION

Non-specialists will find little to entice them to read the Abduction of Helen, an epyllion
by the late fifth-century AD Egyptian poet Colluthus. The English translation in Mair’s
Loeb edition (1928), replacing the version of Sherburne (1651, sic), is by now outdated.
The Italian edition of De Lorenzi (1943 and 1946) maintains some now untenable
theories about the unoriginality of the proem, as argued by Livrea (1968ab and 1968)
and later by Orsini in his sparsely annotated Budé edition (1972). More recently,
Ferndndez Galiano published a more up-to-date translation in Spanish (1987), but
without a commentary.

Livrea’s edition offers the only full commentary on the poem to date,’ but this
is largely restricted to philological matters and makes no attempt to elucidate the
poem’s place in the literary tradition and its relationship with, for example, the novel,
rhetoric and the output of other late antique hexameter poets. Orsini includes an
introduction which highlights some of Colluthus’ models, but makes no serious
attempt to interpret the text as a whole or to link it to the cultural background of the
late fifth century AD. A long debate’ was spurred by the publication of Livrea’s edition,
in which Giangrande (1969) first read Colluthus’ poem through the lens of irony.’
Although Livrea (esp. 1991) dismantled some of Giangrande’s re-evaluation of our
poet as anachronistic, the general thrust of his interpretation has unquestionably led
the way to a new reading of the Abduction.”

Studies of Colluthus’ Abduction of Helen were limited to a handful of articles
until recently: scholars have been interested in Colluthus’ meter (Minniti-Colonna
1979, Nardelli 1982), and in his re-elaboration of epic models (James 1969 and 1981,
Giangrande 1975), but little effort has been made to contextualise the poem by

looking at contemporary literature (the Christian tradition, panegyric, epic poetry,

Kotseleni 1990 follows Livrea and makes modest contributions to the discussion.

For a summary, see Magnelli 2008, 151; also Paschalis 2008, 136.

See Magnelli 2008, 166 and Paschalis 2008, 147.

Livrea 1991, 561-2 revisits the passages that Giangrande had reinterpreted in an allusive way and
re-establishes his position, already set out in his edition of 1968, that Colluthus did not reach the
poetic quality of Nonnus, whom he passively recycled. Giangrande responded again in 1974 and
1975a, but these papers add little to the discussion.

O T
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theatrical performances, ekphrasis and rhetorical works) or by considering the
possible relevance of its cultural, religious and philosophical background.

In recent years, however, Colluthus has attracted more scholarly attention:
Palmisciano (1995) worked on the role of persuasion within the epyllion, followed by
Rocca (1995) and Williams (2001); Hollis (2006) and Ambuihl (2010) contributed to an
understanding of the criteria employed by the poet in choosing his sources and
models; and Harries (2006) read Paris’ role within the epyllion as symbolizing the end
of the pastoral era. New models have begun to be identified, for instance for
Colluthus’ description of Aphrodite’s hair (Matthews 1996 and Livrea 2000). In a 2008
fascicle of Ramus focusing on later Greek poetry, Magnelli, Paschalis and Prauscello
made a significant contribution towards an understanding of the relationship
between Colluthus’ epyllion and other literary genres.

Against this background my dissertation aims to provide a series of studies of
Colluthus’ epyllion that situate his poem within its socio-historical and literary
context, and that explain his engagement with contemporary and earlier literature
and ideas. No previous attempt has been made to reconcile the Egyptian-Christian
context of the poet with his work in Greek about classical and pagan topics. Until
recent years Colluthus has been interpreted as a classicizing poet who wrote about
pagan topics in late fifth-century Egypt. This reading is limited and superficial as it
does not take into account that Colluthus composed in a heavily Christianised
intellectual context, in which Neoplatonism also played a key role.

My objective is to contextualise Colluthus’ work and to investigate whether it
is possible to see late antique Egypt in his poem. Some of the relevant questions are
whether he writes about topics and in modes that were current at the time, whether
he shares his contemporaries’ literary and artistic tastes and cultural preoccupations,
whether he is familiar with the works of contemporary poets, whether he engages
with them on a linguistic level, and how he interacts with his educated audience. The
answers to these questions are not always straightforward, as we are dealing with a
complex environment: many cultures and languages coexisted in the Thebaid at the
time, and late poetry is by nature the complex product of centuries of literary
tradition and canon formation and renegotiation. Fresh interpretations are found in

the approaches to previous material, so as methodologies for my research 1 employ



intertextuality as well as analysis of narrative techniques, focusing especially on

contemporary models.

The first step in contextualizing Colluthus’ poem is to reconstruct the historical and
cultural environment in which the poet was active, the Egyptian Thebaid under the
Emperor Anastasius, with his contemporary fellow poets, some of whom held
positions within the imperial court and composed literature on commission. This is
the aim of my first chapter (“Colluthus in His Context”), in which I also consider the
role played in late antiquity by rhetoric, performance and poetry and how these
constituted the foundation of any individual’s preparation to become a public speaker
or intellectual. At the end of the chapter, 1 examine the features of the so-called
epyllion tradition to assess Colluthus’ place within it. This analysis shows that, while
the Abduction conforms to the time-honoured conventions of short narrative poetry, it
also embraces other elements and features that connect the poem closely to the
literary models and manners of the time.

Models and genres that Colluthus employed in selected scenes, namely the
proem and the characterizations of Paris, Eris and Aphrodite, are surveyed in the
second chapter (“Colluthus and His Models”). Contemporary and previously
unidentified models such as Christodorus, Musaeus and Claudian are assessed here,
with particular focus on Neoplatonically inspired poems such as Claudian’s
Gigantomachy and the works of Christodorus that survive as Book 2 of the Anthologia
Palatina. My argument is that Colluthus was not slavishly following in the footsteps of
his predecessors and peers, but that he employed the tradition creatively to suit his
own objectives, for example, to proclaim his poetics and to surprise the expectations
of his late fifth-century AD audience. A close reading of selected passages reveals that
Colluthus’ poem reflects genres that were highly popular in his time (such as
invective) and that rhetorical exercises such as ethopoiiai have also left a clear mark.

This raises interesting questions regarding the performative dimension of late
antique epic in general and the Abduction of Helen in particular, which I discuss in my
third chapter (“Colluthus’ Visual Epyllion”). Here I focus on the visual impact of the
poem, arguing that it is structured as a series of picturesque scenes. Proceeding from
a survey of visuality in late antique literature to a philological analysis of visual

terminology in Colluthus’ epyllion, I argue that the Abduction reflects the hunger for



visuality which is typical of late antiquity, in the form of influences of the figurative
arts, the ekphrastic tradition, public speaking and theatrical performances. In this
chapter I also explore the possibility that these influences may suggest an alternative
occasion for Colluthus’ epyllion, in the context of pantomimic performances, the
popularity of which under Anastasius is also assessed.

Chapter four (“Colluthus’ Polyphonic Epyllion”) surveys some of the narrative
devices employed by Colluthus and attempts to explain why he presents his story as
he does. I consider whether notable techniques employed by Colluthus occur in his
models and, where they do, I compare their objectives. Addresses to the audience and
other narrative devices break the fiction of the narration and disclose the mediation
of Colluthus the narrator. I argue that this and other narrative features contribute to
achieving the twofold objective of enhancing the theatricality of the epyllion and
allowing the author to engage closely with his audience in evaluations of his

characters.

The exploitation of traditional models and narrative techniques to suit (and thwart)
the expectations of a late fifth-century AD audience, the obsession with visuality, the
influence of other contemporary art forms such as ekphrasis and performance, the
training received by scholars and public speakers are all elements that need to be
considered if one is to fully understand the significance of the Abduction of Helen as a
literary and cultural artefact in its historical context. In my conclusion, I examine the
wider implications of these factors for late antique epic (for instance, the role of Latin
models and of Neoplatonism), focusing especially on aspects which may provide
further insight into Colluthus as a poet under Anastasius but which cannot be

explored in full in this dissertation.



CHAPTER 1
COLLUTHUS IN HIS CONTEXT

Colluthus, as a poet of the late fifth century AD, fits in with the late antique literary
context, and his poetry features the characteristics also shared by contemporary
poets. Much attention has been devoted to date to the re-elaboration of epic tradition
as a means to demonstrate his alleged lack of originality, but no attempt to
contextualise has been made. This exercise leads to a better understanding of the
literary taste of the time, and how models were employed to achieve originality not
necessarily through content. In this chapter, I first review the available information
about the poet’s life, and then I explore the cultural and literary environment in
which authors such as Colluthus operated, in order to understand the dynamic variety
of his literary context. The cultural and literary life of late fifth-century
Constantinople, which has Anastasius’ court at his centre, offers a wide range of
genres and trends which feature in some form in the Abduction. Reconstructing the
cultural environment of the capital, where Colluthus may have been active, will help
in situating his work within the network of contemporary poetry. Finally, I attempt to

find Colluthus’ place within the epyllion tradition.

1. Colluthus’ Life

The information available on Colluthus is scarce. The Suda (k1951) lists him as follows:

KéAovBog' AvkomoAitng, ©npaiog, £momoids, yeyovwg £mi t@v Xpdvwy PactAéwg
‘Avaotaociov. Eypaye KaAlvdwviaka év PipAiowg € kal Eykia O Endv kal [epoikd.

Colluthus, from Lycopolis, in the Thebaid, epic poet, who flourished during the time
of emperor Anastasius. He wrote Calydoniaca in six books, encomia in hexameters, and
Persica

Another Biog of Colluthus, included in codex Ambrosianus Q. 5 (gr. 661), and the

UnéBeoig included in other manuscripts, depend directly on the Suda. The spelling of



the poet’s name has been subject to discussion.' The Suda and the Ambrosianus give it
as KéhovBog but other manuscripts® write KoAAovBog, which has generally been
preferred by scholars® on the basis of papyri and ostraka and other arguments.*

Lycopolis, a semi-Hellenized city on the western coast of the Nile, in the
Thebaid region of Egypt, was about 100 km north® of Panopolis (the hometown of
Nonnus, Cyrus and Pampreius), and is today called Assiout or Asyut. Its location at a
crossing-point for caravans through the Libyan Desert® made Lycopolis a wealthy
town and it enjoyed some form of cultural reputation, since it is defined as
Aaumpotdtn in a papyrus from 569 AD’ and its inhabitants are called evbAvkomnoAitat in
a slightly later text.® It was also the hometown of Neoplatonic philosopher Plotinus
(205-70 AD).

Colluthus reached his akur} during Anastasius’ reign, between 491 and 518.
Orsini, De Lorenzi and Mair accept this meaning for the yeyovwyg of the Suda.” If we
accept that most poets between the fourth and the sixth century wrote their main
works in their thirties, we may tentatively place Colluthus’ year of birth between
circa 460 and 470. Since Anastasius’ reign lasted 27 years, if we assume that Colluthus
was alive for the full duration of the emperor’s rule (if Colluthus was dead at the time
the Suda was compiled, the compiler would presumably have recorded it), the terminus
post quem should be around 460: if we go by this assumption, the poet would have been
311in 491. An earlier year of birth seems less likely, based on the fact that, if we assume
that Colluthus was much older than 31 at the beginning of Anastasius’ reign, the Suda
probably would not have referred to his axun.

None of the works by Colluthus mentioned in the Suda has survived. The topic
of the Calydoniaca was the myth of Meleager and the Calydonian boar hunt. Livrea™

suggested that there may be an indirect reference to this work at lines 47-8 of the

For a comprehensive summary, see Schneider 1866, 404.

Livrea 1968a, XI.

Unger 1841, XVIII; Bernhardy 1877° 401; Parthy 1864, 48.

For example, Pap. Ox. 2245.4; for further instances, see Livrea 1968a, XI n. 2.

Its geographical location is clarified by Ptolem. 4.5, 62-3, Itin. Anton. 157, Cusis M.P. 24, Lyco M.P. 36,

Hierocl. Synekd. 731, Steph. Byz. s.v. AvkomoAig Tabula Peutingeriana ed. Dejardins, Segm. 8 B.2;

AvkomoAitng appears in Strab. 17.1.40, Plut. De Isid. 72, Clem. Alex. Protr. 34.7, Suda s.v. TIAwTivog.

¢ Orsini 1972, V.

7 Pap. Cair. Masp. 67163.8 and 67309.6.

®  Pap. Cair. Masp. 67068.

°  Based on Rohde 1878, 163 and 219.

1 Some example, Pampreius, born in 440, wrote the Toavpikd about events of 476, between 476 and
484 (the date of his death), so in the period of time when he was 36 to 44; Olympiodorus of Thebes,
born in 380, published his historical work in 440, when he was 40.

1 Livrea 1968a, XII n. 5.
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Abduction of Helen, the model of which is II. 9.568-81, where Meleager’s mother shakes
the ground invoking a punishment for her son from Hades and Persephone. Although
we do not possess any information regarding the subject of Colluthus’ encomia, we
may presume they revolved around Anastasius, given that the emperor’s military
achievements were also the topic of the Persica. This work was probably centred on
Anastasius’ victory over the Persians in 506."

The only work by Colluthus that has survived is the Abduction of Helen (‘Apmayn
‘EAévng),” not mentioned in the Suda. The question why the Suda does not mention
the epyllion has led to a number of hypotheses over the centuries. Van Lennep, for
example, long ago suggested that two poets named Colluthus existed.” Later, a
secondary debate arose regarding whether the poet Colluthus was the same person as
the fourth-century martyr Colluthus (&yiog pdprug K6AAovBog) who is mentioned by
Palladius.” De Lorenzi'® suggested that the Abduction of Helen is merely a fragment of a
much larger poem entitled Antehomerica, which the poet would have left uncompleted
at the time of his death, and which was subsequently published by a scholar, prefaced

7 who ultimately

with an apocryphal proem. This theory is dismantled by Livrea,’
embraces the dating of Weinberger,” according to whom the Onomatologos, one of the
sources of the Suda and the work of Hesychius of Miletus (a contemporary of
Colluthus), was published before the Abduction of Helen. This would imply that the

Abduction must be dated after the Calydoniaca, the Encomia and the Persica.

' Cameron 1982, 236-7.

Y Some manuscripts have Apmayr thg ‘EAévng, but Livrea 1968a, XII n. 6 rejects this form as
Colluthus in his poem never uses the article with proper names, with the only exception of 284 ¢ 8¢
AdpSavog x A1OG eV, which is justified by the model, ® 189 6 & &p’Alakdg &x A1dG Rev.

" Van Lennep 1747, XIX.

¥ Pallad. Hist. Laus. p. 154.9 Butler.

' De Lorenzi 1929, 39-40.

See Chapter 2.

' Weinberger 1930, 1473-5; Livrea 1968a, XIII-XIV.



2. Literary Culture at the Time of Anastasius

Colluthus lived under Anastasius I, who reigned between 491 and 518.% This time saw
a number of external conflicts® and reforms (see below), but also a vast and
variegated literary production. I will focus here on some aspects of the historical
background of the time which define the imperial approach towards cultural and
literary life,” before discussing the literary panorama of the time.

Internally, social riots, which pitted the factions” of the Greens/Reds
(representing the lower classes and Monophysites) against the Blues/Whites (rich
orthodox landowners),” developed from festivals in which sport and theatrical
performances such as mime and pantomime took place. They began in 491 and
culminated in 501 during the Brytae festival: on this occasion the stage collapsed, and
one of Anastasius’ sons was among the 3,000 dead. At the time, mime, which was
supported by Procopius and Choricius of Gaza, was tolerated, but pantomime was
opposed by the Church. The measures taken to clean up the spectacles resulted in a
ban on the gladiatorial fights (venationes) first in 499, and then on pantomime shows in
502. This last ban confined the factions (and the popular charioteer Porphyrius) to
hippodromes, in the hope of containing the rioting element of their audience,” but
disturbances continued until the Nika riot in 532.”

Many scholars consider Anastasius’ time an era of transition,” mainly because
the tension between Christianity and paganism came to a peak in the sixth century,
and this emerged, among other aspects of social life, and this also emerged in the
cultural and literary environment. Anastasius surrounded himself with educated men,
and he was known as a promoter of literary endeavour at the Imperial court and its
provinces.” John the Lydian (an administrator and writer on antiquarian topics, born

in 490) recalls, as a pleasant memory, that his career went faster under Anastasius,

¥ He succeeded Zeno (474-491), and was succeeded by Justin (518-527) andjustinian (527-565). See
Allen and Jeffreys 1996; Swain and Edwards 2004; Bagnall 1995 and 2007; Haas 1997; Nicks 2000;
Haarer 2006.

% The war against Sassanid Persia (502-506), the invasion of the Balkan provinces by Slavs and
Bulgars, the African war and the Isaurian war (492-497), all of which are covered by Procopius’
Historiai; Haarer 2006, 11-114.

2! Rapp 2005.

2 Liebeschuetz 1998; Greatrex and Watt 1999.

#  Haarer 2006, 224; Chauvot 1986, 166-71.

?  Haarer 2006, 223-9.

»  Greatrex and Watt 1999; Liebeschuetz 1998; Greatrex 1997; Cameron 1973, 239.

¢ Allen and Jeffreys 1996.

¥ Nicks 2000.



while he cannot say the same about his professional progress under Justinian; we can
assume his comment to be genuine and particularly valuable, as he did not write an
encomium for Justinian.

Priscian’s and especially Procopius’ panegyrics list the achievements of
Anastasius in times of war and peace:*® in particular, Procopius tells us of how he
abolished the chrysargyron® in 498, of his financial reforms,* and of his many building
projects.” Among the many men of letters at court, Turcius Rufus A. Asterius, consul
in 494, was also a poet; Leontius, praetorian prefect in 510, was also a law professor
and was later involved in the Codex Ilustinianus; Sergius, prefect in 517, was also a
lawyer, a writer, and a sophist; and finally Priscian, who was from Caesarea but was
active in Constantinople, was also the author of the Institutio de Arte Grammatica, which
became a popular Latin manual during the Middle Ages.”

Christodorus of Coptos’ activity at the court offers some insight into the
philosophical atmosphere at the imperial court: the poet’s Neoplatonic position is
manifested clearly in his monobiblos dedicated “to the pupils of the great Proclus”,”
composed probably around 485, year of the philosopher’s death. But Christodorus
was able to openly maintain his views also after he was hired by the emperor in 497,
as he employs some Neoplatonic terminology from the orphic oracles also used by
Nonnus in the ekphrasis of the statues of the gymnasium of Zeuxippus (AP 2. 398),* a
work commissioned by the emperor and composed around 503. Therefore it is

reasonable to assume that Neoplatonism was, if not embraced and promoted,

certainly accepted at Anastasius’ court.”

% In 494 Anastasius reformed the coinage; in 498 the collatio lustralis, a tax on craftsmen, was

abolished, while successful efforts were made to increase the efficiency of tax collection and

reduce the rates of land taxation. At his death he left behind a surplus of 320,000 lbs. of gold;

Haarer 2006, 7, 185-7 and 202-6.

The chrysargyrion was an unpopular tax, levied every four years on people of all ranks and on

animals, which was in force during the first 170 years of the Eastern Roman Empire. Libanius,

Zosimus and Evagrius report that it caused extreme hardship, claiming that parents were forced to

sell their children as slaves or prostitutes to pay the levy.

% Haarer 2006, 194-213.

' Haarer 2006, 233-45.

*  Dante puts him together with the sodomites in his Divina Commedia, Inf. XV 109. However, we have
no other testimony of this, and even Boccaccio expressed his surprise at Dante’s verdict, and
assumed he intended with his allegation to blame those who actually teach his doctrine. Others
think that Dante mixed up Priscian with a Priscillian, a heretic bishop of the fourth century.

*  Lamberton 2012.

¥ Tissoni 2000a, 37-44.

* 1 here follow the chronology of the works proposed by Tissoni 2000a, 20-3, who, on the basis of
comparison with the panegyrics of Anastasius by Procopius of Gaza and Priscian of Caesarea,
argues against Cameron’s date of 500 AD for the ekphrasis.
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The literary production of the fifth and sixth centuries is vast and ranges across a
variety of genres, which often blend together: the ekphrastic historical De Aedificiis by
Procopius of Caesarea also works as a panegyric of Justinian, while his Secret History
doubles as an invective against the same emperor and his court; Christodorus’ epic on
the Isaurian wars also fulfils the purpose of an encomium to Anastasius, and Paul the
Silentiary’s ekphrasis of Hagia Sophia contains encomia of Justinian and the patriarch
Eutychius. Recent scholarship has contributed to a better understanding of the
intricate connections between literary works and patronage.” I will summarize here
roughly by genre the authors who were active under or around Anastasius’ reign who
have a connection with Colluthus through their style or content; these aspects will be
discussed over the next chapters. My aim here is to understand the literary taste of
the time in which Colluthus operated, as well as surveying the environment in which
he may have possibly operated, Constantinople being one of the main cultural capitals

of the time.

a. Egyptians and Poetry

Between the fourth and sixth century AD, the concentration of poets in the Egyptian
region of Thebaid is much higher than in other regions. It has been argued by various
scholars” that it is not possible to join the poets who followed - more or less broadly-
the metric rules established by Nonnus in a “school of Nonnus”, on the basis that the
existence of such a school, or doctrine, cannot be demonstrated. It seems more
appropriate to speak of a “Nonnian style”, based on the definition of what those
metric rules involved.

What is the root of this exceptional passion for poetry among Egyptians?
Eunapius,” a sophist from Sardis from the fourth century AD, recalls how
Prohaeresius, a contemporary Christian teacher and rhetorician from Caesarea who
taught in Athens, was asked by the Romans to send over one of his pupils to teach in

Rome. The selected pupil was Eusebius®, from Alexandria, a student particularly

% Cameron 1965c, 1978, 2004; Rapp 2005; Jeffreys 2006; Miguélez Cavero 2008; Haarer 2010.

7 A comprehensive history of scholarship regarding the so-called school of Nonnus is included in
Miguélez Cavero 2008, Chapter 1, in particular 93-9 (about the more recent schools of thought on
the definition of “Nonnian style”); see also Gonnelli 2003, 7-8.

*  Eun. Vitae Sophist. 493.

* Eusebius may have been the brother of another sophist, Alexander, who had studied with Julian
(Suda A 1128). See Penella 1990, 89.
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talented at flattering influential people. Egyptians are said to be crazy about poetry,*
a popular cliché at the time, but also charlatans: atyvntialetv meant “to act like an
Egyptian, i.e. to be sly and crafty”. Zosimus uses the adjective atyontio¢ with the
disparaging meaning of charlatan referring to Oxios from Cordova, who converted
Constantine to Christianity.”" The Historia Augusta described the Egyptians as viri
ventosi, furibundi, iactantes, iniuriosi atque adeo vani, novarum rerum usque ad cantilenas
publicas cupientes, versificatores, epigrammatarii, mathematici, haruspices, medici. Nam <in>
eis Christiani, Samaritae et quibus praesentia semprer tempora cum enormi libertate

2 “For the Egyptians, as you know well enough, are puffed up, madmen,

displiceant,
boastful, doers of injury, and, in fact, liars and without restraint, always craving
something new... Among them, indeed, are Christians and Samaritans and those who
are always ill-pleased by the present though enjoying unbounded liberty”.* Allusions
to the cliché of Egyptians being cunning can also be found in Heliodorus,* where we
meet the Egyptian priest Kalasiris, who flees his hometown Memphis to escape the
temptations of Rhodopis, a beautiful Greek courtesan touring Egypt.

The second element comes from comparing Eunapius’ passage to two passages
by Choricius of Gaza®, where it is explained how poetry (the Muse) represents the
primary stage of education,” when a student- normally a child in the early stage of
the education process-, learns how to read, comment and also compose some poetry
under the guidance of his ypauuatikdg. The higher level of education, associated with
Adyog and Hermes,” should be the natural progression for anyone who intends to
become a serious rhetor.” Eunapius, in the above passage, criticises the Egyptians for
not being able to move on to this second level: Eusebius, although committed to
rhetoric and with a successful career back home, realises how inadequate his

preparation is when it is time to face a serious orator such as Musonius. Eunapius is

criticizing Egyptian education, which promoted poetry as the arrival point of

0 10 8¢ EBvog Eml moTIKT] UEV 6pddpa paivovTal, 6 8¢ omovdaiog Epufi¢ adTt@V Gmokexwpnkey, “for

that race is mad about Poetry, but Hermes, who inspires serious study, would not dwell with

them”; see below and Miguélez Cavero 2008, 86; Cameron 1965¢, 470.

Cracco Ruggini 1971, 418 n. 57, about Zosimus Hist. Nov. 2.29.

2 SHA Quadr. Tyr. Firm. Sat. 7.4-5. See Agosti 2001, 236.

“  Transl. D. Magie.

“ Hel. Aeth. 2. 25.1, see Morgan 1982, 236.

“ Chor. Or. 2 (Laudatio Marc. II), 7 (pp. 29-30 Forster-Richtsteig), and Or. 7 (Or. Funebr. In Procop.), 7 (p.
111 Forster-Richtsteig).

“ Too 2001; Morgan 1998; Cribiore 1996, 1997 and 2001.

7 Agosti 2006a, 42 n. 32 and Pernot 2006, 129-75 about Hermes Logios and Demosthenes.

% Kaster 1988, Marrou 1956, Morgan 1998 and 2003.

41
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schooling, and limited sophists to trivial matters.” He associates the Egyptians’
passion for leisure poetry (they are described as versificatores in the Historia Augusta)
with epideictic rhetoric, i.e. Egyptians rhetors may be skilled, but only when it comes
down to declaiming on fictional topics, or sweet-talking some politician. When
confronted with a serious orator, their education may leave them short.

Procopius of Gaza also warns the aspiring professional speaker to steer clear
from Alexandria,” a place where time-consuming poetry was practised by scholars
who were not committed to professional rhetoric. Miguélez Caverosuggests that
Eunapius may be blaming the Egyptians for being unable to write “serious

* perhaps since he preferred Athenian to Alexandrian

philosophical prose”,
Platonism,” thus somehow implying that Alexandria had lost its prestige as the
philosophical capital. However, some testimonies of the time show that, on the
contrary, Alexandria was still the great Egyptian cultural centre that spread its
influence (especially on Neoplatonism)* to other cities such as Gaza, which had
gained a reputation in their own right. Procopius calls Alexandria trv kowvnv t@v
Aoywv untépa,” and Aeneas paints a pleasant portrait of the town, where he studied

under the Neoplatonic Hierocles.”

Aspiring poets and public speakers, then, underwent the same education. But a shared
education also meant that poetry had a pragmatic and performative® dimension to it,
which has only recently been rightly noted.”” Poetry, but also epistulae and other

genres, was read in context of private circles of friends,”® in which works of the

“ Miguélez Cavero 2008, 87 and Agosti 2006a, 37.

" Proc. Gaz. Ep. 57 Garzya-Loenertz €l 8¢ o€ T00 Makeddvog 1) moAg E@édketan xapitwy Eveka Kal TOD
dokelv avtov Exerv 1idn tov EAik@va, {AAov tov '0dvooéa kal tapeAbwv Tag Zepfivag HEUVNGO TAG
'18dxng, “if the city of the Macedonian [Alexandria] appeals to you for its pleasures and because it
seems that it holds the Helicon itself, remember Ithaca”. Here Ithaca symbolises Odysseus, who,
according to a widespread Byzantine interpretative tradition, was the model of the soul’s
resistance to the abandonment of music and poetry, an image that was also adopted by
Neoplatonic philosophers and Christians, see Amato 2010, 339 and 440.

' Miguélez Cavero 2008, 87.

°2 Agosti 2006a, 37.

**  As we know from Aeneas’ Theophrastus and Zacharias’ Ammonius. Like Timotheus of Gaza, they also

studied at Alexandria under the reign of Anastasius.

Proc. Gaz. Ep. 119 Garzia-Loenertz; see also Ep. 104 and 118.

*  Proc. Gaz. Ep. 15. Euxitheus, also a pupil of Hierocles in Aeneas’ dialogue Theophrastus, is probably

an autobiographic character, see Penella 2009, 2 and Lamberton 2012.

I borrow this definition from Agosti 2006a.

°7 Agosti 2006a and 2008.

% Agosti 2006a, 41.

54

56
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tradition but also of contemporaries” were scrutinized by highly educated scholars,
and also in contexts of official public occasions, often of agonistic nature. As rightly
interpreted by Agosti, late antique poetry was agonistic as it implied a contest not
only with the tradition, but also with rivals: Agathias AP 4.4.67-70, in line with Nonn.
Dion. 25.27, defines poetry’s main aim of being read in public before an audience who
is able to judge not only the contingent performance, but also the challenge with the
previous models.*

This performative side of late antique poetry is not surprising and helps in
contextualising the role of ethopoiiai and progymnasmata as models of an epic work
such as the Abduction. Oral public performance also represents the joining link with

theatrical forms and pantomime, as we shall see over the next chapters.

Musaeus is generally considered to be Egyptian, mainly due to the fact that his
meter follows Nonnus’ rules quite closely. The extremely limited information in our
possession tells us he was a ypauuatikéc.” The dating has proven challenging:
however, since Colluthus and Christodorus of Coptos refer to him, most scholars
date Musaeus between the end of the fifth century and the beginning of the sixth
century.” Musaeus was probably the addressee of two letters by Procopius of Gaza;
the link with the school of Gaza is also justified by Musaeus’ style of his Hero and
Leander, an epyllion in 343 hexameters telling the sad myth with a simple and linear
technique.

The plot brings us back to the tradition of Alexandrine elegy, and it is
possible that Musaeus modelled his poem on other Hellenistic epyllia, since the myth
was already familiar to the Latin poets of Augustan age. Musaeus draws especially on
Nonnus and Homer,*” but among his other models are Hesiod, Euripides, Apollonius
Rhodius, Callimachus, Lycophron, the Bassarica and Oppian’s Halieutica. Some

scholars* also linked Musaeus to Ovid, after identifying some similarities between

59

Possibly also including Biblical texts, see Agosti 2006a, 43 on Sin. 30, p. 259.

% Agosti 2006a, 43-6.

' PLREII, s.v. “Musaeus, Grammaticus and poet, L V/M VI”, p. 768; “Musaeus Grammaticus [4]”, BNP 9,
319-20.

62 Miguélez Cavero 2008, 25 n. 157.

% Not only the Iliad and the Odyssey, but also the Hymn to Aphrodite and the Batrachomyomachia, as his
many commentators have shown (Gelzer 1967, 135; Kost 1971, 43). Leander is an Odyssean
character, and the scene of Hero's seduction is modelled on the encounter of Odysseus and
Nausicaa, see Merone 1955; Morales 1999, 47 and 57-8.

¥ Kost 1971, 21-3.
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his passages and Heroides 18 and 19, although Miguélez Cavero sees the influence of
ethopoiiai or other rhetorical exercises as the reason behind this, rather than a direct
knowledge of Ovid by Musaeus.* His faith has also spurred some debate: while he is
also influenced by Gregory of Nazianzus and Nonnus’ Paraphrase of the Gospel of Saint
John, there is no obvious reference to the holy texts in his epyllion; nevertheless,
Keydell and Kost® think he was a Christian. Musaeus enjoyed widespread success,

becoming a model to his contemporaries.”’

Patria were a popular poetic genre of the time. They were poems on the foundation,
history and antiquities of cities: the genre originated from the xticeig performed by
Hellenistic poets at the various Guuehikol dywveq.®® Cameron, listing the shared
features of the wandering poets between fourth and sixth century AD, cites mobility,
as, when the local history of a place was exhausted, after the patria’s publication, poets
had to travel somewhere else, in search for their new location, subject, audience, and
patron.

Christodorus of Coptos, recorded by the Suda as a énonoi1dg (hexametric poet)®
was also active under Anastasius, as we have seen. Also hailing from the Thebaid, his
name would suggest that he was a Christian, although it is commonly agreed that,
while his parents were probably Christian, he must have been pagan.” This conclusion
is deducted from the fact that he wrote Against the Christians, and the poem About the
pupils of the great Proclos, which he dedicated to Proclos, a Neoplatonic philosopher and
a fierce self- confessed pagan. It has also been argued that he was the author of an
anonymous encomium of an unknown emperor,” identified with Anastasius by
Haarer.”” Christodorus also wrote a history of Constantinople, 'loavpikd, about

Anastasius’ victory in the Isaurian war in 497,” Lydiaca on the mythical history of

% Miguélez Cavero 2008, 26.

% Keydell 1933, 767; Kost 1971, 17.

% Gelzer 1967, 139 considered him an authority in his time and immediately after his death.

% Cameron 1965c, 489.

% Suda X 525 Adler; Baumgarten 1899; PLRE II, 293 s.v. “Christodorus, poet L V/E VI”; also Miguélez
Cavero 2008, 31 n. 208 (“in spite of Baumgarten’s opinion, he seems to be a different person from
his namesake in the next entry of the Suda”), following Cameron 1965c¢, 475 n. 33.

7 See Cameron 1965c¢, 475; Tissoni 2000a, 37; Miguélez Cavero 2008, 31.

7' Tissoni 2000a, 16.

72 Haarer 2010. I am grateful to Dr. Haarer for aliowing me to read this paper before publication.

7 Pampreius of Panopolis (440-484) also wrote "loavpikd, on the restoration of the Isaurian emperor
Zeno, aided by his general Illus.
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Lydia,” and ndtpia on Thessalonica, Miletus, Nacle, Constantinople, Tralles,
Aphrodisias. This leads us to assume that Christodorus, like other authors of patria,
must have had to travel, although poets often also had access to previous material
about the topic of interest. Erudition, as a result of memorization practised during
training years at school, constituted the cultural backbone of any scholar, so it would
have not been impossible for a poet in, for instance, Coptos, to write a patria about
Constantinople, using pre-existent aetiological material.

Christodorus also wrote an ekphrasis of the statues displayed in the thermae of
the gymnasium of Zeuxippus, near the imperial palace in Constantinople (AP 2). In his
description of Pompey’s statue, Christodorus suggests that his poem was
commissioned by Anastasius, and allusively compares the emperor’s achievements to
those of Pompey.” Jeffreys suggests that travelling poets used a sample piece to show
off their erudition and their skills to impress a potential new patron. This is possibly
the method Christodorus and others may have used to move on to the next employer.
Christodorus describes statues of Virgil, Apuleius, and Caesar in a work addressed to
an educated readership. His public, in order to fully understand and enjoy the poem,
would have had to master not only the meter (i.e. ancient quantities that were no
longer respected in spoken language), but also a vast catalogue of myths and passages
of predecessors who may have written about the same topic, and to whom the new
poet may have referred.

Ekphraseis of architectural works especially were extremely popular in late
antiquity, and were often composed to be recited on inaugurations, such as Paul the
Silentiary’s ekphrasis of Hagia Sophia, which celebrated Justinian’s rebuilding of the
dome in 563.” The School of Gaza produced many remarkable examples: John of Gaza
described a cosmological painting in the baths of either Gaza or Antioch blending
Christian and pagan elements;”” Procopius of Gaza described paintings of the myth of
Phaedra and Hippolytus; Choricius of Gaza’s Laudatio Marciani includes an ekphrasis of

two churches.

7 Two lines survived in schol. A on IL. 2.461 (= Heitsch S 8.1); see also Tissoni 2000a, 17-18.

> See Tissoni 2000a, 21-2; Jeffreys 2006, 127-39.

¢ Paul’s account emphasizes the effect of light and space in the building and the splendour of the
multi-coloured marble. The information he provides corresponds to what is known of the church
at that period, and contains useful details about the original decorative scheme; Whitby 1985.

77 Carvounis and Hunter 2008b, 5.

15



b. Panegyric and the School of Gaza

Priscian of Caesarea and Procopius of Gaza, authors of panegyrics of Anastasius, dealt
with the tension between Christian and pagan religion differently.” Although they are
both Christian, Priscian writes in Latin, while Procopius writes in Greek; Priscian
mainly uses Christian imagery, while Procopius prefers pagan imagery; Priscian links
Anastasius’ lineage to Pompey, and insists on the emperor’s God-given right to rule,
while Procopius links Anastasius’ lineage to Heracles and Zeus, and claims the
emperor’s power comes from a more meritocratic election; Priscian compares the
emperor to other recent Roman emperors, like Nerva, Marcus Aurelius, Trajan, while
Procopius links Anastasius to pagan characters such as Agamemnon and Alexander;
finally, Priscian chooses to exalt Anastasius through virtues that both pagans and
Christians aspired to, such as pietas and philanthropy, while Procopius’ encomium of
Anastasius highlights pagan ideals.

Procopius (465-528) was the initiator of the rhetoric School of Gaza, whose
exponents were Christians with a wide knowledge of, and a similar approach to,
classical tradition. Procopius also wrote works of ecclesiastical exegesis and secular
nature, and epistulae, two of which are addressed to a Musaeus,” who is generally
believed to be the epic poet contemporary of Colluthus. Aeneas, Procopius’
contemporary and fellow citizen, was a disciple of Neoplatonic Hierocles® in
Alexandria; alongside stylish epistulae, he wrote the dialogue Theophrastus on the
immortality of the soul, where he deals with the resurrection of the dead through a
Christian approach, but also relies heavily on Plato, Plotinus and his vast knowledge
of classical erudition. Choricius of Gaza, Procopius’ pupil, was the main exponent of

the Palestinian school in the first half of the sixth century. He mainly wrote rhetoric

8 Nicks 2000, 192-4.

”  Proc. Gaz. Ep. 147 and 165, see Amato 2010, 413 and 427.

% Hierocles was a militant pagan who was publicly flogged. Neoplatonism did not conflict
ideologically with Christianity: Hierocles was influenced by Christianity, and Saint Ambrose by
Plotinus. A good summary of works about the relationship between Neoplatonism and Christian
monotheism can be found in Edwards 2004. Scholarship exist in support of the view that
Christianity was a form of Platonism (there were some Platonists such as Celsus and Porphyry, who
were monotheistic, i.e. they believed in an ultimate principle), but Edwards explains that this
ultimate principle does not equal the Christian God: the fact that Platonists were monotheist does
not mean they were compatible with Christians, who preached God, not a single god. For
Christians, God was not an adjective, but a personal name, while for Platonists it was an epithet of
the ultimate principle (never a person). Platonism stated that every person houses a little divine,
while for Christians God became a man, and there is no belief without worship, no worship due to
anyone but God. Ultimately, the difference can be summarized with the Platonism being a
philosophy, while Christianity a religion (i.e. involved worship). Even in the early mid-third
century, Christianity and Platonism were easily distinguished.
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works; among his collection of occasional speeches on historical and mythological
subjects, it is worth mentioning the Apologia Mimorum, which contains useful

information on late antiquity drama.

ok Historiography
In historiography, too, we can see how the tension between the old religion and
Christianity is managed differently by authors.

Zosimus lived in Constantinople, where he carried out bureaucratic tasks
before 503. He wrote the New History, a pagan- inspired work that intended to
overturn the ecclesiastic histories;* the events stop in 410, before Rome’s conquest by
Visigoth King Alarichus. Zosimus exalts Rome’s government, blames the overthrow of
pagan religion for the fall of the empire, and harshly attacks the Christian emperors,
especially Constantine and Theodosius. While Polybius had told the events through
which the Roman Empire reached its greatness, Zosimos undertook the task of telling
the causes of its decline. The strongly pagan perspective reduces remarkably the
documentary value of his work, although the Historia still stands as a dramatic
testimony of how one of the last representatives of pagan religion saw the end of
ancient civilization.

John Malalas (491-578), from Antioch, was a chronicler and the author of a
Chronographia in 18 books; as it stands (the beginning and the end are lost), it begins
with the mythical history of Egypt and ends with the expedition to Roman Africa
under the tribune Marcianus, Justinian's nephew, in 563. The last book includes a
great deal of official propaganda on the reign of Justinian. Malalas focusses largely on
Antioch, his hometown, and on Constantinople, and his history, which mixes Biblical
material, myth and real history, is not thought to be of much value to the historian.
Malalas attempts to reconcile Judaeo-Christian tradition with Hellenic and Roman
tradition (as when he synchronizes Trojans and David): he portrays Hellenic tradition
digested within his Christian view of the developed Roman government. Malalas
supports Church and State, and monarchical principles. The Chronographia aimed at
the education of common people and monks (as shown by its language, a compromise

with the spoken language of the day).” This granted Malalas’ work a great popularity,

* Tissoni 2000a, 43 n. 63.
% However, compare Horrocks 1997, 179-81: “it is still very much a written style. In particular, he
employs technical terminology and bureaucratic clichés incessantly, and, in a period of transition
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as shown by the number of extant manuscripts of his text which, due to its length,
was quite expensive to copy.

Procopius of Caesarea (490-575) wrote about Justinian’s wars and military
campaigns, emphasizing especially the achievements of Belisarius, the emperor’s
chief military commander whom he accompanied in his campaign as his legal adviser.
He also wrote De aedificiis, an ekphrasis of the main buildings built by patron Justinian.
The Secret History is a tabloid-style account of the immoral lives of Justinian (described
here as avid, crazy and cruel), his wife Theodora (Procopius focuses on her past as a
pantomime dancer prior to becoming the empress), Belisarius (an inept general
incapable of standing his ground with his wife and lover), and his wife Antonina (cruel
and unfaithful). Some scholars explain the discrepancy of his position with regards to
Justinian (first praised, then denigrated) as an attempt to gain freedom from writing
on commission; however recent studies have suggested how Procopius may have

meant to present both sides of the same story.*

d. Hymnography

Hymnography provides a good example of the literary richness of this period; in
contrast with Procopius’ classicizing history, the Christian hymns of Romanos the
Melodist enjoyed great popularity. He moved to Constantinople under Anastasius and
is believed to have produced around 1000 kontakia, of which 80 survive. These were
sermons of around thirty lines, each with a refrain, and joined together by an acrostic.
The kontakion style, a descendant of the Akathistos Hymn,* follows a complex
rhythmic structure and is characterized by a “lively retelling of Biblical narrative”.*
The subjects vary between ecclesiastical festivals, hagiography or other sacred topics.
Romanos’ Kontakion of the Nativity was sung by the joint choirs of Hagia Sophia and of

the Church of the Holy Apostles in Constantinople every year at the imperial banquet
on that holiday up to the twelfth century.

from Latin to Greek governmental terminology, still uses the Latin loanwords alongside their
Greek replacements (...). The overall impression created by Malédlas’s style is one of simplicity,
reflecting a desire for the straightforward communication of information in the written language
of everyday business as it had evolved under the influence of spoken Greek.”

¥ Kaldellis 2004; Cameron 1985.

% Peltomaa 2001 backdates the hymn, which is considered the masterpiece of its genre and was
previously attributed to Romanos, to the end of the fifth century.

% Jeffreys 2006, 135.
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The picture I have painted in this section shows the variety of genres and tendencies
of the literature environment in which Colluthus operated. I have attempted to
present the different literary aspects that in some form touched on Colluthus’ work,
with the aim of gaining a better understanding of his work though its

contextualisation among the works of his contemporaries.

3. Colluthus and the Epyllion Tradition

Next, we need to set the background of Colluthus’ work from the genre perspective:
his poem comes at the very end of a long list of predecessors, and while some features
fit in with the so-called epyllion genre, others do not. In this section I critically review
existing scholarship on the epyllion genre and analyse where the Abduction fits with
regards to genre.

In modern scholarship, the word epyllion is generally used to define narrative
mythological poems of relatively short length (a couple of hundreds of lines),
normally in hexameters. Unfortunately, however, the word epyllion has become part
of our vocabulary only in recent times.*® The Greek word epos defined a work in
hexameters, or even a single hexameter line:* this original meaning should be
sufficient for us to place only hexametric poems in the epyllion “genre”. However,
unfortunately, the matter is not as straightforward as it seems.

In this section, 1 will review some stylistic and narrative techniques of
Colluthus’ Abduction of Helen, and 1 will analyze how the poet used them through a
comparison with the way previous authors of epyllia used them. My approach is based
on the idea that Colluthus’ epyllion is the result of a tradition and a specific context,
and that the poet chose how to use each feature based on how he meant to reprocess
his models. I will then briefly review the quantitative aspects (meter and length) that
have also been suggested as criteria to classify the poems, as this genre (if there is
such a thing) was in fact created by modern scholarship, and such classification does
not only involve a series of risks, but also does not ultimately lead to any useful
conclusion. We are dealing with a group of poems that differ in contexts and literary

traditions: if a criterion to group them together must be sought to understand how

% For the history of the word, see Allen 1940 and 1958.
8 Hollis 2006, 141.
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tradition was reprocessed and find a continuity, it has to be other than their
appearance, and possibly internal to the poems.

Various scholars suggested different criteria, attempting to find some shared
features across all these poems; for instance Gutzwiller® focusses on the subversion of
epic norms; Crump® focusses on the presence of digressions; Merriam® sees in the
presence of female heroines the shared feature of epyllia.” A more generic pattern is
that an epyllion usually tells a full myth or episode.”

Ambuhl suggests that, rather than entering a debate based on quantitative
elements, we should base our examination on the evidence of the extant texts and aim

% that represent

to identify those “qualitative terms regarding style and treatment
the common patterns in all these poems. Another risk involved with the epyllion’s
taxonomy is the possible trap of a teleological perspective, which involves an
evolution in a genre moving from its birth, through to its maturity, and to its death.
Moreover, any genre’s definition can be strict and rigid, and it does not cater for
works that are on the borderline with other genres, and works of this type, which
started to appear in Hellenistic times, are most popular in late antiquity: for instance
the aetiological interest brought epic and erudite material together in ktiseis and
patria, poems around the mythological foundation of cities.

One reasonable approach could be to blame the epyllion’s variety (in topic,
style and narrative techniques) for the difficulty in retrieving shared features across
the epyllia. In fact, it is certainly possible to differentiate epyllia from epic sub-
genres™ such as hymns, encomia, bucolic and didactic poems, based on their subject:
the epyllion has a mythological topic, bucolic poems have a pastoral topic, didactic
poems a scientific one, while the hymn has a religious topic, and the encomium a
propagandistic content (however, these last two types may contain mythological
material, in the form of a mythological exemplum). Moreover, it is not always simple to

draw the line based on the meter used, since metrical boundaries between genres

®  Gutzwiller 1981.

¥ Crump 1931, 22-4.

% Merriam 2001.

' However, this is a feature that appears mainly in later poems, especially from Parthenius’ Erotica
Pathemata onwards, and it can be linked to the taste for tragic love stories, which evolved around
abandoned or betrayed girls, or women involved in what Merriam calls “unnatural” affections.

2 However, Ps.-Theocr. 25 is the untold tale of the cleaning of the Augean stables, which is its main
subject, see Ambuhl 2010, 162-3.

”  Ambuhl 2010, 152-4.

% Ambiuhl 2010, 155.
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cannot always be defined, as in Claudian’s poems, where epic is blended in with
encomium. The key to fully appreciate these poems could be to stop trying to find
shared features, and begin to read them as individual products of their time: in each
work models and influences from preceding and contemporary tradition flow

together, as well as different goals in terms of content and audience.

First, I will summarize the history of the epyllion. The Hellenistic poems of Theocritus
and Moschus are idylls where the taste for descriptions is more important than the
narrative plot. Callimachus’ Hecale is considered by most™ to be the perfect example of
Hellenistic epyllion; in this poem the picturesque and realistic descriptions are still
present, however they are no longer the main feature: now the plot, although simple
and uncomplicated, gains more relevance.

A second stage is represented by Euphorion (whose whose only extant work is
represented by some fragments), who presumably launched a new type of
composition which inspired Parthenius of Nicaea’s Erotica Pathemata in the first
century BC, the Ps. Gallus’ Ciris and even Ovid’s Metamorphoses. In this type of epyllion,
which generally revolves around a tragic love story, the plot becomes more complex,
descriptions are no longer realistic (like in the idyllic epyllia of Theocritus and in the
Hecale), and there is a marked taste for the sensational and horror. In addition, the
choice of myths is instrumental in allowing the poets to delve into morbid
psychology.

If we look at Roman poetry of the same period, we can see that not everybody
followed the new style launched by Euphorion. In a letter to Atticus® written in 50 BC,
Cicero alludes to some cantores Euphorionis, certainly the poets who belonged to
Catullus’ circle: Cinna, author of the poem Zmyrna; Calvus, author of Io; and
Cornificius, author of the poem Glaucus. The ps. Virgil’s Culex also probably belongs to
this stage, before Virgil’s friendship with Gallus.” Catullus’ Peleus and Thetis is a
perfectly Hellenistic epyllion composed of a series of graceful pictures modelled on
Theocritus’ idylls and Moschus’ Europa, rather than on the Hecale. Although Catullus’

carmen is closer to the bucolic idylls, rather than to Euphorion’s and Parthenius’

% Hollis 2006, 142.
% Cic. Att. 7.2.1.
7 Crump 1931, 47.
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poetics, Euphorion was certainly regarded as the model by the circle, as the title of the
Zmyrna seems to suggest a poem of particularly cryptic subject and language.

Cicero alludes again to the emulators of Euphorion in 44 BC,” when the only
survivor of the Catullean circle was Cornificius. Crump® suggests that Cicero was
actually referring to a new circle that had formed: that of Virgil, Gallus and
Parthenius. There are some elements in support of this thesis: Virgil may have already
published some early work by 44 BC,' and so may Gallus, who notoriously translated
Euphorion’s works, and is linked to the poet from Chalcis by Virgil in two passages.*
Moreover, the Culex, if we assume it is the early work of a young Virgil, must have
been written between 54 and 48 BC.'” The models of this circle were Theocritus and
other authors of idylls, while the influence of Callimachus can hardly be found. The
Ciris, a work that Crump attributes to Gallus or to another poet of this circle, was seen
by Cicero as the extreme opposite to his preferred epic, Ennius’ Annales. Although the
work of a talented poet, this type of epyllion was not reproduced later: this could
suggest that the Euphorion-style epyllion did not enjoy much popularity.

Virgil's Aristaeus, written after the death of Gallus in 26 BC, is a Hellenistic
epyllion, which the author has personalised with touches of human realism and
romance, making it outstandingly original. All the myths told by Cinna, Calvus,
Cornificius and Virgil, appear again in the Metamorphoses. Ovid tells a new tale of an
old story, and his poetics is characterized by imagination (rather than realism),
dramatization and a taste for ridiculous. He brings the reader to a world of illusion, a
fairyland.

The tradition of Greek epyllion evolved during the imperial period with the
didactic poems Cynegetica by Oppian of Anazarbus in Cilicia (late second century AD),
and Halieutica by Oppian of Apamea in Syria (early third century AD). Epic comes back
into fashion around the third century AD with long works such as Quintus of Smyrna’
Posthomerica, in 14 books, and with the Sack of Ilion, a poem in 691 hexameters by
Egyptian Triphiodorus. The last epyllia we know of are Colluthus’ Abduction of Helen
and Musaeus’ Hero and Leander, dating to the period between the end of the fifth and
the beginning of the sixth century AD.

% Cic. Tusc. 3.19.

*  Crump 1931, 40-9.

1 The Eclogues were composed between 43 and 37 BC and show the mastery of an experienced poet.
! Virg. Ecl. 10.50-1 and Serv. on Virg. Ecl. 6.72.

2 Crump 1931, 147.
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a. Digressions

Digressions are a common feature of epyllia and are considered by some scholars as a
unique factor for classification. These secondary stories are told by another
character,'” or by the main character himself,™™ or are in the form of an ekphrasis'®
of a work of art.

Colluthus, in the Abduction of Helen, includes short references to two characters
in the space of 30 lines.'* The first to appear is the story of Phyllis (lines 213-18), who,
abandoned in Thracia by Theseus’ son Demophoon, who had married her on his way
home from the Trojan War, travelled nine times to the shore to look out for her
husband’s ship, and hanged herself when he did not return.’” Colluthus is describing
the lands that Paris is travelling through on his way to Sparta, and when Paris passes
through Thrace, this sad story of abandonment comes to his mind. The story had
already been used by Callimachus'® and recurs in Ovid, Heroides 2, and an epistula by
Procopius of Gaza," a contemporary of Colluthus. The motive of the foreign princess
abandoned by a travelling hero' is dear to Hellenistic poets, as it includes ingredients
such as love, exotic landscape, betrayal, abandonment, bravery, and death - all topics
that appealed especially to poets like Euphorion and Parthenius, and that were
instrumental to stirring up new sensations in his audience.

The digression in Catullus’ Peleus and Thetis is the myth of Ariadne who is

"' The size of the digression is considerably out of

abandoned in Naxos by Theseus.
proportion compared to the main subject (lines 125-50), and we also have a digression
within the digression at lines 50-115 on the love of Ariadne and slaying of the
Minotaur. Catullus’ digression is linked to the main story by parallel (as both are
unions between human and divine) and contrast (happy marriage of Peleus and

Thetis/unhappy marriage of Ariadne and Theseus). Colluthus, on the other hand, has

% E.g. the story of Britomartis introduced by the nurse Carme in the Ciris.

E.g. the slaying of the Nemean lion told by Heracles himself in Ps.-Theocr. 25.

E.g. the ekphraseis of Europa’s basket in Moschus’ Europa and of the bridal couch of Peleus and

Thetis, embroidered with the story of Ariadne, in Catullus 64.

1% Between lines 213 and 244.

7 An almond tree grew on her grave and blossomed when Demophoon went to visit her. An
alternative version of the myth speaks of a coffin that she had given to her husband before he left
for Athens, telling him to open it only if he ever decided not to go back for her; he is then killed
when he opens the coffin, as he falls on his sword.

1% Call. fr. 556 Pfeiffer.

1 Proc. Gaz. Ep. 47 Garzya-Loenertz.

1% Knox 1996, 111.

"1 Colluthus’ heroine, Phyllis, is abandoned by Theseus’ son.
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chosen to present his digression in a very brief yet dramatic way: Paris sees Phyllis’
grave, the story of her wandering is told in one line (215), then unexpectedly the poet
switches to second person and addresses Phyllis herself,"* then we see her waiting for
Demophon, and wondering if he will ever return from Athens. Suddenly Phyllis
becomes a live interlocutor with Colluthus, and readers find themselves face to face
with the princess. The effect is not that of a dead person coming back to life, but
rather that of a girl stopped in her steps, while she is still wandering'’ in desperation:
it is as if she turned around for a moment when the poet addresses her.

The second digression (240-8) tells the story of Hyacinthus, a beautiful boy
loved by Apollo and Zephyrus, who, while competing with Apollo, was struck by the
discus and died."* The story is told by many before Colluthus:"* a poem in hexameters
by Euphorion, titled Hyacinthus, did not survive, thus the obvious parallel comes from
Ovid,"® who tells the story from Apollo’s perspective. The god’s emotions are the
focus of the poem: first the god’s love for the boy, then his grief and his sense of guilt
at Hyacinthus’s death, and finally his will to keep his memory alive forever. Ovid sets
a beautiful background for the events: the god and the boy strip off their clothes and
prepare themselves to compete with the discus at midday, and the scene is saturated
with luscious scents (the grass, the body ointment, the herbal remedies and many
flowers). Suddenly Hyacinthus is struck: Apollo tries to heal his wound with his
remedies, but all fails and the boy dies. The god wants to keep his memory alive in his
every song and in a flower that he grows from his blood; finally, as an extreme gesture
of dedication, his tears, dripping on the hyacinth, engrave the letters Al Al on the
flower’s petals. In contrast, Colluthus tells the story almost as a tale of envy: first, the
people of Amyklae marvel at the boy so much that they wonder whether he could also
be the son of Zeus and Leto. Hyacinthus is then the object of Zephyrus’ envy (as the
boy preferred Apollo to him), so Apollo protects him. The flower, in the end, is a gift
that the earth produces to comfort Apollo after the boy’s death. Although Apollo

"2 The change from indirect to direct speech is an interesting feature that will be discussed in
Chapter 4.

"3 A similar destiny was that of Hero in Museaus 336-8. Although Leander had been swallowed by the

sea, he had not abandoned her.

In an alternative version, Zephyrus is responsible for blowing the discus on Hyacinthus, seeking

revenge because Hyacinthus preferred Apollo to him.

"Il 2.595-600; Palaeph. 46; Apollod. Bibl. 1.3.3; Paus. 3.1.3, 3.19.4; Philostr. Im. 1.24 (Hyacinthus);
Philostr. Jun. Im. 14 (Hyacinthus); Luc. Dial. Deor. 14 (170 AD); First Vatican Mythographer 197
(Thamyris et Musae).

¢ Ov. Met. 10.162-219.
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weeps, no other emotion is displayed. Moreover, there is no mention of Apollo’s
responsibility for Hyacinthus’s death. Colluthus expects his reader to know the story:
by relying on such a well-known tale, he can afford to omit some elements of the

myth and pick only those that are most useful to tell his tale of envy.

b.  TheMyth

Another feature of many epyllia, especially from the first century BC onwards, is the
type of myths chosen, often not well known (secondary traditions or even new),"’
springing from a taste for the rare and the obscure.

However, familiar myths were also popular: many Hellenistic epyllia focussed
on the familiar myth of Heracles;"® in particular, the motive of the fight of Heracles
against the Nemean lion proved to be a particularly popular topic, ' perhaps since
this was his first labour, a fact that can be linked to the Hellenistic interest for
aetiology (where the aition was represented by the lion skin). The aim could have been
to re-write Heracles’ myth to re-invent the literary tradition around Heracles, as in
Ps.- Theocritus 25, where the author continuously questions the sources and process
of information- gathering and truth -finding, sowing doubts in his audience about the
authority and reliability of the transmission of tradition. This is in line with the image
that Theocritus 24 (Heracliscus) presents of the hero, who canonically had been
represented as uneducated and a glutton, and now, instead, is busy with music and
grammar, and on a balanced diet."”

Colluthus chooses an extremely well-known myth, thus joining a more
Hellenistic tradition on this account: he could have intended to tell an old story in a
different way or with new outcomes in mind. Dracontius, a contemporary of
Colluthus, also wrote an Abduction of Helen, generally considered to be of a low
standard,’” although he introduced some variations to the story such as the meeting
between Helen and Paris, which takes place not in Sparta but in Cyprus. Moreover, as
we shall see in Chapter 2, the choice of such a well known myth was instrumental to

Colluthus’ objectives as it offered an optimal opportunity to play with the reader’s

expectations.

" Such as Zmyrna by Cinna, or Parthenius’ characters in his prose.

Among them Theocr. Id. 13 and 24, Ps.-Theocr. 25, Ps. Moschus’ Megara, Heracleia by Rhianus,
Diotimus and Phaedimus, and also Diotimus’ Heracles’ Labors.

" Ambuhl 2010, 156-7.

2 Ambithl 2010, 159-62.

I Hollis 2006,156.
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* also see love stories as a shared feature of epyllia. It is certainly

Some"
possible to track this feature across the epyllia between the third century BC and the
sixth century AD, with Theocritus 13, Moschus’ Europa, Catullus 64, the Ciris, Virgil's
Aristaeus, and Musaeus’ Hero and Leander. However, not all poems deal with a love
story, such as Theocritus 24, Ps.-Theocritus 25, the Megara, Callimachus’ Hecale, and
the Culex. Colluthus’ Abduction of Helen can hardly be defined as a love story: there are
many other elements that play a part, such as Aphrodite’s power and Hermione’s
abandonment. The encounter of Paris and Helen occupies around seventy lines and,
while it certainly is a central part of the poem, it is a moment of erotic process rather
than a love story. There is no romantic anticipation on behalf of either of the two

characters involved,'” and the only future the couple can look forward to is one of toil

and tragedy.

C Heroines

It cannot be denied that the focus in Colluthus’ poem is on female characters. From
the first century BC, the focus on heroines increased in epyllia, a fact linked to the
interest for tragic love stories, particularly from Parthenius onwards. However in
Colluthus there is no exaggerated pathos, no taste for morbid details, and the
perspective on the heroines is different: where we elsewhere may lose interest in the
overloaded story of an abandoned girl, here we almost feel sorry for Helen, the victim
of a love spell at the hands of Aphrodite, and for the family she abandons.

We can somehow see a similarity with the Ciris’ Scylla, who inspires pity as she
is the victim of an uncontrollable force (love), while Ovid’s Scylla is painfully torn
between love and duty. The Ciris’ Scylla is not guilty like Ovid’s, and we can say the
same about Colluthus’ Helen, who, although acting as Aphrodite’s puppet, leaves her
home with a stranger, and, when she has the opportunity to straighten things up with

her daughter (in her dream), she rejects any responsibility and blames Paris.

d. Direct Speech
Direct speech is frequently used by composers of epyllia as a technique to create a
domestic and realistic atmosphere: characters who speak directly to each other

impact readers more than a story told by a narrator, where second-hand information

2 Crump 1931, 22.
' Paris, who is said to long for the one he had not even seen, anticipates his prize, not the woman.
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is presented. A great example is the Ps.-Moschus’ Megara, a poem built on the two
speeches by Heracles’” mother Alcmena and wife Megara, where we can feel the
anguish felt by the two women as they share their concern. Ps.-Theocritus 25, on the
cleaning of the Augean stables, also contains various speeches through which an
unaware ploughman tries to identify a Heracles in disguise. In the Ciris, Scylla’s nurse
Carme tenderly comforts Scylla and remembers her daughter’s destiny.

The role of direct speech in Colluthus is crucial: as I will discuss in Chapter 4,
the story is told mainly through speeches, which multiplies the perspectives the

reader is presented with, and gives the impression of a polyphonic text.

e. Style

One aspect that is generally agreed upon is the epyllion’s style, which is always
allusive, erudite, refined, and its atmosphere, which is always intimate and
realistic.124 The allusive taste of Alexandrine poets led to multiple outcomes, and and
again, it is not possible to group multiple poems under the same flag. The Hecale, for
instance, with its erudite references and refined allusions, and Catullus’ Peleus and
Thetis, the result of a very fine labour limae and yet gracefully light poem, have little in
common, for instance, with Lycophron’s Alexandra, considered by some to be an
example of how Hellenistic poetry at its worst produced a maze of pedantic and
obscure allusions.

Colluthus skilfully adapts his pitch to the context: Aphrodite addresses Athena
and Artemis with a sarcastic tone, while mesmersed Helen sounds ironically naive at
the sight of beautiful Paris. In the two narrative segments of the poem - the arrival of
the guests to Peleus and Thetis’ wedding, and the description of Paris’ journey to
Sparta- Colluthus’ style is refined and allusive, always encapsulating an erudite
memory of previous poetry in his lines. His approach demands narratees’

participation and interaction with his text.'”

4 Crump 1931, 24, 31; Del Corno 1988, 405; Ambuhl 2010, 159.
' See Chapter 4.
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Meter

If we abide by the original meaning of the word epyllion, we should group only
hexametric poems under this definition.””® However, some poems in elegiacs are
stylistically very close to the epyllia, such as Callimachus’ tale of Molorcus and
Heracles in the Victoria Berenices in the elegiac Aitia. We also know of poets who
wrote in both meters: Philitas wrote the hexametric Hermes and the elegiac Demeter,
and Eratosthenes, the author of a hexametric Hermes and the elegiac Erigone.
Alexander Aetolus and Parthenius of Nicaea also wrote poems in both meters. Why
did some poets switch between two meters? The preference for hexameter or distich
can hardly be put down to simply personal taste, as, if this were the case, poets would
generally adhere to their meter of choice. But then Gregory, for instance, wrote
panegyrics and invectives in both hexameters and iambics. Boundaries between
different metrical forms had been always quite vague, and there seems to be no rigid
equation between a genre and a meter. Stylistic differences existed between epic and

77 discriminates between personal elegy (where the

elegiac compositions: Cameron
narrator is present) versus impersonal epic, although it is hard to agree with such a
differentiation as it is purely based on statistics regarding the number of
interventions made by the narrator;*® moreover, there are cases where this does not
apply, as in Callimachus’ hexametric Hecale versus his elegiac Aitia, where there is no
relevant difference in the weight of the author’s voice.”

Another interesting point is that Philitas, Callimachus, Euphorion and
Parthenius all had a great reputation as elegy masters among Romans,* but there is
no evidence, for instance, that Euphorion wrote elegies:*”" what survived are some
epigrams and some hexametric fragments which seem to suggest an epic subject. We

can hypothesize that his work in elegiacs was of higher quality than his hexametric

production, or that his elegiac production was simply larger compared to what has

¢ Our list would include the idylls by and falsely ascribed to Theocritus, Moschus’ Europa, Ps.-
Moschus’ Megara, Callimachus’ Hecale, Bion’s Epithalamium of Achilles and Deidamia, Philitas’ and
Eratosthenes’ Hermes (which were probably hymns), Euphorion’s Chiliades, Catullus’ Carmen 64
(Peleus and Thetis) and the lost epyllia of the other neoteroi: the Zmyrna by Cinna, lo by Calvus and
Glaucus by Cornificius, Ps.-Virgil's Culex, Ps.-Gallus’ Ciris, Virgil's Eclogue 4 (Aristaeus), Ovid’s
Metamorphoses, and Colluthus’ Abduction of Helen.

7 Cameron 1995, 437-53.

' Ambuhl 2010, 155.

22 Ambuhl 2010, 155.

B0 Prop. 3.1.1, Virg. Ecl. 10.50, Quint. Inst. 10.1.58.

B! Ambuhl 2010, 156.
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survived. Or should we assume that elegiacs enjoyed in general a wider popularity or

favour than hexameters?

g. Length

Another criterion that is often used to define epyllion is the poems’ length. But here,
as well, we face some challenges as not all poems are equally long. Colluthus’
Abduction of Helen, 394 hexameters, is neither close to the shortest poems (Theocritus’
Id. 13, 76 lines), nor the longest (Eratosthenes’ Hermes, 1600 lines); however, among
these two extremes, we have a substantial series of Roman and late antique poems
whose length is between roughly four and seven hundred lines: Catullus’ Peleus and
Thetis comes up to 408 verses, the Culex to 616, the Ciris to 541, Triphiodorus’ Sack of
Ilion to 691, making our judgement more challenging.

Hollis™ questions how anyone could suggest to use the same definition of
epyllia for poems of a considerable length, such as Callimachus’ Hecale (whose
estimated length is at least 1000 lines)'” and Eratosthenes’ Hermes, and much shorter
poems, like Theocritus Id. 13 and 24 (circa 186). Ambuhl™ also rejects the
classification based on the criterion of length, as, again, it is based on statistical
analysis, and does not take into consideration that, between the third century BC and
the sixth century AD, epic writing had naturally been through centuries of
development, and, as stylistic formulas changed, size may also have evolved. Fashion
in favour of a longer or shorter work played a role, as well as each poet’s taste for a
more narrative or more synthetic story-telling style. Callimachus’ dislike for long and
grand poems, for instance, can also be seen as a result of the evolution of public and
poetic frameworks. While archaic bards had a large audience prepared to listen to
their work, Hellenistic epic was addressed mainly to an élite of well-educated readers;
moreover, an archaic poet could avail of the benefit of recitation and conceal a
mistake, and even a mediocre poem, if recited by a skilled poet, could be made
attractive, while Hellenistic poets had no external aid, and thus their poems had to be
refined and focussed around form and detail.*

The multiplicity of lengths of the various poems cannot be justified only by the

different contexts in which poets were writing, as, while we can probably expect

B2 Hollis 2006, 142-3.

33 Hollis 1990, 337-40 and 2006, 142.
B34 Ambuhl 2010, 152.

¥ Crump 1931, 10-11.
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shorter works during Hellenistic times, this does not actually apply to, for instance,
the Hecale, the poem of the very poet who had condemned poems of various thousands
of lines.”® Many factors can play a role in dictating the length of a poem: a poet may or
may not decide, for instance, to tell a story briefly, to include a digression of various
length (sometimes including a secondary digression), to linger on some names that
provide the opportunity for aetiological information. A poet can also decide to simply
tell a story in a linear series of pictures (like the Hylas, or Hero and Leander), or to add
extra side-stories which do not add to the plot itself but are instrumental in adding
drama or in embellishing the main story, or in displaying the poet’s erudition (like

Catullus’ Peleus and Thetis).

In conclusion, we have seen how Colluthus’ Abduction fits in to a degree with the
definition of epyllion as a genre, and what the limitations of such definition are. I
have examined the literary context in which Colluthus was active and argued how a
more accurate consideration of this aspect contributes to a better understanding of
certain tastes that are displayed in his work. The interest for visual behaviour, like
that for architectural ekphraseis, for instance, fits in with the obsession of the time
with anything visual, as well as with the Neoplatonic theories on eros: these aspects

will be the subject of the next chapters of this dissertation.

136 call. Aitia fr. 1.3-5.
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CHAPTER 2
COLLUTHUS AND HIS MODELS

The Abduction of Helen is a jigsaw of models interacting on a linguistic, content-based
and stylistic level. While most of these models have been identified by Livrea in his
1968 edition, no work has been done to interpret how these models have been
employed. Colluthus’ version of the story is based on the Cypria,' with a few
alternatives which are discussed in this chapter, but he also engages with Homer,
Apollonius and Nonnus as his main models. My aim in this chapter is not to provide
an exhaustive survey of Colluthus’ sources and models, but to focus on how and why
he engaged with specific models in key scenes. Modalities and objectives of Colluthus’
allusive technique are discussed further ad hoc, with particular attention to Colluthus’
originality and to his choices of contemporary models.

In this chapter, 1 have selected three scenes in which the poet draws on
specific genres: the proem and the description of Paris (bucolic poetry), Eris (epic
poetry), and the beauty contest with Aphrodite’s speeches (rhetoric and invective),
and I argue that his objective was not to fit in with his predecessors, but to create
expectations in his readers to then surprise them with a twist. I employ a
methodology which considers traditional epic models but also identifies allusions® to
more contemporary poets, and in some instances offers a new reading through the
key to Colluthus’ poetry, irony.

My approach owes much to the theories of Fowler and Hinds in particular;’
however, since the debate around the author’s intentionality with regards to textual
connections to other texts is still open,” rather than analysing Colluthus’ engagement
with the literary tradition in the hunt for poetic emulation or competition with his

poetic predecessors, I aim to focus on the effects that the poet hopes to achieve in his

' SeeCh.2n.s.

For the theory behind intertext and allusion see Fowler 1997.

*  Fowler 1997; Hinds 1998. See also Farrell 2005 and Schmitz 2007 for surveys of literary theory and
the classics.

*  Farrell 2005, 98-9.
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readers, and, consequently, on how an educated reader would have received such
references, independently from the author’s intentions. In some occasions, however, I
suggest a classification of Colluthus’ echoes to other texts as either citations or
revisions are possible; this differentiation is in some instances possible based on a
traditional analysis of the models used to either support a point (thus by quoting a
predecessor as a warrant) or to disagree strongly from them, with the intention of
presenting a new version of the story or to correct the model’s version.’

This choice derives from the fact that the two main criteria to distinguish
intentional from accidental references as defined by the intentionalist school of
thought, i.e. the author’s familiarity with his model (markedness), and the
significance of the reference,® can only partially be applied to the Abduction. First, no
matter how close Colluthus’ text may seem to, for instance, a line of Nonnus, it can
hardly be proven that he knew these texts himself. This statement may seem as an
exaggeration, given that what Conte and Barchiesi define as the modello- codice’ is
represented, in this context, by the whole epic tradition of models ranging from
Homer to Triphiodorus; however, given that we do not have any information about
Colluthus’ biography, we can only assume that his education would have involved
first-hand reading of his models. He could have read some of the texts in the original
language, some in translation, or in school, or in translinear translation. Secondly, the
point on significance of the reference to another text leads to obvious questions
around the perspective of such significance: is the intertextual reference significant in
the eyes of the author, or in those of the reader? Again, another matter that is still
open. As mentioned earlier, I chose to attempt a discussion from the reader’s

perspective.
1. A Bucolic Opening
The opening of Colluthus’ Abduction of Helen (lines 1-16) and the section about Paris

(102-26) provide an instant bucolic feel to the readers. Literary models, content, and

scenario are borrowed from the pastoral world, so that the impression from the

°  Hinds 1998, Chapter 4; Riffaterre 1990, 73-5.
¢ Fowler 1997, 19; Farrell 2005, 99-102.
7 Conte 1986, 141-51; Barchiesi 1984, 91-121.

32



sounds and images that we perceive in this section is unmistakably bucolic; but did
Colluthus just want to paint another bucolic picture?

The proem® occupies the first sixteen verses of the Abduction, and is followed
by the scene of Peleus and Thetis’ wedding, including a parade of the gods and
goddesses attending the ceremony (lines 20-39), and Strife’s plan to take revenge on
Zeus, as she was not invited (lines 40-58). Strife throws the beautiful apple into the
nuptial banquet, and Hera, Athena and Aphrodite all wish to seize it (lines 59-68).

This first part of the poem (up to line 40) is structured quite closely on
Apollonius Arg. 1.1-227: the proem occupies in both poems the first 16-17 lines;
afterwards, Colluthus goes straight into the scene of the wedding of Thetis and Peleus,
listing the gods attending, like in Apollonius, where the next part is occupied by the
Argonauts’ catalogue, with shared features that will be discussed below. Moreover, he
is also involved in a banquet in Arg. 1.12-14 and neglects to pays his respects to a
goddess (Hera), like Cheiron and Peleus do in the Abduction in 39-40.

Colluthus begins his poem by addressing the Nymphs directly, and asks them
to tell him about Paris and the story of the abduction of Helen, which he is about to
tell. The traditional incipit of an epic poem more commonly involved the Muses as the
repositories of the truth:’ this happens in many Homeric and Hesiodean loca,”® and in

Hellenistic and late epic," as well as in Roman epic.” According to Giangrande,

®  In 1928, De Lorenzi suggested that the Abduction’s proem was the work of a scholar who added it to
the poem after Colluthus’ death. His theory was based on alleged contradictions between the
proem and the rest of the poem, which pushed him to consider the Abduction a fragment of an
unfinished poem, which explained why it is not quoted among the works of Colluthus in the Suda.
This poem, De Lorenzi’s view, was an Antehomerica, a work that was meant to cover the events prior
to the Trojan war and stand beside Quintus of Smyrna’s Posthomerica and Tryphiodorus’ Sack of Ilion,
which bridged the gap between the Iliad and Odyssey. De Lorenzi also based his theory on two
different traditions that would have been followed within the poem: the author of the proem
follows Callimachus’ Aitia, whose models are the Cypria and Sophocles’ lost Krisis (this can be
reconstructed through some similarities with Ovid’s Heroides 16 and 17, and with Lucian’s Dialogues
of the Goddesses). The rest of the poem, however, does not follow Callimachus, Ovid or Lucian, but
seems to follow only the Cypria. Livrea 1968a, XVIII-XXIII and 1968b convincingly refuted all of De
Lorenzi’s arguments. In particular, he attributes Colluthus’ alleged discrepancies from a lost
Hellenistic model to the preference for a different narrative technique, a “pittoricismo di
superficie™® that, while being unconcerned with chronological order, favours instead a sequence of
picturesque images, well-defined characters and colourful dialogues, joined by bare links. This,
according to Livrea, reveals the direct influence of Nonnus on our poet, and a possible influence of
pantomime (especially for the invective of Aphrodite): as we shall see later, this suggests an
interpretation of the epyllion through the lens of performative poetry.

2 Livrea 1968a, 56; Accame 1963, 257-81, 385-415.

11 1.1 6ed, 0d. 1.1 Modoa, Hes. Th. 1 Movsdwv ‘EAikwviddwv, Op. 1 Moboa Miepinbev, Thebais fr. 1

Allen 8ed, Hymn Merc. 1 Modoa.

Ap. Rh. Arg. 1.1 &pxSuevog oeo ®oife, Nonn. Dion. 1.1 Bed, Tryph. 4 KaAhidnera, Mus. 1 6ed.

Y Virg, Aen. 1.8 Musa, Enn. Ann. 1 Musae, 217 Musarum, Sil. It. 1.3 Musa.
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Colluthus is not calling the Nymphs as witnesses of the facts, but as inspirers,”
following a Hesiodic-Hellenistic motif: Colluthus, who extensively uses Alexandrine
models," confirms this with motapod ZdavOoio yevéOAn (1); in fact, water was in
Hellenistic times a symbol of poetry (see infra), and Nymphs are water divinities.

So why does Colluthus choose to invoke the Nymphs and not the Muses?
Livrea® rejected De Lorenzi’s interpretation,’ which justified the unexpected
invocation of the Nymphs, and not the Muses or Apollo, as the deliberate choice of a
poet other than Colluthus, who was attempting to not appear too obvious. The long
debate is after all superfluous, as they are not necessarily to be distinguished in this
context:" in Lycophron 274, for instance, the Muses are called Nymphs. His choice
could also confirm the bucolic nature of his opening. There is a rich tradition
involving the Nymphs as the addressees of a request by the author to concede him a
song, or as the recognised teachers: in Theocritus, Simichidas introduces his song by
telling Lycidas how he also learnt many good songs from the Nymphs, while he was
tending his cattle.” Virgil also asks the Nymphs to grant him a poem before he starts
his song: Nymphae (...) mihi Carmen, (...) concedite in Ecl. 7.21, and they are addressed
again in Aen. 8.71-3 nymphae, Laurentes nymphae, and by Statius in Silvae 1.5.23.
Callimachus too, in H. Del. 109, has NOug@a1 ©sooaAideg, motapod yévog, einate natpl
and 256 vou@at AnAiadeg, motauod yévog apyaioto.

The Trojan nymphs are here the addressees of six questions posed by
Colluthus (5-13):* they are asked to reveal Paris’ plans; whence he came® sailing the
sea; what need was there for the ships and for a herdsman to cause the turmoil; what
was the origin of the feud; what was the suit; and where Paris first heard the name of
Helen. Besides the traditional nature and location of this invocation, this apostrophe
to the Nymphs appears more powerful than that to Dionysus in 252, not only in length

(it occupies the whole premium, 16 lines), but also because it demands an active role

B Giangrande 1969, 149 and 1968. Livrea 1991, 562 strongly disagreed, showing that Colluthus drew
his inspiration from a series of passages in Quintus.

" Livrea 1968a, XXII.

¥ Livrea 1968a, 57.

' De Lorenzi 1928, 48.

Y For West 1966, 154-5 Colluthus’ choice is another “unsuccessful experiment”.

®  Theocr. 7.91-3 moAA& pév dAAa / Nopgar kAue didafav av’ dpea PouvkoAéovta / é0OAd. The

Nymphs are also questioned by the poet in 1.65 nd@ mox’ &p’ 708, Ska Ad@ViG ETAKETO, & TOKQ,

Nougat; cf. also 1.140-1 #xAvoe diva / tov Moioaig @ilov dvdpa, Tov o0 Nougaioty dnex61.

The presence of numerous questions is typically Callimachean, see Aet. fr. 7.19-21 and 2.86, where

the Muses are interrogated by the poet durig a banquet.

I follow € péwv, the reading of p, adopted by Livrea, Mair and Orsini.

34



for the Nymphs themselves. While Dionysus is simply called upon and apologized to,
here the Nymphs are asked to come and to satisfy the poet’s curiosity by fulfilling a
number of requests. In an atmosphere of lively interaction, Colluthus bombards the
Nymphs with questions, establishing from the beginning his aetiological interest,
which was also confirmed by the insistence on vocabulary about the origin of the
Trojan War (&pyekdaxwv 9, @yvyin 10). A close model of his proem is certainly Nonnus’
proem to the Dionysiaca, where the poet with similar confidence demands answers
from the Muses.” But there are more reasons why they, and no one else, are being
interrogated: one is that they witnessed the events themselves: yap &6nricacfe
poAodoat (13). Thus by demanding answers directly from the eyewitnesses, Colluthus
is also sealing the truthfulness of his version of the facts, but most importantly
Nymphs had replaced Muses in Theocritus as privileged inspirers of pastoral song,
and this is precisely what he is about to sing: a bucolic proem.

The Nymphs are also a choir, an element that fits in with the overall theatrical
feel of the epyllion. Choirs and dances in fact appear widely from the beginning of the
poem: see for instance the dance that the Nymphs are about to do in 4, and Apollo’s
entourage, a choir of Muses in 24.

So who are these Trojan Nymphs? Apart from the Callimachean model
mentioned above, Quintus of Smyrna mentions them, as the daughters of river
Xanthus, in three places.”” We know that Colluthus’ choice of addressing the Nymphs
shows a clear intent to adhere to the bucolic tradition. Livrea also sees in Colluthus’
choice to introduce the daughters of the river Xanthus (1) a possible erudite allusion
to the venue where the judgement took place, as in ET the river is indicated as the
place where the Nymphs wash their hair and adorn their bodies for the judgement.”
However, considering Colluthus’ attention to colours and hairstyles within the

epyllion, the choice of £Eav66g could simply be a playful reference to the blonde river;

2t Shorrock 2008.

% Quint. Smyrn. 11.245-6 éneotevdyovto 8¢ Nougatr / kaAAipdov Ziudevtog i8¢ ZdvOoio BUyatpeg,
“but all the Nymphs were wailing, daughters born of Xanthus and fair-flowing Simois”, 12.459-60
dugn & dpa otevayovto uéya ZavOoro B0yatpeg / Nopgar kai Ziudevrog, “the Nymphs, daughters
of Xanthus and Simois moaned aloud”, and 14.72-3 ZdvBog £6’ aipatdevtog &vamveiwv dpupaydod /
popeto oLV NOpenowv, énel kakov Euneoe Tpoin £kmobe, “Xanthus, scarce drawing breath from
bloody war, mourned with his Nymphs for ruin fallen on Troy” (transl. A. S. Way).

See Etym. Magn. 715.37-39, s.v. Zkauavdpog: ZavOog 8¢, Eme1dr) ékel Aovodpevon ai Beat EavOag Eoxov
&G képag, ométe ANeEdvEpw Nrov Evexka kdAAovg kp1Bnodueval; also schol. AB on Il 21.1-2, Eust.
1197.49 and Worner, s.v. “Skamandros” in Roscher 4, 978-9.
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this suggestion is reinforced by the presence, at the following line, of mAokduwv, the

Nymphs’ locks.

The scene in which the Nymphs are presented also deserves some consideration: they
are on the banks of a river, playing with a ball, when they abandon their veils to
prepare for a dance on the Ida (2-4). The scene contains all the traditional ingredients
of other rape scenes, where girls are presented as playing or dancing or busy with
other innocent activities (like picking flowers or fashioning garlands) in a locus
amoenus (a meadow, a river or a spring), and suddenly they are raped.” The direct
model of this passage is Od. 6.100-2: avtap £nel oitov tapPBev duwai te ka1 avTH,
opaipn tail & dp’ Emalov, amno kpndepva Paiovoat, tiiot 0 Navoikda AEUKWAEVOS
fipxeto poAmng. “Then when they had had their joy of food, she and her handmaids,
they threw off their veils and went to play at ball, and white-armed Nausicaa began to
sing”. The similarity of the two passages appears even more striking as in 105 the
Nymphs are said to be with Nausicaa. Colluthus goes beyond Homer through opposition
in imitando.”® While in Homer the veils are put aside not to be an obstacle to their
singing, in Colluthus the veils would serve a purpose, in holding the Nymphs’
mAokduot (2) while they play. What the poet is asking is that they play with their hair
down, so they look most beautiful at the moment they need to inspire him, so that his

poetry may also be beautiful (remota metaphora).”

a. A Poetic Manifesto

This first part of the poem, including, as we shall see, the description of Paris, includes
many references to the poetics of Colluthus. The opening scene contains a number of
water elements: the Nymphs are daughters of the river Xanthus notapod (1); his sands
are recalled in PpaudBoiot (3); keAddovrog... motapoio, the river “sounding like flowing

water” (6); névtov (7)/arég (8); vnav (8); mévtov (9). Colluthus aims at creating a

# In h.Dem. 6-10 Persephone is picking flowers in a meadow with the daughters of Oceanus when
Zeus kidnaps her. In Moschus, Europa 28-36, Europa and her friends are making flower baskets and
plucking flowers in a beautiful meadow (68-9) when Zeus appears in the shape of a bull and abducts
the young girl. Claudian Rap. 2.136-141 also describes Persephone as she is fashioning flower
baskets and garlands, just before she is abducted by Pluto in 204.

»  Giangrande 1969, 149.

% The scene gains an additional meaning if we consider the context of the judgement of Paris.
Kpnidepva, “veils”, represent the modesty which is left behind; paradoxically, what follows is not
the Nymphs being plucked away from the river, but Paris, who being taken from Troy to judge the
goddesses.
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picturesque scene in an impressionistic way, and for the proem the image is that of
flowing water. Similarly, in Cypria fr. 5 Allen, Aphrodite’s toilette on the Ida rich with
fountains was accompanied by the Nymphs. Water is a well-known allegory for
poetry, which originates from Philetas and also appears in Callimachus and
Propertius.

It is possible that Colluthus also attempts here an allegoric reference to his
poetry, as did Callimachus in h.Ap. 105-12, where he, through the voice of Apollo,

expresses his taste for brief and refined poetry:

6 ®BSvoc AndAAwvog &’ obata AdOpiog eimev-
‘00K dyapal Tov &o1dov 0¢ 00d’ Soa mdvtog asider.
1OV ®06VoV A wv Todi T’ fidacev B¢ T’ Eermev:
“Accvpiov ToTapoio péyag poog, AAAX T TOAA
Adpata yiig kal ToAAOV £’ BdaTL cUPPETOV EAKEL.
Anoi & ovk amd mavtog Bdwp popéovat puéAiooat,
AN’ fTig kaBapn Te Kail dxpaavTog AvEPTEL
nidaxkog £€ 1epfig OATyn Aipag dxpov dwtov.’

Envy secretly said in the ear of Apollo: “I admire not the poet who does not even sing
as much as the sea.” Apollon kicked Envy with his foot and spake thus: “Great is the
stream of the Assyrian river, but it carries on its waters much filth of earth and much
waste. But the bees carry water to Deo not from everywhere, but of the trickling
stream that springs from a holy fountain, pure and undefiled, the very crown of
waters.”

Callimachus’ passage recalls a debated Homeric passage, Il 21.192-7, where Oceanos is
said to be the father of all rivers, springs, and of the whole sea. This passage has been
used allegorically by many poets to symbolize Homer (as névtog/’'Qkeavdg) versus his
epigones, an image that was presumably created during Hellenistic times.” So when
Callimachus says oa névtog deider (106), by ntévrog he means Homer.

The water terminology used by Colluthus, however, is not the only element
that corroborates this interpretation: keAadovtog also suggests the idea that the poet
is inviting the Nymphs to leave the loud river. Noise normally has a negative
connotation when associated with the concept of epic. In the above Callimachean

passage, Apollo himself explains that the river carries much filth and waste, so

7 Callimachus’ lack of appreciation for imitators of Homer who aim to create a long epic that

includes all the elements of the story, and his preference for a brief, refined and pure composition
is expressed in Ait. 1.21-4 xal yap Ote mpOTIoTOV £UOIC €mi déATov #Onka / youvaoty, AmdAAwY
ginev 8 pol Avkiog / ...] do18é, t& uév BVog &ttt mdxictov / Bpéat, THY Modoav § yadi
AentaAény, “For, when I first placed a tablet on my knees, Lycian Apollo said to me: ‘poet, feed the
victim to be as fat as possible, but, my friend, keep the Muse thin’”. See also AP 12.43.3-4.

% williams 1978, 88-9; Giangrande 1969, 149.
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Colluthus exploits this association to reinforce the idea that he intends to move away
from the long and all-comprehensive epic, to favour a polished short matyviov.
Interestingly, this word is used at line 2 with reference to the toys, undoubtedly a ball
that the Nymphs leave on the shore before setting themselves to a dance, based on
Colluthus’ Homeric model, 0d. 6.100-2. The word also defines light playful poems, as
we know from Leon. AP 6.322: tvde Acwvidew Oaleprv naAt dépkeo Modoav, dlotixov
g00ikTOL Tatyviov vemning. £otan &’ év Kpovioig Mdpkw mepikaAAeg &Bupua todto, Kal
¢v deimvorc kal mapd povcsondAoig. We are aware of this also from Philetas, who titled
some of his works Matyvia.”

But the metaphor poetry-water was also extremely popular in late antiquity:
Claudian employed it in the proem of his Gigantomachy (1-17), where he hopes to
overcome the difficulties (of the poetic agon),” to drive his poem to a safe harbour,
crossing the dangerous sea of the Alexandrine crowd (the judging spectators), and
finally to reach the victory in his contest through the praise of his listeners. This
image was then re-elaborated by Nonnus in Dion. 13.50-2, by John of Gaza in his
ekphrasis of a cosmological painting in the baths of either Gaza or Antioch (1.16), and
by Paul the Silentiary in his ekphrasis of Hagia Sophia 444-5.” Since Claudian is among
the main models of Colluthus, as I argue more in detail over the course of this chapter,

it is possible that our poet meant to allude to him here, too.”

»  See also Cat. 50.1-6 hesterno, Licini, die otiose / multum lusimus in meis tabellis, / ut conuenerat esse

delicatos: / scribens uersiculos uterque nostrum / ludebat numero modo hoc modo illoc, / reddens mutua per
iocum atque uinum, “At leisure, Lycinius, yesterday we’d much fun with my writing tablets as we’d
agreed to be frivolous. Each of us writing light verses played now with this metre, now that,
capping each other’s jokes and toasts” (transl. G. Lee).
% Cameron 1970a, 26 n. 19.
' Agosti 2006a, 48.
For convenience, 1 group here the main linguistic parallels that I have found between Colluthus
and Claudian and that are discussed in this thesis: Coll. 82-84 KUmpig pév doAduntic avantoaca
kaAOmtpny / kal mepbvny Budevta Sraotioaca KOUAwWY / XpLo@ UEV TAOKAUOUG, XpUo® & E0TEPATO
xaitnv - Claud. Gig. 45-46 mp@ta uév dmAekéag mepdvn dekpivato xaitag /xal mAektag ogrye
nukvoi¢ mepimAéyuact oelpdc and Rapt. 2. 15-17 [Venus] illi multifidos crinis sinuator in orbes /
Idalia divisus acu; sudata marito / fibula purpureos gemma suspendit amictus; Coll. 91-93 kai
noAéuwv Pacideiav dei kahéovorv ‘ABHvnv/uovvn Kompig dvaikig &nv 0edg. ov PaciAqwyv /
Kotpaviny, ovk £yxo¢ dprtov, ov Pédog EAkw - Claud. Gig. 43 Kumpig &’ oUte PéNog @épev, obx SmAov;
Coll. 94-98 dAA& ti Serpaivw meprwoiov dvtl uév aixufc / wg Boov Eyxog &xovoa pedippova deopdv
EpdTWV; / KeoTOV EXw kal kévtpov dyw kal to€ov delpw, / keotdv, 80ev @IAGTNTOG EUTiG EMOV
olotpov éAodoar ToAAGKIG Wdivoust kai od Bvriokovat yuvaikeg - Claud. Gig. 50-54 gixe ydp adty /
nAéypa kSpuv, 86pu paldv, d@pdv Pélog, domida kdAAog, / EmAa péAn, BEAynTpov év Ayeorv: ei ¢
T1¢ abth] / Supa PdAot, §£6unto, Pérog §'dmd xe1pdg Edoag / w¢ "Apew aixuf tf Kompidog SAAvTO
popef; Coll. 155-58 1) & avov PablkoAnov, £ népa yvuvaoaca/kOATOV, Gvnwpnoe kal ovk
ndéooato Kumpic. / xeipi & édagpilovoa peippova dsopov épwtwy / otiifog dnav youvwoes kal
oUk éuvicato pal®v - Claud. Gig. 48-50 Aentag §’evavEépolo pagag xardoaca X1T@vos / mopeupéwv
oV kpumtev V@’ efpacty &vBea pal®v, / Supatog gic dypnv wrAiouAevn; Coll. 173 dyAainy épiinoa,
kal &yAain ue Siwker - Claud. Gig. 43-44 dAN'ékduilev / dyAainy; Coll. 18 vuugidiwv InAfog
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It remains to be considered to which sort of playfulness Colluthus is referring.
Colluthus may be alluding to the lack of a propagandistic purpose in this particular
poem, composed simply to entertain readers. Iaiyvia represents therefore another
element to Colluthus’ programmatic incipit; by choosing this technical word, he is
aligning his poetry to Callimachus’ ideals of playfulness, brevity, and sophistication.
Moreover, by indirectly echoing the Aitia’s proem, where Apollo visists Callimachus
while he is scribbling on his tablets, the reader is also reminded of Hesiod’s Theogony
proem 23-4: ai vi 108’ ‘Hoiodov kaAnv £didaéav ao1dnv, dpvag mopaivove’ EAk@GVog
Umno (abéoto. “And one day they taught Hesiod a glorious song while he was grazing
his lambs under holy Helicon”. This implicit connection serves the additional purpose
of a conceptual link to the next part of the poem, in which we meet another shepherd,

Paris.”

Colluthus has made a statement of his poetics (he intends to follow Callimachus), and
the nature of this poem (light, playful, and entertaining). He now moves on to
describe his role as a poet.

At lines 7-8, Paris sets out to sail a sea he was not accustomed to, although
ignorant of matters of the sea: &0sx névtov éAadvwv dyvwoowv aAog €pya. Colluthus
here echoes Hes. Op. 649: oUte T1 vavTIAing oeco@iopévog olUte Tt vn@v. He returns to
the concept of the “works of the sea” also in 230 do01¢ aAog €pya uepnAet, “those who
care about the works of the sea”: he could be playing again with a double meaning,
and indirectly referring to Homer’s imitators, who keep writing long epics.

However, the verse has been interpreted™ as a possible reference to the poet

himself. Like ignorant Paris, Colluthus introduces himself as about to embark on

dedopévwv Vuevaiwv - Claud. Rapt. 2.230-31 nimbis Hymenaeus hiulcis / intonat; Coll. 33 yduwv
a6idaktog 'ABrvn - Claud. Rapt. 1.35 inpatiens nescire torum and 3. 279 quid vos experts thalami;
Coll. 40 o0 Xelpwv dAéyile kal oUk éundleto TinAedg - Claud. Rapt. 1.137-138 despexit utrumque /
flava Ceres; Coll. 53 duaipakétn mep €odoa- Claud. Rapt. 1.69 quamvis indocilis flecti; Coll. 103
MBokpndepvov - Claud. Rapt. 2.179 scopulis inclusa; Coll. 126 urnw ToAAG kKapoGoav NV GVEKOTTEV
aowdnv - Claud. Rapt. 1.271-72 inperfectumque laborem / deserit; Coll. 167 oUnw ud6og EAnyev -
Claud. Rapt. 1.117 vix ea fatus erat; Coll. 318-20 v0€ &¢, mévwv dunavua pet’ fehiowo keAevboug, /
Untvov élagpilovsa, tapropov dnacev @ / dpxouévny - Claud. Rapt. 3.404-405 iamque soporiferas
nocturna silentia terries / explicuere vices; Coll. 338 ydov elvacov - Claud. Rapt. 2.277 desine
funestis animum ... curis; Coll. 340-41 yoepal pév €miuvovolv omwmal, /TUKVA 8¢ HLPOUEVNG
BaAepal uvvBovot tapeiai - Claud. Rapt. 3.311 largis nunc imbribus ora madescunt.

Another interesting element that fits into the poetic manifesto as a technical word is line 4 &
Xopov ‘Idainov émevtivacte xopeiog, where Colluthus clearly echoes Call. h. 2.8 kai &g xopov
évtovaobe, and Mosch. 30, an expression considered equivalent to the almost technical yopov
aptileoBat iotdvar; Buhler 1960 n. loc., and Kotseleni 1990, 115.

* Kotseleni 1990, 68.
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poetic composition, a challenging task at which he is inexpert. It is possible that
Colluthus simply wishes to appear humble about his art. This would be surprising
based on the following consideration. The epyllion is not listed among the works
ascribed to him in the Suda, in all probability because the compiler was not aware of
the poem, as Weinberger and Livrea believe,” probably due to a separate transmission
of the poem. However, the Abduction of Helen’s popularity must have been greater than
that of his other poems, if we go by the extant manuscripts that transmitted the text
to us. Following this logic, we could speculate that this was Colluthus’ last or one of
his last works, the one that best showed off his poetic skills, erudition and knowledge
of earlier poetry. If we go by this hypothesis, the self-portrait as a poet about to
explore a territory that he was not used to, ignorant of its “works”, seems rather
challenging to accept. Colluthus had both the experience and the knowledge of poetic
composition. He had already sailed in the sea of poetry (as the Suda tells us of works in
hexameters), and he was very knowledgeable about its rules (as we assume from both
previous epic work and the erudition that he shows in the epyllion itself).

So, in what other way could Colluthus refer to himself, when he alludes to his
inexperience and ignorance? Comparing the epyllion itself to his other works, the
nature of the topic itself could not have represented the key point: the Calydoniaca’s
topic is the mythological story of Meleager, and the Persica with all probability had for
its subject Anastasius’ Persian wars, so the poet could not have been alluding to a
completely new theme that he had never dealt with before. Meter also does not
answer the question, as it is reasonable to presume that the Calydoniaca and the
Persica, as well as the éykda &1’ éndv, were also written in hexameters. Colluthus
could have meant that for the first time he was approaching a natyviov, a light poem
for entertainment purposes, rather than a politically involved poem with
propagandistic objectives. In fact, in the Calydoniaca the poet may have used the story
of Meleager’s wild boar hunt to celebrate the emperor’s achievements, and since the
Persica and the encomia were clearly composed for propaganda purposes, it seems fair
to suggest that the Abduction does not share the same function. The epyllion shows off

Colluthus’ erudition, fine taste, and knowledge of poetry, and also aims at making its

% Livrea 1968a, XIV.
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readers (or audience) smile. Political references are replaced by ironic portraits and

unexpected scenes,’ ensuring that the poem’s spirit is playful and light.

b. The Introduction of Paris

The bucolic feeling continues in this first part of the proem as the narration moves on
to give a first sketch of Paris. The very first words that refer to Paris in the epyllion
are BepiotondAolo vorjuata unAoPotipog (5), “the counsels of the shepherd judge”.
The representation of Paris as a shepherd is quite consolidated” in literature and in
figurative arts, so this characterization does not come as a surprise. Nénua is an
interesting word choice here, as it conveys the idea of perception, as well as that of
planning; later on we will see that Paris rushes to hand the apple over to Aphrodite,
smitten by her beauty and by the sight of her naked chest. His decision is solely based
on what he sees, the nudity of Aphrodite versus the non-nudity of Hera and Athena,
so the lexical choice seems appropriate in this case, where Colluthus is possibly
anticipating how the course of events will evolve later in the story.

It also seems quite ironic that Colluthus describes Paris as BguiotonéAoro (5),
as 0€u1g is normally associated with Zeus.*® The line acquires an even more humorous
meaning when, at the end of the verse, we realise that Colluthus is extremely keen to
discover the counsels of a unAoPotnp, a judge-shepherd, not Zeus’. MnAootnp,

moreover, a Homeric hapax™ also used by Nonnus* and Apollonius,” seems to be a

Such as Paris’ toilette before his meeting with Helen, or Aphrodite’s invective to Athena.

7 11. 24.29, Pind. fr. 6 a Snell-Maehler, Bion 2.10, Virg. Aen. 7.763, Ovid. Her. 5 and 16, Luc. Dear. Iud. 5:
oVUX 0pa¢ Poidia kAT TOV U0V OVTWOL SAKTVAOV €K UECWY TAV METPOV TPOEPXOUEVA KAl TIva €K
100 okoméNov katabéovta kahadpona Exovta kal dveipyovta ur npdow daokidvacar trv &yéAnv;
“don’t you see the tiny cattle over here in the direction of my finger, coming out from among the
rocks, and someone running down from the cliff, holding a crook and trying to prevent the herd
from scattering out ahead of him?” (transl. A. M Harmon); Lyc. 91 Kal 81 og vavtnv ‘Axepovoia
Tpifog kataPpdtic moyapyov o matpog kémpoug oteifovia pakt®v PovotdBuwv Eevwoetal,wg
npdabe kaAAovg TOv Buwpitny tpimAaic, “And you, betrayed sailor, the downward path of Acheron
shall receive, walking no more the stables of thy father’s rugged steadings, as once when you were
arbiter of beauty for the three goddesses”; Christod. 219: 6 PovkdAog. Colluthus and Christodoros
depend on Nonn. Dion. 10.312 tnAikov EAAaxe kdAAog 6 foukdAog, Ov 6b tpaméln and 15. 308 & o
Adovic aerdev 6 PoukdAoc dugl 8¢ poAni, which are based on Theocr. 6.1 Aapoitac kal Adgvig O
BoukdAog (Tissoni 2000a, 177).

1. 16.384-93, where Zeus’ concern for mortals’ rejection of justice is described through its graphic
consequences, and 13.4-9, where the father of the gods turns his gaze from the fighting Achaeans
to peaceful people like the Musoi, showing that justice is the main driver of his decisions
(Constantinidou 1994, 14 and Lloyd-Jones 1983, 1-27); Hes. Op. 9 xA081 18wv &iwv tg, 8ikn & 1Buve
Béuiotag tovn “you, who see and listen, pay attention to me, and with just right make judgments
straight”: here, the poet invites the Muses to sing the praises of Zeus, the sole administrator of
justice.

*11.18.529; h.Merc. 286.

‘" Nonn. Dion. 5.121; 41.26; 45.160.
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favourite of Colluthus, as he uses it again to refer to Paris in 158. The word involves a
word game in itself, as ufjAov can mean sheep or goat, but also apple and breasts; thus
the word can work as “sheep-tender” or “feeder”, as well as “breast-tender” or
“feeder”.

With ayvwoowv aAog €pya (8), Colluthus may also be alluding to Paris’
ignorance, and not only in matters of the sea,*” but also with regards to his lack of
education. This would fit in well with the overall portrait that the poet gives us of
Paris, a suitably dressed shepherd (108-9), unaware of justice (11), scared (dewpaivovta
127), and who is mainly associated by Hermes with making cheese (yadAov anoppipag
128). As in Eur. IA 573-89, Paris is a weak judge because of his lack of education.
Aphrodite’s prize then made him greedy. Meeting Helen meant he became possessed
by eros, and, finally, their affair leads to strife and to the Trojan War. Paris’ ignorance
may thus be considered as the cause of the feud: if Zeus had given the task to judge
the three goddesses to somebody more educated, perhaps Aphrodite’s seductive

means would not have been as effective as they proved to be with a naive shepherd.

Colluthus continues and expands on the description of Paris at lines 102-26, where
Paris is presented as a fully kitted bucolic character: already a shepherd
(unAoPorfipog 5, poukdAog 10 and 88, vouevg 11), and unaware of the business of the
sea (8), his character is now defined as tending to his father’s flock (104),* busy with
pastoral duties (105-7), dressed in proper pastoral attire (108-10), a maker of music for
Pan (111-21), busy making cheese (128); finally, he awards Aphrodite a lovely fruit
(130), which is more a pastoral prize than the golden apple of the myth.*

Before beginning the description of Paris, Colluthus sets the scene at the feet of

Mount Ida (102).” In line with the bucolic framework, Paris is first described as

‘' Ap.Rh. Arg. 2.130 and 165, as noted by Giangrande 1969, 149.

2 This is why he rushes to offer sacrifices on the shore prior to his departure (Giangrande 1969, 152).

“ In h.Aphr.,, Anchises, too, is found by Aphrodite while tending flocks: 54-5: 6¢ tét" €v akpomdAoig
8peorv mohvmddkov "18ng / PoukoAéeckev Polc, “Anchises who was tending cattle at that time
among the steep hills of many-fountained Ida”.

“  Harries 2006, 541.

> Colluthus differs here from Ovid (Her. 16.53-4 est locus in mediis nemorosae vallibus Idae / devius et
piceis illicibusque frequens, and in Ars 1.684 colle sub Idaeo) and Lucian (Dear. Iud. 5 pn mpdg dkpw T@
Spel, mapd 8¢ v mAevpdv), according to whom the contest took place on the top of 1da. The
expression &v0a MBokpidepvov vmo npn@vog Epinviy (103) derives from Nonnus Dion. 14.381-3,
and 18.61, but Colluthus could be alluding to Claud. Rapt. 2.179 scopulis inclusa. The attempt of
Montes Cala 1987-88, 109-112 to restore and justify the lectio difficilior based on B, '18aing
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tending to his father’s flock (kovpilwv évdueve Mdpig matpwia ufjda 104), as the
shepherd Hymnus in Nonn. Dion. 15.206, and the Cyclops in 0d. 9.127. The choice of
kovpilwv reminds us of Zeus again, like BepictondAoro, as he is thus described by
Apollonius when, still a child, he used to inhabit the Diktaion cave in Arg. 1.508 and
3.134.

Paris’ duties as a shepherd involve separating the bulls from sheep (105-7).
Colluthus’ model for these lines is 0d. 4.411-13, where Eidothea, Proteus’ daughter,
reveals her father’s habits to Menelaus as she suggests that he hide among the seals in
her father’s cave, in order to find out from Proteus the reason that is preventing their
return: @WKAG LEV TOL TPQOTOV APIOUNGEL Kal EMELGLY AVTAP EMNV TACHG TEUTACOETAL
nde dntar,Aé€etar év péoonot, voueng W¢ mweot uRAwy, “first of all he will go among
his seals and count them, but after he has reviewed them all and noted their number,
he will lie down in the middle of them, like a herdsman among his sheep”. The choice
of this model seems meaningful as Paris and Proteus shared a connection with Helen:
the first kidnaps her from Sparta, the other, according to the tradition transmitted by
Stesichorus and Euripides in the Electra and Helen, keeps her with him in Egypt, while
the eidolon is at Troy. Colluthus borrows from this passage neundooerat (nepndlero
106) and nweot uNAwy (mwea uRAwyv 107).

The mixed nature of Paris’ flock (bulls and sheep) has attracted some interest.
Colluthus uses the word pfiAa with a different meaning,* so in 104= flocks, and here in
107= sheep.”” The obvious model for this line is Nonn. Dion. 18.94 tavpwv {atpepéwv
ayéAnv xal twea unAwv “a herd of fat bulls and a flock of sheep” and Colluthus’ line

also echoes Claudian again, in Rapt. 1.262-3 vitales utrimque duas, quas mitis oberrat

TpiKdpnvov OO pndva daldkpng, “at the feet of a cliff, the peak of Phalacra, for the dances on
Ida”, did not find much consensus. Colluthus may be reminiscing about Ap. Rh. Arg. 1.581:
Mn\iadag d¢ mapelniuefov épinvag, “the heroes sailed along the cliffs of Pelium”: here, the first
places that the ship Argo sails along are listed very quickly and with an embryonic tendency to
“paesaggio interiorizzato” (Paduano 1986, 159). The choice of Umepédpauov somehow contrasts
with this dramatic context: in Theognis 1.620 the verb is used to overcome poverty, and it is
generally used for metaphorically defeating hardship, never for “run over or surpass” a landmark
in a geographic context (LS], 1869): Colluthus may be ironic, as in this case Hermes and the
goddesses have just “overcome” the peak of the mountain, while the reader would expect some
form of hardship. Colluthus derives the expression émi poxofio1v dvavpov (105) from Mosch. 31 i
Gte paidpovorto xpoa mpoxonoy avavpwy, “whenever she washed her body at the streams of the
river”, since this passage (line 30) was also the model for Colluthus’ line 4 (Livrea 1968a, 118-9).
Moschus in his turn depends on Ap. Rh. Arg. 3.67, where Jason crosses the river Anauros, é£6t" £nti
npoxofotv GAg mtAnBovrog Avavpov; see also 1.8.

Like olomdAowoty, meaning “pastoral” in 15 and “lonely” in 357, and fifea, in 11 “familiar place,
home”, in 115 “costumes”.

As Livrea 1968a, 121 highlights, the distinction between tavpwv= ox/bulls and ujAwv= sheep is
underlined by the anaphora.
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temperies habitanda viris, “on either side lay two habitable zones, over which ranged a
temperate mildness suitable for men to live in”. However, here the first questions
about Paris’ credibility as a shepherd arise: Paris is a herdsman of sheep and goats, as
well as bulls (105, 113, 116), but nowhere else is he portrayed as a fovk6Aog of bulls.*
Magnelli agrees with Harries on Colluthus’ lack of concern with harmonising Paris to
the bucolic utopia:*® Harries interpreted this apparent negligence as the poet’s
intention to create a bucolic impression that did not need to be precise. However, he
accepts Fantuzzi and Williams’s suggestion that this passage may echo the strange
mix of animals that Theocritus’ Cyclops boasts of owning (11.34).*

It is possible that, as suggested by Williams,” tavpwv is used here as a
synonym of Po®v, based on Theoc. 1.21, [Theoc.] 27.48 and 71. However, precisely
these two passages offer the ground for Prauscello’s alternative interpretation.” She
argues that Colluthus exploits bucolic and Homeric tradition and exegesis where he
found a precedent for Paris as herdsman of bulls to evoke a web of associations that
foreshadows Paris’ aggressive future as rapist, but also to direct readers’ expectations
and shape his narrative strategies. In fact, in Theocritus bulls are among the wild and
untamed animals that join the 6pfivog for Daphnis (1.71-2), and are also mentioned by
him in his epitaph (1.120-1). In this passage, where cowherds, shepherds and
goatherds gather around suffering Daphnis, Priapus accuses Daphnis of being d0cepwg
(compare Coll. 194 AVonapig) for failing to seize an opportunity with a girl and thus of
lowering himself to the level of goatherds, who only wish they could mount their
goats (85-88). The context of this lament reveals how material wealth and amatory
success depend on the size of animals you pasture. The bull is commonly found as a
slang word for phallus. In Ps.-Theocritus 27, one of the very few descriptions of full
satisfaction found in ancient literature, Daphnis is cast in the role of the predator, and
he is tending bulls. This feature is clearly linked to his sexually predatory attitude
towards Helen/Akrotime. Moreover, in Il. 11.385, Diomedes addresses Paris as “famous
for your keras”. Scholiasts first interpretated this as a reference to a strange hairstyle,

but thanks to Eustathius we know that, on the basis of a passage of Archilocos,” either

*  Prauscello 2008, 183 and 189 n. 73; Magnelli 2008, 155.
* Magnelli 2008, 155, Harries 2006.

°* Hunter 1999 on Theoc. 11.34.

' Magnelli 2008, 169 n. 33.

2 Prauscello 2008, 183-5 and 190 n. 85.

% Arch. fr. 247 W2,
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Aristotle or Aristophanes of Byzantium read into this a reference to Paris’ vaunts of
sexual prowess.

While I accept the validity of the sexual allusions, and Colluthus’ aim to guide
his reader’s expectations, 1 would stretch this further and argue that the poet’s
ultimate objective might be, once again, to surprise his readers by failing to fulfil
those expectations, and instead providing a new twist, i.e. that Paris’ identity is not
that of a lover/rapist, either. If it is true that everything leads readers to expect a
highly sexual character and a lover, it is also true that Paris’ identity as a lover is
questionable. In fact, when later Athena offers courage to Paris (145), a skill that he
definitely needs, and that does not belong to the bucolic world,* ironically he turns it
down. Then, Hera wonders what use battles are to a king (150): this sounds very odd
in Homer’s world. Finally, when Aphrodite manages to convince Paris through erotic
promises, his evolution into the new role (lover) is revealed. It looks as if Colluthus
were making Paris regress back (rather than evolve) to his Homeric role: a cockscomb,
a woman-crazy man, a seducer,” as also confirmed by Ovid, who, in Her. 17.253-4,
defines his job specification: tu, Pari, semper ama. Our Paris, again, at first glance seems
to fit into this characterization as a lover:*® he cannot wait to get his prize (167) and
burns with desire after the idolized Helen (193), but his credibility as a character who
is the prey to eros (ipeipwv & Un’ €pwtt 193) is null compared to that of Helen, who
ticks all the boxes of erotic characterization.”” He does not present any symptom of
eros, he fails to show any emotions at the sight of Helen, he does not comment on her

beauty, he does not correspond her signals (see Chapter 3 for further discussion on

this).

Colluthus now proceeds to describe Paris’ pastoral attire, with a goat’s skin hanging
behind him and a crook (108-110), modeling his shepherd on Lycidas from Theocritus
7:15=19;

éx uév yap Aacioto SacVtpiyog eixe Tpdyoto
Kvakov dépu’ duotot véag Tapicolo motéadov,
aui 8¢ ol otrBeoot yépwv E0¢iyyeTo TEMAOG
{wothpt TAakep®, poikav & Exev aypreAaiw

> Harries 2006, 541-2.

*]1.3.39 = 13.769 Alomapt £160G &p10TE YUVAIUAVEG NTEPOTEVTA.

For Magnelli 2008, 154-5, Paris’ character is all about sex, in line with the Homeric model.
7 1 disagree on this point with Paschalis 2008, 142.
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de€itepd xopOvVay

In fact he had the reddish skin of a thick-haired billy-goat on his shoulders, still
odorous of fresh curd; around his chest an old peplos was fastened by a wide belt, and
he held in his right hand a curved crook of wild olive tree.

Colluthus again introduces his own twist to Lycidas’ portrait, replacing Theocritus’
male goat with a female goat. He mixes in a reference to a Nonnian passage (where
the rare word dopr| appears), where some of the satyrs, who were quintessentially
cowards already in satiresque drama,” are masked in ways that remind us of Heracles:
Dion. 14.130, ol d¢ dopaig Aacinoiv ékaprovovto Aedvtwv, “others made themselves
stronger with skins of shaggy lions”. He adds an allusion to Ap. Rh. 4.1347-50, where
Jason reveals to his crew his vision of three goddesses dressed in goat-skins, like
maidens. Here, the similarity of the detail of the goat’s skin hanging from the neck

downwards around the back and waist™ is especially striking:

KADte cpl)\m tpslc ydp pot avw(Zovn Beawv,
otspcpscsw a1ys101§ s{wopsval ¢€ umdatolo
avX€vog augl te vota kal 1€0ag, RUTE Kovpat,
gotav Umep KeQAATG uaA’ émoxeddv

Listen, friends; as I lay in my grief, three goddesses covered in goat-skins from the
neck downwards round the back and waist, like maidens, stood near, over my head.

Is there a link with the comic (and also coward) Dionysus in Aristophanes’ Frogs, who
threw a lion’s skin on top of his tunic? Interestingly, the word dpesoavAoio, used by
Colluthus as a variation on Ap. Rh. Arg. 3.33 (on which see below), is used by Nonnus
in Dion. 24.130, in a passage where the Bassarids act as make-do lionesses: Baooapidwv
d¢ @alayyeg EpuBpain mapa Adxun okouvov opsscavAolo TiOnvicavto Asaivng “in
the Eritrean woods troops of Bassarides breastfed the cubs of a mountain lioness”.*
But is our Paris really dressed as a shepherd? All these passages that our poet
is alluding to seem to refer to people in disguise or pretending to be somebody else:
Colluthus is ironically dressing Paris in the standard bucolic uniform, but he does not

really believe himself (nor do his readers) that he is actually a shepherd. In other

words, he is playing with the genre in a subtle way that educated readers would have

% Eur. Cycl. 596 and 642.

*  Herodotus in 4.189 speaks of goat-skin cloaks and how the Greeks borrowed that style from the
Libyan women.

®  Nonnus uses the same word also in 14.378, where a bacchant grabs the skin of an enraged bull and
skins him. In Eur. Cycl. 330 Sopaict Onp&v cdpa nepipaiwv uov “I wrap my body in the skins of
beasts”- during the Cyclops speech to Odysseus about his lack of respect for Zeus.
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understood, and he is dressing up his character as a shepherd, while from the rest of
the story and from earlier tradition readers would have known that he is actually a
coward, a non-achiever, and, at least in this poem, not even a proper lover. Thus,
while the passage first brings Lycidas to mind, a closer reading reveals that Colluthus’
Paris is only dressed up as a shepherd, but he is actually a fake.

This impression is corroborated by the images that the word xipaipa
inevitably - as it appears only once in Homer, Il. 6.181 - evokes. The Chimaera, a
polymorphic creature that is many animals, tpdofe Aéwv, Smbev 8¢ dpdkwv, uéoon d¢
Xipoipa, “was lion in the front part, a snake in the rear part, and a goat in the middle”,
where the lion may be a reference to Heracles, the snake to Cadmos,® and the goat
would represent our link to Colluthus’ passage. The Chimaera was one of the monsters
that Bellerophon was sent to defeat by Proteus. This myth has interesting connections
not only with Heracles’ myth (the Nemean lion killed by Heracles was the son of
Chimaera), but also with Jason’s, as well noted by Hunter:** both Proteus and Pelias try
to eliminate the better man from their kingdom, employing similar instruments (the
Chimaera and the fire-breathing bulls of Aietes). After the successful completion of
the tasks, both Bellerophon and Jason receive what they wanted (in Bellerophon’s
case, half of Iobates’ kingdom, and in Jason’s case, the Golden Fleece), and marry the

kings’ daughters (although only Iobates gives his consent to marriage).

Let us now consider Paris’ pastoral crook.” Readers continue to be reminded of
Heracles by kaAaOpoy (110), which, like the adjective moiuéviog, is a rare word,* and

brings to mind two passages in particular: first, Ap. Rh. Arg. 3.33, on which Colluthus

% Who, in Nonn. Dion. 2, dresses up as a pipe-playing shepherd to enchant Typhoeus - this scene is

also a model for Colluthus when he later speaks of Paris playing the pipe.
2 Hunter 1988, 448-9.
% There is debate about the reading dnékeito (accepted by Mair, Livrea and all other editions) which
implies that the pastoral crook was laid aside (as Paris’ hands were busy with the pipe that he is
playing as he walks), but Giangrande 1969, 150 supports Unékeito, which would imply that his
crook was tied to his belt and thus lay beneath his shepherd’s skin (Kotseleni 1990, 188). Livrea
disagrees with the mss. version as he interprets it as humi iacebat pedum, and defends his position
highlighting Colluthus’ intention to present Paris more as a singer than a shepherd (Livrea 1991,
564).
It is used only once by Homer in Il. 23.845: 6oc6v tig T €ppie kaavpona BovkdAog avnp, “how far
as a cattleman throws his crook”. However, it appears in Nonn. Dion. 15.349, where the shepherd
Hymnus asks Nicaea not to put his pastoral crook on his grave, but narcissus flowers; in 16.317,
where a satyr invites Pan to become a vine-dresser and quit his pastoral crook; in 15.208, where
Hymnus holds a crook in his hands; in 23.158, where some of the Telchines lead a bull with a
pastoral crook; in 43.216, where Pan hits the sea with his pastoral crook.
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introduces a twist® by replacing opitpepéog with dpesoatvAoro: 6 & épeuvnv dintuxa
AOTNV abTHov TePdVNOL KAAXVPOTA T TPNXETAY KAPPAAE TNV POPEESKEV OPITPEPEDS
kotivolo,“[Amycus] threw on the floor his dark cloak, double fastened by buckles, and
his rough crook, made of mountain olive, which he used to carry around”.*® Secondly,
[Theocr]. 25.207-9 also shares much with Apollonius’ passage, where Heracles is
telling Augeas’ son Phyleus about his slaying of the lion of Nemea: étépnet 8¢ paktpov
g0mayeg avTOPAOLOV EMNpePEng KoTivolo uuntpov, “and in the other hand a sturdy
crook, made, without peeling or pithing, of a shady wild-olive”: here Bdktpov, a
synonym of kaAabpoy, is used.

The image of the pastoral crook is also widely exploited with sexual allusion in
Nonnus’ Dionysiaca: in 1.79-83, a curious simile of Eros (who is leading Zeus as the bull
who kidnaps Europa) as a cattleman, he uses his bow like a pastoral crook and drives

Zeus towards the marine pastures of the sea:

TITALVOUEVOL0 OE TaUpOL
BoukdAog avxéva dobAov "Epwe EMEUAOTIE KEGTR
xal vopinv dte paBdov énwpidt té€ov delpwv
Kunp1din moipaive kaAavpom vopgiov “"Hpng
€1g VOUOV VYpOV &ywv Mocidrov-

While the bull hurried, Eros like a cowherd whips his neck enslaved by the girdle, and,
carrying the bow on his shoulders like a pastoral crook, he leads Hera’s groom with
this Cypris’ wand towards the wet pastures of Poseidon.

In 47.401, Ariadne, remembering her mother Pasiphae’s passion for a bull, says o0 uev
gyw pavoorut kahavponog “I will not touch the pastoral crook”. The most interesting
parallel could be 15.285, where Hymnus, in love with Nicaea, thinks of a speech for
her, where he lists shepherds who were loved by divinities such as Titonos (kidnapped
by Aurora), Ganymedes (by Zeus) and Endymion (by the Moon): pinte BéAog kai Yade
KaAavpomog, Sepa Tig €inn ““Yuvov uniovopoto Béag Kubépeia vouever’, “Throw away
your darts and take the pastoral crook instead, so that one may say: ‘It is Cytherea

”

who grazes the cows of Hymnus the cattleman’. The technique of listing previous

exempla is used traditionally in pleas of unrequited lovers, as in Ps.-Theocritus 20.32-

% Apollonius’ mepdvnot is also exploited by Colluthus at 83, but referred to Aphrodite’s perfumed
locks, not to a cloak.

The rough appearance of Amycus (who challenges every guest to boxing with him, and kills
whoever loses) contrasts with that of Polydeuces, who is wearing a rich cloak received as a gift
(here the contrast is that of Bia/Téxvn).

48



45. According to D’Ippolito there is a similarity between this list and the one Paris

gives to Helen in Ovid, Heroides 16.197-204:%

da modo te facilem nec dedignare maritum,

rure Therapnaeo nata puella, Phrygem.

Phryx erat et nostro genitus de sanguine, qui nunc
cum dis potando nectare miscet aquas.

Phryx erat Aurorae coniunx, tamen abstulit illum
extremum noctis quae dea finit iter.

Phryx etiam Anchises, volucrum cui mater Amorum
gaudet in Idaeis concubuisse iugis.

Just be condescending: give yourself to me and do not despise a Phrygian husband,
you, girl born in the countryside of Therapne. A Phrygian and born from our same
blood was he, who now in heaven with the gods mixes water with nectar for their
drinks; a Phrygian was the husband of Aurora, and yet the goddess who cuts the night
short stole him away; a Phrygian was also Anchises, with whom the mother of the
winged Loves prides herself to have joined together on the mountainsides of the Ida!

Colluthus curiously applies this listing technique to the meeting of Helen and Paris,
where love is - at least in terms of result - reciprocated, and replaces the list of
shepherds with the list of Paris’ ancestors (while she lists the heroes that she does
know):® there may be a subtle game happening here, in which Colluthus uses the
word “crook” to allude to Eros’ power as in the bull’s image. The effect is, once again,
surprising, as readers find here something that they would expect in a scenario of

unreciprocated love or paraclausithyra.

So far, our Paris is really trying to resemble a shepherd, to look like Cadmos who in his
turn pretended to be a shepherd, to look like strong Heracles with his lion skin on,
and to look like old-fashioned sexy Paris, too: unfortunately, a well-read reader could
not be deceived, and would realise that he is none of the above, or that maybe he is a
little bit of all of them.

On closer inspection, the text could offer some clues on how this bucolic
renegotiation should be interpreted. The verb aiwpéw (109), not used by Homer, is
borrowed by Colluthus from Nonnus, who uses it, in Dion. 19.265, to describe in detail

the dance of Silenus in competition with Maro on the occasion of the funeral games in

¥ D’Ippolito 1964, 97.
*  Gonnelli 2003, 210 n. 278 notes how the similarity with the Ovidian passage cannot prove a
dependence of Nonnus from it.
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honor of Staphilos. These games, as Dionysus® clarifies in 19.143-57, include poetic™
and pantomimic contests: when Silenus loses, he metamorphoses into a river. The
character of Proteus was traditionally associated with pantomime due to his
metamorphic nature.” There could then be a subtle allusion to pantomime here, as
we have seen above that Colluthus already alluded to Proteus in 106-7. Colluthus’ use
of the bucolic tradition here could be offering an artful twist to allow us to glimpse
into his character a pantomime dancer, a versatile actor who is able to look like and

impersonate (a multi-faceted) Paris - the shepherd.

The representation of Paris playing his reed-pipe (111-16, 123 and 125-6), alone,” has
also raised a few questions since, as the protégée of Apollo, he traditionally plays the
lyre. After the judgement, his patron goddess is Aphrodite.” This representation of
Paris with the lyre is very common in figurative art, in the Iliad and in the Cypria,
where the version given finds Paris tending to his father’s flock at Hermes’ arrival. In
the version of the myth presented by Euripides, that of Paris exposed as a child on the
Ida and living with the shepherd who ignored his origins, the representation of Paris
playing a reed pipe (instead of a lyre)” is in line with this version of the story
presented in Hel. 357-9 and IA 576-8. The reed pipe appears in figurative art only in
later times: we have a Pompeian fresco” and a relief from the fourth century AD.
Colluthus follows the literary version of the Cypria, but surprisingly he portrays Paris

¢ as per the alternative version of the myth: this seems like a

playing the pipe,’
contradiction, but it could be the twist that by now we would expect from our poet.

In this passage there are some more references to Colluthus’ poetics which
reveal his intention to be seen as an epic bard and a bucolic singer: the choice of
Atyvpdg and dowdry (112) echoes Hesiod Op. 658, who speaks of a tripod that he

dedicated to the Muses of the Helicon &vBa pe 1o mp@tov Aryvpiig énéfnoav aordi,

% Pantomime was associated with the cult of Dionysus and to death as a form of return to life

(Gonnelli 2003, 321).

Agosti 2006a, 49 contextualised this passage within the performative and agonistic dimension of

late epic poetry.

' Gonnelli 2003, 319-25, and 382-3.

2 Anchises was also found alone by Aphrodite in h.Aphr. 76 tov & ebpe otaBuoiot AeAetupévov oiov
&’ &A\wv, and playing the lyre in 79-80 6 8¢ otabuoiot AeAeiupévog oiog &’ EAAwv / TwAeit’ #va
kal Evha dampuoiov kibapilwv.

7 Rasch 1913, 50 n.4.

% Jouan 1966, 100, and Stinton 1965, 28.

7 K264 and 253 Clairmont, see Livrea 1968a, 124.

% The pipe, Pan’s favourite instrument, according to Nonnus (Dion. 10.389, 17.69, 41.372-73, 42.384,
2.118, and 16.332) is once again mentioned at 115.

70

50



“where for the first time they introduced me to the harmonious song”.”” The
expression is based on 0d. 12.183 Aryvprv &’ &vtuvov Go1dnv, where the sirens “began
to sing a harmonious song”. Colluthus also purposefully employs the technical
expression avaparierv poAnnv/aodnv (116) to define the beginning of the poetic
singing, and certainly had in mind Christod. 130, where Stesichoros Awyvprnv
avePaAdeto poAnrjv. This passage is also based on Homer, who employs 6 @opuilwv
avePaAdeto kaAov deiderv when Phemios and Demodocos start to sing.”® Theocritus
also used similar expressions related to the bards Damoetas (6.20) and Daphnis (8.71).
Nonnus used the same formula when bard Leucos started his song in Dion. 24.242.
Colluthus also employs d1kw, whose use in a musical and poetic sense is well
documented.” At 123, Colluthus chooses another technical word, Atyaivwv, which
appears only once in Homer in Il. 11.685 referred to heralds, but often in Nonnus,
again always in singing contexts,” e.g. in Dion. 7.48-50 oida pév, WG £pdeig méetat
yduog, fxt Aryaivel Maviddog obpryyos dudBpoog adAdS A8 vne"T know how pleasant
is a wedding in which Athena’s aulos plays together with Pan’s pipe”, and of himself in
25.260 GAAX Aryaivewv mveboov £uol tedv dobBua Bedoovtov, “so inspire my song,

infuse me with your divine breath”.

Paris is so wrapped up in his music that he forgets about his flock: the clausula ka1 o0k
gunaleto unAwv (114) is the result of conflation® between 0d. 20.384, 6 & ovxk
gunaleto uoBwv, where Telemachos does not pay attention to the suitors, and Nonn.
Dion. 15.214 o0 Poéng ayéAng éunaleto, where it is once again Hymnus who no longer
cares for his flock once he falls in love with Nicaea. The typical indolence of the

person in love, who loses interest in their occupation, goes back as far as Sappho,*

77 Also Dion. Halic. Dem. 5 ka1 oUte t& Atyvpov £0ikev Eu@aively AdAov oUTe TO KOUPOV Beatpikdv.

* 0d.1.155 and 8.266.

”  Pind. Nem. 5.24 @bpuiyy'... Xpuoéw MAdKTpw Siwkwv, “chasing the lyra with a golden plectrum”,

Simon. Frag. 29 Bergk (Pind. Frag. 107a3 Snell) kaurmoAov péhog drwwkwv “chasing an ode of varied

metre”, Pratin. Lyr. Fr. 5 page ufjte cOvtovov diwke unfte tav dvewpévay {laocti} podoav;

Nonn. Dion. 13.49, where Nonnus applies it to himself listing the leaders; in 24.230 of bard Leucos; in

25.419 of bard Amphion; in 43.392 of a wedding song sung by Galatea; in 44.12 an Amadriad is

singing in honour of Dionysus; in 46.302 Apollo sings; in 47.2910f Pan.

8 Livrea 1968a, 125.

2 Sapph. fr. 102 V. yAOxna patep, obtor duvapal kpéknv tov iotov tébwt ddueisa maidog Ppadivav &t’
‘Agppobitav, “Sweet mother, I am unable to weave my web: desire for a boy overcomes me at soft
Aphrodite’s will”; see Pattoni 2005, 253 n. 58.
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and had found bucolic application® to besotted shepherds in Theocritus,* e.g. in 1.52-
4:

avtap 8y’ avBepikoior kadav TAEkeL dkpidobrpav
oxoivw Epapudodwv: péletar 8¢ ol olte T1 MHpaAg
0UTE QUTGV TOGGTVOV 600V TEpl MAEypaTt yabel.

He then with some stalks weaves a nice trap for grasshoppers, joining them with a
reed; nor does he care as much for his wallet or for his vines as much as he enjoys his
plaiting.
and again in 11.12-14, where Cyclops, in love with Galatea, forgets about his flock, and
later complains about his neglected duties (73-4):

ayeito 8¢ mavta ndpepya.
moAAdx1 Tal B1e¢ oTl TwOALOV avTal &nfvOov
XAwpdg £x Botdvac

Everything else was for him nonessential. Often sheep returned alone from the
green pastures to the stable.

As other behaviours which fit in with the erotic symptomatology, neglecting the
flock is also codified by the novel: in Longus, both Chloe and Daphnis lose interest
in their flock as soon as they fall in love, as e.g. in 1.10.2: ‘H pev avBepikovg
avehouévn mobev €€ EAovg akpidobrknv EmAeke kal mepl TODTO MOVOLMEVN TOV
nowviwv AuéAnoev, “[Chloe] picked stalks of asphodel from here and there and
wove a trap for grasshoppers,”” and while she was busy with this, she paid no
attention to her sheep”. * Later, in Nonnus’ Dion. 15.207-14, Hymnus also neglects
his sheep, like Anchises before him in h.Aphr. 77-80 (this is an interesting detail as
the Homeric Hymn to Aphrodite is one of Colluthus’ main models throughout the

epyllion):* vouinv épatfiol kahavpona xepoi Tivdsowv ei¢ paBbv NABev Epwra kai

¥ Pattoni 2005, 243 n. 34.

# In Theocr. 10.1-6, tireless husbandman Milon reproaches Bucaeus, who, being in love, can no
longer work as hard as he once did.

Obvious the Theocritean model of above mentioned 1.52-4.

The topos reoccurs in 1.13.6: Tpo@fg NUEAEL, VOKTwP NYPUTVEL, THG GYEANG Kate@povel, “she did not
care for food, she spent her nights awake, she did not care for her flock”, and 1.17.4 "HuéAnto kain
&yéAn by Daphnis.

h.Aphr. 77- 80 "Ayxionv tfjpwa 0e®v dmo kdAAog &xovta. / ol & dua Povsiv EMOovVTo Vououe KATa
nomevtag / mévteg, 6 8¢ otaduoiot AeAetupévog oiog &’ EAAwY / mwAeit’ #vla kai #vBa Siampioiov
k1Bapilwv, “the hero Anchises who was comely as the gods. All the others were following the herds
over the grassy pastures, and he, left quite alone in the homestead, was roaming hither and thither
and playing thrillingly upon the lyre”. There are many analogies between the circumstances of
Anchises and Aphrodite’s meeting in the Hymn with Paris and Helen's meeting; one of them is that
like Anchises, Paris was also tending his flocks when Hermes arrived, alone, playing the lyre, and is
scared at the arrival of the god.
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OUKETL TépmeTo Toiuvy, eikelog Ayxion podoeidél, tod mote Kompig dapyevvrv
EVOUEVEV OPEGCIVOUWY OTIXX TAUpwWYV KeoTOVv EAagpilovoa Poossdov: [...] ob Poéng
ayéAng éunaleto, “while among his loving hands he held his pastoral crook, he fell
in the deepest of loves, and he did not care for his flock any longer, like rosey
Anchises when it was Cypris who grazed the white rows of the mountain bulls
releasing her belt like a sting [...] he no longer cared for his flock”.

Like Paris’ other behaviours, his negligence also raises some questions about
the credibility of his pastoral identity: while neglecting the flock is an acceptable
behaviour in an erotic context (i.e. when the character is in love), it is certainly not
acceptable in a bucolic context in which the character is simply playing music but he
is not in love. In Theocritus, herdsmen take care of their flocks and care that someone

else looks after them while they sing (1.14 and 3.1-5), but Paris forgets about his herd.

On his way home, Paris plays his pipe (115-210): it is the beginning of a section
entirely dedicated to Paris’ music. Colluthus recycles a formula from Homer (Il. 6.511 =
15.268: yeta T’ Rbea ki vouov innwv “to the familiar place, pasture of mares”) which
in the first occurrence is applied precisely to Paris, presented as a proud warrior, in
contrast with Colluthus’ cowardly character, and in the second example to Hector,
another Homeric model of bravery.

When embraced by the magic created by Paris’ enchanting music, which
silences dogs and relaxes even bulls (117-21), and that only Echo responds to, readers
may be reminded of a line of Triph. 477 podvog auoipainv avepariero yfpuv avoiéag,
where “only [Anticlus] opened his lips and tried to answer” to Helen from inside the
wooden horse (Odysseus will cover his mouth and suffocate him): the allusion adds an
ill-fated taste to the line. But our poet probably had in mind Nonnus’ Dionysiaca’s
passage about Icarios’ death, allusions to which reoccur later in the poem, 47.177-8:
poovn & Votepdpwvog £uov ktimov ExkAvev Hxw 0Oprivoig davtitdmoiot TeOV
otevayovoa tokfa, “only Echo, late-resounding, heard my screams and listened to
your father, responding with funeral songs”.

The (un)barking dogs® bring us back to the bucolic framework with the

allusion to Theocr. 2.35, where Simaetha prepares her spell and says that the bitches

%  The verb is usually used for dogs (Triph. 611) or wolves (Call. fr. 725 Pf., Theocr. 1.71), Quint. 12.518,
Nonn. Dion. 2.253. Exceptionally Apollonius refers it to lions (4.1339) and Oppian (Hal. 1.399) to
beavers. Dion. Per. 83 and Antip. AP 11.31.2 also uses it for the sea.
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are barking in the town, a sign that the goddess Artemis, whom she is invoking, is
around. The bellowing bulls do not appear in bucolic poetry but they do in Homer, e.g.
in II. 18.579-81, ouepdaéw 8¢ Aéovte 80’ v mpwdtnot Pdecot tadpov Epuyuniov Exétnv:
0 8¢ pakpa pepvKwG EAkeTo, “among the first cows two scary lions held a bellowing
bull; and he, bellowing loudly, was dragged”.”” I suggest that, however, Colluthus
meant to allude here especially to two Nonnian passages: Dion. 48.790, where curiously
Echo (who appears in Colluthus in 199) bellows responding to Aura’s labour cries:
@0dyyov aueBouévn uvknoato OveBpoog 'Hyw, “disharmonious Echo bellows,
responding to the girl who screams loudly” (where Colluthus replaces d0o6poog with
avtiBpoog), and 45.150 fuvknoavio 8¢ talpoi, where the miracle of Dionysus’
transformation (nowhere else documented) is described (he himself bellowed like an
army of nine thousand soldiers in 45.136).”

The silence accompanying music and nature’s appreciation is popular in epic
Greek poetry: Euphemia, the invitation to silence, is a ritual topos that normally
preceeds the arrival or the epiphany of a god.” In Claudian’s Abduction of Proserpina,
which shares many features with Colluthus’ epyllion, Ceres’ arrival is also
accompanied by nature’s silence in 1.209-13, as is Zeus’ speech to Mercury in 1.84-8.
However, the presence of Echo responding to Paris’ music strongly contrasts with
such an almost religious scenario, as it evokes four of the most violent episodes (two
murders and two rapes) of Nonnus’ Dionysiaca: in 4.327 she imitates the cries of
Philomela, who had been raped and deprived of her tongue so that she could not tell
her sister about the violence; in 15.389 she cries for the death of Hymnus, killed by
Nicaea who had rejected him; in 47.177 Icarios tells his daughter Erigone that only
Echo heard his screams while he was being killed by drunk peasants, and now she

responds to her funeral lamentations; and in 48.790, as seen above, she bellowed in

¥ Also in IL 21.237, about the river Scamander bellowing like a bull, and in 0d. 10.413 of heifers
bellowing.

This simile is a Homeric topos (Accorinti 2004, 418).

Ap. Rh. Arg. 2.159-63, where nature enjoys the Argonauts’ singing and lyre playing: EavBa &
gpePduevorl ddpvng kabumepbe pétwna / dyxidhov VA0S, Tf Ttep mpupvict’ &vimto, / "Opgein
@bpuryyt ouvoiuiov Guvov deidov / éuuedéwg, mepl 8¢ o@rv laivero vijvepoc dxtr/ ueAmouévoc,
“and with their blond heads crowned with laurel- the laurel that was on the shore, and to which
they had tied also the ropes of ship Argo- they sang harmoniously an hymn to the sound of
Orpheus’cithara, and the windless shore rejoiced at their song”; Call. h. 2.17-19 g0@nueit’ dlovteg
¢’ "ATOAAwvO¢ Go1d7. / eDonuel kai mdvtog, te kAelovorv dowdol / § kiBapiv f T6€a, Avkwpéog
gvtea ®oiPov. “Be silent as you listen to Apollo’s song: even the sea is silent, when the bards sing
the cithara or the arrows, instruments of Lycoreus Phoebus”; Pind. P. 1.5-12; Eur. Bacch. 1084-5; Ar.
Thesm. 43; Av. 777-8; Theocr. 2.38; Limen. Delf. Pean. 2.7-10 (references from Cuypers’ commentary
to Arg. 2.)
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response to Aura’s labour cries. Nonnus lingers in morbid details in each of these
episodes: with Philomela, the gush of blood that pours from her severed tongue flows
mixed with that of her lost virginity, and the tears of the girl are paradoxically
responded by Echo (who in her turn has lost her voice after lamenting the death of
her beloved Narcissus). After the murder of the shepherd Hymnus, killed by Nicaea,
nature and the gods take part in a long funeral lamentation which is structured
traditionally with refrains.” In the violent death of Icarios, wounds are described with
an abundance of bloody images as his body lies on the dust. The tale of the rape of
Aura, who, like Philomela and Nicaea, wanted to preserve her virginity, is probably
the most challenging to read, as the girl not only has to suffer the violence committed
by Dionysus with trickery (she drinks wine and falls asleep), but has then to deal with
an unwanted pregnancy and a painful, prolonged, and unassisted labour (Artemis,
who traditionally protects women in labour, is here seeking revenge® and thus delays
the birth of the twins); the girl cries because of her physical pain as well as her
misfortune, and after the birth of Iacchos she kills herself.

Echo’s presence in Colluthus’ passage (119) could be interpreted as ironic: the
scene of Paris playing music to Pan has no violent connotation at all, unless of course
we think of the outcome of the story. The allusion to Echo cannot only be interpreted
as a literary cliché, but has deeper roots in her role, analogous to that of the crying
figures who repeated, in traditional funeral lamentations, the words of the princeps
planctuum, following a pre-established script for the situation. Colluthus’ intention
was to simply build an ironic scene in which Echo is responding for once not to
screams and cries, but to pipe music. Moreover, as the line brings to mind the above
mentioned scenes of murder and rape, the may have intended to paint a bucolic
peaceful scene, while the imagination of the reader would travel by contrast to
violent scenes of the opposite nature.

Echo was also one of the nymphs loved by Pan: the fact that she is echoing

music composed by Paris for Pan may also play a role. In Nonn. Dion. 8.24-5, heavily

> The obvious models are Theocritus 1.71-75, where wolves, lions and other animals cry for the death

of Daphnis, Bion’s Lament for Adonis, and the Dead Adonis; see Gonnelli 2003, 222-3. According to
Harries 1994, 74 this is the last episode of bucolic poetry in the Dionysiaka: Nonnus evolves more
towards a soteriological approach. For instance, Dionysus grows up only after the bucolic
words/Hymnus (which at the beginning of the poem helped Cadmos to defeat Typhoeus) have
failed.

According to Nonnus, Aura had mocked Artemis’ breasts while they were swimming after a
hunting session. Artemis asked Nemesis to punish her for her arrogance.

* Bonadeo 2002, 144.
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pregnant Semele, Dionysus’ mother-to-be, is attracted by Pan’s music to go outside
and to sing along with the melodies: moAAdk1 mowueviny OO depdda Buiddt WV
TMavi uélog cvvdelde kai énAeto ovvOpoog "Hyw, “often at the feet of hilly pastures
with a possessed voice she sang along Pan’s melodies, and in repeating them she
became Echo”. The line evokes epic singing and inspired poetry that reconnects Paris’
song directly to that of Pan again (116). The presence of avtifpoog (119) in Colluthus
may be metapoetic: like Echo, who echoes the crying and lamentation of others, so the
poet echoes and responds to previous models. Also in Nonn. Dion. 16.334-5 Pan, in a
monologue in which he blames Dionysus for using his vine to steal the virginity of any
girl he fancies, complains that Echo is repeating the songs of Syrinx, who, like Echo,
had rejected him: 16 8¢ mAéov 10ad1 poAnii/@Oeyyouévng ZUpryyog aueifeto ovvOpoog
"Hxw. “what is more, Echo responds in concord to the usual song of Syrinx”. In 32.130-
1, Nonnus tells of Dionysus’ madness, during which he wanders in the lonely woods,
where Echo stops resounding the songs of Pan, but instead repeats the discordant but
dominant bellowing of Dionysus:* Mava 8¢ kaAAeipaca kai VoTEPOPWVOV GO1ONV
@BOYyyw uovouéve uvknoato dVobpoog 'Hxw, “abandoning Pan and his repetitive
songs, Echo bellows squeaking at that maddened sound, returning a wild echo that
imitates Dionysus”.

Orsini was surprised that Colluthus failed to import the dramatic adjective
VotepbOPwVOg, emotionally loaded as it refers to the cries of Icarios, which are heard
too late by Echo, from 47.177,% but he fails to appreciate Colluthus’ linguistic pastiche,
created by mixing four Nonnian passages: he re-employs povvn at 118 from 47.177 (on
Icarios’ death), and avtiBpoog at 119 (which also echoes avtitinoiot from the previous
passage) from 13.414 (where the Pleiades’ cries are multiplied by Echo), which also

becomes his variatio on 6OvBpoog of 8.25 and dVcbpoog of 48.190.

The image of the bulls bending their heavy flanks and sleeping on the green grass
(120-21) appears as an interesting double allusion to Nonn. Dion. 48: in 260-1 it is Aura
who lies down on a bush, before mocking Artemis’ chest, while in 761 the adjective
Bapvyovvog (often used by Nonnus),” is applied to heavily pregnant Aura, here in

turn mocked by Artemis: 1 npiv deAAfecoa, méBsv Paplyovvog 0develg, “you, once

% According to Agosti 2004, 439, this is a stretched witticism.

% Orsini 1969, 21-2.

7 Nonn. Dion. 4.306, where the Pythian oracle says to Cadmos s0vrioe1 fapOyovvov £0v mdda darpovin
Bolc,“the divine cow will rest her tired feet”; full list of occurrences in Livrea 1968a, 128.
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storm-swift, why do you walk on heavy knees?” The adjective curiously contrasts with
IL. 6.505, where Paris is described as mooi kpaintvoiot nenoiBwg, “trusting in his fast
feet”, and with the slow pace that Paris will demonstrate later on in the story, failing
to rush to Helen. There may also be an allusion to a simile in Ap. Rh.*® Arg. 1.575-8 g
0" omdT’ dypavAolo peT’ Txvia onuavtipog pvpia UiA’ é@émovtar Adnv Kekopnuéva
noingeig adArv, 6 8¢ T elo1 mdpog, oUptyyt Atyein kaAd peAlduevog véutov uélog, “And
as when in the track of the shepherd, their master, countless sheep, replete with
grass, return to their stables, and he goes before playing a pastoral tune on his shrill

reed”.

Paris appears scared when, under a shelter or high-roof of trees, messenger Hermes
arrives (122-4, 127). Livrea, on the basis of coherence with 17 and on its heavy
presence in Nonnus,” prefers the reading from B v{nAd@oro, “high-peaked”, versus
OPopdgoro transmitted by M, “high-roofed”; however v popdporo appears normally
with reference to 8dAapog, and, in particular, refers to Helen’s thalamus in 0d. 4.121.
This element suggests a potential ironic allusion in our poem that Livrea is not too
eager to consider.'®

Maxtopov (123) represents possibly the only textual occurrence in which we
may glimpse Colluthus’ knowledge of Christian literature: the word is used with its
double meaning of messenger and servant also by Nonnus, but in one case the
secondary meaning from the Biblical tradition of “Jesus as nai¢ 0eo0” is added (son
and servant of God), and also the tradition of the sovrapposition Hermes-Gabriel-
Jesus: Par. 5.21-2: Kolpave, VOUGOKOMO10 P1A0oTdpyoto Xatifw: ol yap €Xw Tiva eQOTa
diaktopov vs John xipig, avBpwmnov ovk &xw.'” Polisemantic value is added here to
Homeric language. The terminology, typical of Biblical exegesis, can be applied to late
antique epic, where Homeric language is enriched with new allegorical meanings. For

Agosti, this can only work in a text of ideological content (such as, in fact, Nonnus’

% Also 4.1423-5 xai &1 xBovog €avéteithav / moinv mdumpwrtov, moing ye uEv vPod uaxpol /

PAdoteov Gpmnkeg, “first of all they grew grass from the ground, and, above the grass, tall shoots
rose up”, where the Hesperides take pity on the thirsty Argonauts.

See Livrea 1968a, 128-9. Livrea also questionably resolves (and defends, in Livrea 1991, 564, against
the attack of Giangrande 1969, 151) the discrepancy between Hermes appearing alone and the
plural 8e@v at 124 with printing the reading 8éwv, a hint to Paris’ intention to run away in fear.
Livrea 1991 rejects the overall interpretation of Colluthus as “umorista” offered by Giangrande
1968.

1 Agosti 2005, 24-5.
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Paraphrasis), but it cannot work in a mythological work (such as Dion).'”

It appears
likely that Colluthus is here choosing to play with this word: the Dionysiaka are one of
his main models, so it would seem unlikely that he did not know the Paraphrasis at all.
However, there are no other instances in the Abduction of allusions to Christian words
or contents, so the question remains open.

Paris’ fear has been seen'” as an ancient element derived from the Cypria, as it
is not featured in Eur. Andr. 274-92 nor in Soph. fr. 511 Pearson. But Paris is quite
scared in Lucian Dear. Iud. 5.7.10, and in Ovid. Her. 16.65 obstipui gelidusque comas
erexerat horror, “I was mute, and chill tremors had raised my hair on end”:'™ in this
passage we also have silence, like earlier when Paris was playing.'” The reason for this
fear has been justified with Paris’ awareness of the gap between his rustic origins and
the goddesses’, well documented in literary tradition'® and figurative arts.'”
Giangrande, in particular, stretched the text too far in pushing Hermes to catch a
glimpse of Paris’ cloak, which would have smelt of cheese based on the association of
dpeooavroto dopn xiuaipng (108) with Theocr. 15-19 (see above), and to thus hint,
with yavAdv (128), at Paris’ dairy activities. However, Livrea demonstrated the
deficiencies of such an interpretation, which would also imply the threefold duty of

shepherd, pipe-player and cheese-maker.® 1 read Paris’ fear as another fitting

192 Agosti 2005, 21-2, and 2001.

1% Stinton 1965, 11 and Livrea 1968a, 129.

" Transl. G. Showerman.

Anchises also looks away from Aphrodite once he realises she is a goddess in h.Aphr. 181-3.

Eur. Hel. 357-59 80ua tpifvyoig Beaior / tan te ofpayyag “18ag / évilovti Mprapidar mot’ dugpl
PovotdBuoug, “as a sacrifice to the three goddesses and to the son of Priam, who once sat on the
hollows of Ida, near the ox-stalls”; Hec. 644 ékpifn & £pig, av &v "I8a1 kpivel TPIOOAC UAKAPWY
naidac avnp Povtag, éml dopl kal @OvVwL Kal Euv ueAdBpwv AwPai, “The strife the shepherd
decided on Ida, between three daughters of the blessed gods, brought as its result war and
bloodshed and the ruin of my home”; IA 180-4 Mdp1¢ 6 fovkdrog av EAafe / ddpov TG Agpoditag, /
6t éml kpnvaiaiot dpdooic / “Hpat MMaAAadr T Eprv Eprvuopeag & Kompig oxev, “whom Paris the
herdsman carried off from the banks of reedy Eurotas, his gift from Aphrodite, when that queen of
Cyprus entered beauty's contest with Hera and Pallas at the gushing fountain”, and 1291-309
pAmot’ d@elec tov dugi / Povai PoukbAov Tpagévt’ / AAEEavEpov oikioar / duel TO Aeukdv Bdwp,
801 kpfivar / Nopgdav ketvrar / Aeipddv T Epveot 0dAAwv / xAwpoic kal poddevt’ / &vBe’ Dakivoivd
e Oeaiq dpénerv EvBa mote / TTaAAdg Epole kal SoAdppwv Kompig / “Hpa 6" Epudg 6 Adg dyyelog /
& pév émi mébwt tpugdoa / Kimpig, & 8¢ Sopl TaAAdc, / “Hpa 8¢ A1o¢ &vaxtog / edvaiot faciAioty, /
Kpiow €mi otuyvav £pv te / kaAlovag, “Would that he never had settled Alexander, the herdsman
reared among the herds, beside that water crystal-clear, where are fountains of the Nymphs and
their meadow rich with blooming flowers, where hyacinths and rose-buds blow for goddesses to
gather! Here one day came Pallas and Cypris of the subtle heart, Hera too and Hermes messenger of
Zeus; Cypris, proud of the longing she causes, Pallas of her prowess; and Hera of her royal marriage
with king Zeus; to decide a hateful strife about their beauty” (translations E. P. Coleridge;) also 573-
89.

17 Livrea 1968a, 130.

% Giangrande 1969,151 (reinforcing Giangrande1968, 530) and Livrea 1991, 565.
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element of his cowardice; his features escape a precise definition, but his lack of drive,
on the contrary, appears clearly from his weak credibility as Helen’s suitor and his

disengagement from her.

Paris’ reaction to the sight of the gods is to lean his pipe against an oak'®” and abruptly
interrupt his song (125-6).

Colluthus’ most likely model is Nonn. Dion. 2.20-2, where Typhoeus,
mesmerized by Cadmos’ pipe playing® suddenly wakes up from the spell and
frantically searches for his thunder: dAA& kaAvntouévov vepéwv oxioedér pitpn
gunvoog evkeAddolo ddvag olynoe vourog apuovinv v dvékopev, “but as soon as
shadow of the blanket of clouds wrapped that melodious shepherd, his flute fell silent,
and the harmony was interrupted”. The allusion to such an important moment - that
of the battle between Zeus and Typhoeus - adds to the drama of the moment and
enhances Paris’ fear. The idea of a choir of pipes'" - xopdv evkeAddwv dovakwv (125)
echoes Ar. Nub. 312 eUkeAddwv te Xxopv épebiouarta, “the excitement of melodious
choruses. Here, the chorus is introducing itself and singing a song about the
Eleusinian mysteries, life and death: evoking Aristophanes, Colluthus may be

anticipating the outcome of what is happening now.

With “the song that had not been laboured much yet” (uinw moAA& kapodoav €nv
avékomtev Gowdrv 126), Colluthus is making another clear poetic statement: “his

3 saw on the one side Hesiod

song”. As Giangrande clarified,"” a Hellenistic debate
and, later, Philitas, who thought that poetry came out of the inspired shepherd’s lips
without any intervention. The poet was, thus, a simple means of transmission: Hesiod

Th. 39: WV ounpedoat, TOV & dxkduatog péet avdn, £k otoudtwv ndeia “[the Muses]

' The oak is normally associated with Zeus in Homer,'” but Colluthus meant to allude to Ap. Rh. Arg.

1.537, where the departure of the ship Argo is accompanied by the prodigy of the yelling harbour

and of the speaking wood-beam that comes from Dodona, home to a famous oracle of Zeus, which

Athena had put in the ship’s bottom (the wood eventually speaks in Arg. 4.580-84).

He had been summoned by Zeus to cheat Typhoeus, and dressed by Pan as a shepherd for the

occasion.

Xopdv eVkeAddwv Sovdkwv (125) does not represent an unicum in epic poetry (Giangrande 1969,

151), as Livrea 1968a, 131 argues based on Xenoph. Oec. 8.20 xopdg okev®v, Galen. De us. Part. 11.8

X0po¢ 6d6vtwyv and Ach. Tat. 8.6.4, who defined the pipe a T@v kaAduwv xopdg. (“the set of musical

reeds”, i.e. “set of pipes”): similar expressions are in Opp. Hal. 1.621: OYinetng yepdvwv Xopog

£pxeTal NEPOPWVWY, [...] Tfjol & dp’ intauévnor kata otixac,” there comes the high-flying choir of

clanging Cranes...flying in ordered ranks”.

"2 Giangrande 1969, 151, contradicting Livrea 1968a, 131, who claimed that the line could not be
understood without the reference to Hesiod.

" Giangrande 1968, 511-33, dismantled by Livrea 1991, 564-5.
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with concord voice; unwearying the sound flows sweet from their mouths”. On the
other hand are Theocritus and obviously Colluthus, who think that poetry is
artistically elaborate and civilized. Paris is forced to stop his song at the sight of the
gods, therefore his song had not been fully composed.

It should also be noted, though, that the expression moAAa kapoGoav also
appears in some ironic contexts, as in Nonn. Dion. 25.197 (of Heracles who with “much
effort”"* kills the Lernia), and in an erotic context in Ruf. AP 5.75 where the poet, after
much work, succeeds in conquering the girl he was after. However, once again the
striking parallel with Claudian hints at the possibility that Colluthus may have read
and thus may be imitating the Alexandrian poet: Proserpina, at the arrival of the
goddesses, also leaves her weaving work unfinished in Rapt. 1.271-2: inperfectumque
laborem deserit.

It is perhaps useful at this point to briefly survey the nature of Colluthus’
connection with Claudian. I focus in the present work on Claudian mainly, as the
textual references in the Abduction closely suggest such a connection; however, this
does not exclude the possibility that Colluthus may have employed other Latin
models. Above all, Catullus 64 could also have been a generic model for Colluthus, who
shares an interest for allusive complexity; the possibility that our poet may have
engaged with the Latin poet certainly needs further research. Over the course of this
work I discuss a number of parallels which suggest a strong relationship between the
two texts. Evidence of Claudian as a model, which had been cautiously hinted at by
Livrea as is advocated in my work,"* would lead to important conclusions within the
broader field of the relevance of Latin models among late Greek epic poets. James and
Lee, in their edition of Quintus’ Posthomerica 5, strongly advocate Quintus’ direct
imitation of Ovid, and suggest that what seem like vast discrepancies between Quintus
and Virgil are not caused by the poet’s ignorance of his source, but rather constitute
part of a “well-considered 'political' scheme to ignore the Romans' national epic and
supplant it with a Greek account of the end of the Trojan War, viewed from the Greek
perspective. In this fight it may also be significant that the Roman author to whom Q.

does pay tribute, Ovid, is by no means an exemplary representative of the Great

" The poet is here ironic, as Heracles was helped in this task, while Dionysus acted alone.

" Livrea 2000.
16 James and Lee 2000, especially on lines 180-317, 180-236, and 237-90. Their position is in line with
Keydell and Erbse.
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Imperial Idea”.'”” The debate around the possible dependence of late Greek poetry
from Latin models generated much interest and led to further scholarship. However,
even Gartner’s work on Quintus’ Posthomerica and the Aeneid"® does not offer a clear
position on the matter of the author’s dependence on Virgil. Gartner takes position in
favour of direct influence only on two instances: in Quintus’ description of the testudo
used by the Greeks against the Trojans at Posthomerica 11.358ff. (=Aen. 9.505-17 and
2.440-50), and in the similarities analysed between Posthomerica 12 and Aeneid 2. For
the majority of possible parallels, Gartner adopts a much more cautious approach,
either ruling out influence, or suggesting that influence is unlikely, with Francis

Vian.*®

The characterization of Paris suggests that Colluthus, like Nonnus,”” had an
impressionistic (and therefore visual) aim; the poet meant to create an impression of a
bucolic scene, with as many details as possible,*”! but was unconcerned with accuracy
in re-creating the stereotype. Paris’ characterization as a bucolic type is not entirely
convincing:'” yes, he likes to play his pipe and looks like a herdsman, but this does not
mean he shares all the values of the pastoral world, and, just to mention some of his
downfalls, he pastures a strange mixed herd of sheep and bulls, plays the pipe instead
of the lyre, and forgets about his flock. His characterization as the Homeric sexy Paris
is equally unconvincing, as we shall see more in detail in the next chapter. The
numerous allusions to other potential identities (Heracles and Jason) also do not work
as credible parallels, but they rather substantiate the image of a polymorphic
character, who can be many people: a shepherd, a lover, a king, a hero, a pantomime
dancer.

This impression is reinforced when we compare Paris’ to Jason’s ambivalent
character. Hunter summarized how Jason has been interpreted in many ways by
scholars in the attempt to pin down the nature of his heroism: he is a quiet diplomat

who works through consensus rather than force, he is a sex-appeal hero, he is an anti-

"7 Cuypers 2005, 607.

U8 Gartner 2005.

"7 Maciver 2009.

2" Harries 1994, 76 interprets the death of Hymnus in Nonnus as the death of pastoral world, where
wine is the new instrument replacing the pastoral music. The lack of precision, especially with
regards to the instruments that Nonnus attributes to Cadmos playing in Book 2, for instance, is not
relevant as the poet tries to build an impression in his reader’ imagination.

21 Harries 1994, 67-9.

22 Magnelli 2008, 155.
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hero, he embodies the Sceptic’s “suspension of judgement”, he is lifelike and credible
like one of us. But for Hunter, scholars forgot that epic is not necessarily centred on a
single hero, and Jason’s “disappointing” heroism is the result of an incorrect analysis
which invokes what the poet has chosen not to say to explain narrative. We should
instead go by Aristotle’s Poetics (where character is defined through a close
connection between epic and tragedy), and thus focus on what actually happens: that
is, the actions and words that are said and done, as manifestations of Jason’s moral
choices.'” Instead, what seems to be the behaviour of a disappointing hero acquires
meaning when read in the light of the Homeric model: for instance, Jason does not
always know what to do or say (he is aunxavog against moAvunyavog Odysseus), but

' Jason sometimes needs

Homeric heroes are also affected by doubts and despair.
encouragement,'” unlike Homeric heroes, but similarly to Euripides’ Orestes in the
Electra: they both need support “to accomplish difficult but necessary tasks imposed
upon them by oracular command”;"*® his sexual identity may also seem jeopardized
when his delight is compared to that of a ndpBevog in Arg. 4.167-73, but this can also
be explained as a stage of his transition to manhood. **’

From this perspective, Paris can also represent a doublet for the poet: he, too,
can be the poet who is able compose in a Homeric style, as well as in bucolic,
invective, and ekphrastic style. Equally, Colluthus’ style and models cannot be pinned
down to a particular type, but the multi-faceted nature of his writing allows for a
number of readings. One further element contributes to such an interpretation:
Nonnus establishes his poetic ideal of mowkiAia evoking the apparition of Proteus,'*
the ever-changing god, in Dion. 1.13-15: he, a symbol of the variety of his song, is also

possibly alluded to by Colluthus in 109, as seen above.

A further interesting example which highlights how irony and intertextuality

function together is offered by the scene in which Paris, who has been told to examine

"2 Hunter 1988, 437-8, and 442.

1 Hunter 1988, 438-42, and 447 discusses how Jason is not as bound to the security of the community
and not as hungry for personal kAéog as Homeric heroes, and how his relationship with his crew is
based, unlike Odysseus’, on solidarity and mutual interdependence in a democratic structure.

' Hunter 1988, 441, 445.

126 Hunter 1988, 452.

27 Hunter 1988, 451-3.

1 Proteus is challenged and defeated by the poet in a virtuosity contest.
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the goddesses’ faces (130),"’ scrutinizes their necks and feet instead (134-6), and
ultimately ends up choosing breasts.

Sebpo Srakpivwy mpogepéotepov 180G dMwic 130
ea1dpotépn téde ufidov, Emnpatov £pvog, dndooaic.

tolov avniitnoev: 6 & fimov Suua tavoooag

fxa Srakpiverv melpricato kdAAog Ekdotng.

SépkeTo pEV yAavk@v PAspdpwv oélag, Edpake delpnv
XPLo® datdaAény, Eppdocato KOGUOV EKAGTNG 135
Kal TTépvng LeTOMoBe Kal adT@V IXViX Tapo@V.

Come and choose the most perfect beauty of face, and award the most striking with
this apple, a much desired fruit. This he cried. So Paris opened his kind eyes wide
open, and tried to assess slowly the beauty of each. He raked the brightness of the
light blue eyes, and peered at their necks adorned with gold; he marked the
arrangement of each, and the shape of their heels from behind, and the flats of their
feet.

The passage joins together allusions to three different encounters with the gods from
Homer and the Hymns." First, Paris’ scrutiny of the the light of the goddesses’ grey-
green eyes, their necks adorned with golden jewellery, their order (kosmos) and the
shape of their heels from behind (8épketo uev yAavk@v PAepdpwv oéAag) would
prompt an educated reader to recall Athena’s famous (and ambiguous) epithet ‘bright
eyes flashing’at Il. 1.206, and her epiphany (200). Colluthus rekindles the Homeric
ambiguity around the identity of the eyes by adopting the plural, which may also echo
the epiphany of Aphrodite to Helen in IL. 3.396-7 kai p’c¢ o0V €vénoe 0edg mepikaAréa
derprv otnBed diuepdevra kai Suuata papuaipovta, “and of course, when she
recognized the beautiful neck of the goddess, and her lovely chest and her radiant
eyes...”). Moreover, oé\ag (134) acts as a hint to guess the next allusion: in xpvo®
dadaAény, £@pdooato KOoUOV E£KAOTNG, Kal miépvng petdmobe kal avT@OV IXVia
Tapo®v (135-6), we should see a clear reference to the encounter of Anchises and
Aphrodite in the Homeric Hymn to Aphrodite (85-92), where the goddess wears on her
neck beautiful gold necklaces that sparkle like the moon (wg 8¢ oeArjvn 90). The
beginning and the conclusion of the two episodes also share similarities, leading
Colluthus’ readers to deduce how the context will end: when he first sees Aphrodite,
Anchises assesses the goddess, like Paris does in Colluthus (h.Aphr. ¢pdlw 84 - Coll.

gppaooato 135), and at the end Eros wins him over:

' Faces are, as noted in the analysis of Aphrodite’s invective, the body part that deserves most

attention in the epyllion, and, as stated by both Zeus (75) and the goddess (86), the key beauty
criteria.

I am very grateful to Dr Ashley Clements, to whom I owe this argument, for sharing these ideas
with me.
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‘Ayxiong & opdwv Eppaleto Bavpoivév te 85
£100¢ Te uéyeddc e kai efpata oryahdevra.

TEMAOV pEV yap EE0TO QAEVOTEPOV TTLUPOG AVYTG,

gixe & émyvapuntdc EAikac KAAVKAG Te PAEIVAG:

Spuot & &ue’ amaAf Se1pfi mepikaAAéec Roav.

KaAdv, xpUoelov, TapnoikiAov: w¢ 8¢ oeAnvn 90
oth0eotv due’ analoiov EAdumneto, Badpa idéabo:
‘Ayxionv & #pog eilev, #mog 8¢ urv &dvtiov niida:

Anchises gazed and took stock of her, wondering

At her appearance, her stature, and her shining garments;

For she wore a dress brighter than firelight,

And she had twisted bracelets and shining ear buds.

Round her tender neck there were beautiful necklaces

Of gold, most elaborate: it shone as the moon

Around her tender breasts, a wonder to see:

Anchises was seized by desire, and he addressed her face to face.

It comes as no surprise that Aphrodite was the one who was destined to have the most
radiant face in the Abduction.”

The last element that is scrutinized by Paris is the heels of the goddesses’ feet
(135-6). At this point Colluthus brings in an allusion to another Homeric epiphany that
involves (again) and thus sheds ambiguity around the identity of the goddess. In IL
13.66-72, the two Ajaxes realises that he was speaking to a god, not to the prophet
Calchis, exposed by his strange walk: ixyvia yap perémobe moddv nde kvnudawv pet’
Eyvwv amévrog 71-2- Coll. petdmobe ... ixvia tapo@®v 136:

toiv § Eyvw mpbobev 'OiAfiog Taxvg Alag,

aipa &' &p’ Alavra mpooépn Tedapwviov vidv:

‘Alav €nel Tig vt Be®v ot "OAvpmov €xovot

pavrel eidépevog kéAetar mapa viuol paxecdat,

o0&’ 6 ye Kahxag €oti Beompdmog 01w VieTHG:

Txvia yap petdémobe moddv 1dE kvnudwv
pel’ Eyvwv amdvrog: aplyvwtor d¢ Beol mep

And of the two swift Aias, son of Oileus, was first to mark the god, and forthwith spoke
to Aias, son of Telamon: “Aias, seeing it is one of the gods who hold Olympus that in
the likeness of the seer biddeth the two of us fight beside the ships—he is not Calchas,
the prophet, and reader of omens, for easily did I know the tokens behind him of feet
and of legs as he went from us; and plain to be known are the gods.

The two Ajaxes are aware that they have been speaking to a god in disguise, but they

are unable to learn his/her exact identity. By reminding us that, while it is easy

Bl Note the emphasis on beauty of face also in h.Aphr. 174-5 kdAhog 8¢ mapeidwv dmélaunev
&uppotov, like in Coll. 87 orjuepov dyAaiar pe drakpivovst mposwnwy, 130, 263.
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enough to detect the presence of a god through the interpretation of known signs,
grasping their precise identity is not simple, Colluthus is exploiting this passage to re-
propose the question around divine identity in the context of Paris’ judgement, and
therefore to push his readers to wonder which goddess are they to see, and which
goddess is Paris actually looking at.

Colluthus interweaves references to three epic epiphanies and exploits the
conventional signs that expose immortals to mortals to create the elaborated scene
where Paris visually evaluates the goddesses. The aim is presumably to lead readers,
by means of hints to be decoded within his text, towards this identification and
towards the correct anticipation of what is going to happen next. If all the allusions
are decoded correctly, readers are meant to see the goddesses in this sequence
(kosmos): the sparkling eyes of Athena first (the yAavk®mg - yAavk@v PAepdpwv
134), and maybe also of Aphrodite (Suuata papuaipovta IL 3.396-7), and then
Aphrodite, evoked through the allusion to her necklaces which glisten like the moon
in h.Aphr. 90. Like Paris assesses the order (135), so should we, in conjunction with the
result and the logic behind the contest, which exploits the allusion to a passage that
highlights the power of Aphrodite while she is fully dressed to add emphasis to her
bare breasts. It is now clear how the contest is going to end.

The end result achieved by Colluthus plays with tradition through a complex
intertextual weaving, and creates for the readers associations with what happens
next. The fact that Paris, through a multiplicity of textual references, eventually
chooses something that he had not been told to even consider (breasts) leads to an

ironic outcome that is at the same time extremely rich in imagery.

As | have argued in this section, every feature admits legitimate questions to the
educated public that Colluthus was targeting; the key to unlocking the text’s
originality is to read these apparent discrepancies as intentional effects carefully
planned by the narrator. Colluthus is not inadequate in failing to fulfil the
expectations that he himself drives his readers towards: he is succeeding in
deliberately leading readers to anticipate certain outcomes in order to then surprise
them with something else. The choice of such a well-known story may have been
instrumental to this objective, as it guaranteed high expectations in the readers in

terms of content, characterization and ethical interpretation.

65



Z An Epic Eris

Eris’ episode is introduced by the act of disrespect perpetrated by Cheiron and Peleus,
who fail to honour her (39-40). Strife is then compared, in a pastoral similitude, to a
heifer who wanders away from the woody pasture into the lonely bush, hit by the
gadfly (41-5); her plans to disrupt the banquet are described (46-56), followed by her
decision to give them up, and opt instead for the golden apples of the Hesperides,
which she throws in the middle of the banquet (lines 57-63).

Colluthus makes an original choice here to allocate a fully characterised role to
Eris, who is an active persona in the story and whose actions are not simply reported
as the root-cause: in fact, Eris does not act as a character in any other version of the
myth: in Apuleius (Met. 10), the scene starts with Paris on Mount Ida; Lucian (Dear.
Iud.) starts from Zeus’ handing of the apple over to Paris, to give to the fairest; Strife is
not present in Cypria, Ovid (Her. 16 and 17), nor in Catullus (C. 64). Eris’ role as the
originator of the war at Troy, however, is acknowledged by the most popular
tradition, followed by [Apollod.] Bibl. 3.1-2, Luc. Symp. 35, Libanius Progym. 8.50.12, and
Hygin 92: according to this version, Eris came to the wedding uninvited™ by Peleus. In
an older tradition, instead (Cypria 1, schol. Il. 4, and, if Fraenkel is right with his
version, Aesch. Ag. 681-698), Eris’ role is instrumental to Zeus’ plan to reduce the
earth’s population.

Our poet draws on many of these sources, however, in order to mould his
character. While in the previous section (proem and Paris’ description) Colluthus
draws mostly on the bucolic genre, for Eris’ scene he follows almost exclusively epic
models.” In this section, I focus on how Colluthus employs epic tradition to create his

Eris, drawing especially on the topos of the gadfly simile, and on Iliad 9.

a The Gadfly
The first image of Eris that Colluthus gives to his readers is that of a heifer stung by a
gadfly (41-43). Like the animal, the goddess drives herself away from the crowd, a

B2 Other occurrences of uninvited goddesses: IL. 9.533-6 (Artemis), Soph. Aj. 176, Eur. Hip. 147, Apollod.
1.9.8, schol. Eur. Or. 249.

¥ This pattern is evident from the beginning of this part: in lines 39-40 Colluthus conflates Ap. Rh.
1.14, “Hpng ¢ Melaoyidog ovk &Aéyilev, “although [Pelias] paid no honour to Pelasgian Hera”, and
3.65 where Hera in her turn recalls that Pelias had left her unhonoured with sacrifice: 8¢ y’
Umnepnvopén Buéwv dyépactov EBnkev. Here also, the similarity with Claudian appears immediately
striking: in Rapt. 1.137 Ceres disdains Juno and Latona.
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victim of envy. The word used by the poet to describe the jealousy pangs,
BapulnAowov (44), is an interesting choice as it evokes simultaneously €pog and €pig: it
is used by Macedonius Consul, a contemporary of Colluthus, in AP 5.243.5, applied to
Eros, jealous of the poet’s lover, by Tryphiodoros in 49, applied to Helenos, envious of
his brother Deiphobos who had triumphed over him over the hand of Helen, and by
Lycophron in 57, applied to Oenone (Paris’ wife): Colluthus is here pointing directly at
Helen, object of €poc and cause of £p1g.

The simile of the gadfly is popular in epic poetry.™ Livrea agreed with Pfeiffer
(although he had failed to report Colluthus’ passage) in identifying Aesch. Suppl. 307-8
BonAdtnv udwna kvnthplov. oictpov kaloborv adtdv oi Nefdov méAag, “King a sting,
torment of cattle, constantly driving her on. [Chorus]: They call it a gadfly, those who
dwell by the Nile” as the source of Call. fr. 301 Bovsdov v te pdwna Podv kaAéovorv
apopPot,”” “The ox-driving gadfly, which the herdsmen call the goad” and of the

136

motive overall.”® However, the origin of the topos has been later correctly identified

by James in Homer 0d. 22.299-301:"’

ol &’ e@éPovro kata uéyapov Pdeg Wg ayeAaiar
tag pév T’ aldAog oioTpog Epopundelc £d6vnoev
wpn €v elapiviy, 6te T Auata pakpa TéAovtar

They were running away here and there through the halls like a herd of kine that the
darting gad-fly falls upon and excites during the spring, when days are long.

The successful simile is not missing from any epic poet (Oppian of Anazarbus also

employs it in a scientific description in Hal. 2.521-32), so much so that it seems to be a

B4 See Gigli 1978. The topos enjoyed popularity also with Roman literature, as in Virgil, who employs
it in Geor. 3.146-56: est lucos Silari circa ilicibusque uirentem / plurimus Alburnum uolitans, cui
nomen asilo / Romanum est, oestrum Grai uertere uocantes, / asper, acerba sonans, quo tota
exterrita siluis / diffugiunt armenta; furit mugitibus aether / concussus siluaeque et sicci ripa
Tanagri. / hoc quondam monstro horribilis exercuit iras / Inachiae luno pestem meditata
iuuencae. / hunc quoque (nam mediis feruoribus acrior instat) / arcebis grauido pecori,
armentaque pasces / sole recens orto aut noctem ducentibus astris, “There’s a gadfly, its Roman
name is asilus, but the Greeks call it, in their tongue, oestrus, that buzzes round the groves of
Silacus, and the green oaks of lburnus, in great numbers, fierce, and high-pitched in sound, and
whole herds scatter from it, through the woods, the breeze, the trees, and banks of dry Tanagra,
stunned, in terror, mad with bellowing. Juno once worked her terrible anger with this creature,
when she plagued o, the daughter of Inachus, changed to a heifer. Keep it away from the pregnant
herd, too (since it attacks more fiercely in the midday heat) by grazing the cattle when the sun’s
newly risen, or the stars are bringing on the night”. (transl. A.S. Kline). Just before Colluthus’ time,
Empress Eudocia (c. 401-460) remembers the topos in Mart. Cypr. 1-15.
Nonnus remembers this line in Dion. 11.191 udwna Booscéov.
D¢ Livrea 1968a, 84. Aeschylus employs an ongoing gadfly metaphor for lo also in Prom. 567, 578-81,
589-90, 673-7, 680-2, 836-7, 879-80.
57 James 1969.
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staple of the genre, applied to both angry (£pic) and besotted subjects (£pog).

Apollonius 1.1265-71 models his version'*® on Homer, making sure not to re-employ

any of the same words, when he describes Heracles” anger at the news of his beloved

Hylas’ death:

w¢ &’ 8te Tig Te pOwm TETUUPEVOC E66VUTO TADPOG
nioed te poAmav kai EAeomidag, ovdE vourwv

008’ ayéAng 8Betat, tprooet &’ 686V dANoT Anavotog,
dAAote 8’ 1oTdpevog Kal avd TAATOV adXEV’ dsipwv
notv poknua, kak® PePoAnuévog olotpw—

0¢ 8ye popWbwyv OTé uév Bod yobvat’ Emaiiev
ouvexéwe, 0t¢ §’ alte petaAAfywv kapdtolo

thAe diampioiov peydAn Podackev Gut.

And as when a bull stung by a gadfly tears along, leaving the meadows and the marsh
land, and recks not of herdsmen or herd, but presses on, now without cheek, now
standing still, and raising his broad neck he bellows loudly, stung by the maddening
fly; so he in his frenzy now would ply his swift knees unresting, now again would
cease from toil and shout afar with loud pealing cry.

Quintus of Smyrna 207-11 follows Homer in associating the gadfly with fear:

‘Apyeiot 8¢ Péecorv £01kdTeG EMTOINVTO

oU¢ T dupotov pepa®@tag vmo {eUyAn kat &pdTpw
O Ond Aamdpnv Tavaois Ond xeileotv oiotpog
afpatoc 1éuevog, toi § dometov doxaAdwotv
£PYOU EKAC PEVYOVTEC

The Argives were then seized by panic, like bulls straining steadily under the yoke of a
plow, when they are struck in the side by the thin sting of a gadfly thirsty for blood; in
their unspeakable torment they abandon their duty.

Nonnus employs the simile in Dion. 42.185-9 to describe the passion of Dionysus for

Beroe:

139

wg & &te Podg dxixntog Eow MAATAUDVOG OdEVWV
£0UOV OpEGOIVOUWY TIapePETPEEY NOAdA TADpWV
olotpnOeig ayéAnbev, ov edmetdAw mapa AdXuN
Bovtumog 6€udevTt pOWY EXAPECOETO KEVTPW
anpoidng, OAiyw d¢ dépag PePoAnuévog oloTpw
TNAIKOG E0TVPEAIKTO,

As when an ox, rushing over the flats, goes past the well-known herd of mountain-
grazing bulls, driven away from the flock when a gadfly, goad of bulls, has secretly
pierced his hide with sharp sting under the leafy trees: how small the sting that
strikes, how large the body of the beast shaken by it!

138

139

Also 3.275-7: Té@pa 8’ "Epwg moAioio 81" Aépog 1Eev dpavtog, / TeTpnXwG 016V Te véaig émt popPdoty
oiotpog / téMetat, 8v Te pbwna Podv kAelovot voufieg, “Meantime Eros arrived unseen through
the grey mist, causing violent, as when the goad, which oxherds call the gadfly jumps on grazing
heifers”.

Also see 15.214-8.
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Triphiodorus obviously had all four models in mind when describing Cassandra’s €pic

at 359-67:

drappri€aca & dxfag

E8papev NUTE TOPTIC ArjovPOC, TjvTe TUTIEIoAY

KEVTPOV AVENTOINoE POOPpaioTao Howmog:

1 & oUk £i¢ dyéAnv motidépketat o0dE Potiipt

neifetar 00dE vouoio AMAaistal, GAAG PeAépuve
0&é1 Bnyouévn PBotwv EENALBE Beoudv:

Toin pavTidAoto PoAfic OO VOyHaTL KOUPN
nAalouévn kpadinv lepnv aveoeieto ddagvnv.

navtn & éPpuxdto katd nTéAV

[Cassandra] tore apart the bars and she ran, like a restless heifer whom the sting of a
gadfly, that torments the ox, has smitten and stung to frenzy: which does not look to
the herd anymore nor obeys the herdsman nor longs for the pasture, but whetted by
the sharp dart she goes beyond the range of oxen: in such way, her heart distraught
by the pricking of the shafts of prophecy, the maiden shook the holy laurel wreath
and cried everywhere throughout the city.

In the table below, I summarize how the topos has been linguistically re-elaborated by

Colluthus and his predecessors.

Homer | Aesch. Ap.Rh. Call. Oppian Quintus Nonnus Tryph. Coll
olotpog | pdwna uowmn, powmna | olotpoc, 0loTpog Boutimog | Booppaicta | @orvrievni wwm,  Podv
Kivntrpt | olotpw Bovtimog . MWV, | o pdwmog, | Elathpy
hE HuLRa KEVTPON oiatpov (97); kévrpov (96)
ol6TpoV,
olotpnA
dre 8¢
deipant
Boeg BonAatn | tadpog Bodv, Bovoiv Boeoorv Bodg, népTIG nopTig; Podv
v Bovobo Tavpwy,
v Boosadov
ovde obte T | €pyov n & ovk ei¢ | vopoio, EvAdxototv
vourjwv/ Bovpdpp | €xag ayéAnv
o0’ wv (PedyOVTE nondépketT
ayéAng péreTon o al ovde
SBetan oéfag Botiipr/
oUte neiBetan
vopoio,/ onde
ovt’ VOuoio
ayéAng AMAaieton
nioed te noinv 8¢ £ow Boéwv Pnoonevto¢  amomAayxbeioa
npoAinw kal abAx mAatap® | €EnAvbe Vouoio
v Kal navta vog Beoudv
£Aeomida Aimévreg 0devwv/
¢ EO0UOV
Opesorvd
pwv
TAPEUETP
gev
néada
Tavpwv
goovTo oevovTal 0devwv ESpapev aAdTal
Bélog + ofvéevtt | Kévrpov;
Q) LKEVTPpW | Perépvw/o
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KeEAEVWV (&
xpietig | powm Adoon ol¢ T | OAiyw..p | tuneioav; @OIVHEVTL HUWTL... TURETOX
oioTpog, | TETUMMEV tefowpé | duotov ePoAnuév | Peréuvw
olotpnA | o¢ xak® vou peHa@TA | OC o&é
dre 8¢ BePornpué c omno | ofotpw Bnyouévn
deipant vo§ levyAn
Tapakon | oloTpw Kai
ov, apoTpw
T n’)\p,rJ )
oiotpodt }\(xm:xp_nv
viitov Tavaoi

‘ umo

Sl XeiAeorv

, ) 010Tpog

o&votop .

@ powm e

Xpiobeic 1EHEVOQ

olotpom

AES

£yw

udotiyr

Beiq,

olotprio

ao,

oiotpov

§ dpdig

xpiety’

amupog
inow navty 8¢ navty &
uOKNpa Bpuxn eBpuxaro

Oppian uses the very same words that Homer had used, as highlighted by James™:
Bovoiv 521 (Hom. Bdeg), oiotpog 522 (Hom. oiotpog), where Apollonius has tadpog and
powm (1.1265), and also imitates Apollonius playing with Homeric expressions, as he
does with moinv (524) used to replace nicea (Ap. 1.1266), exploiting Homer’s formula
mioea motnevta. Nonnus recovers fodg, but also has tavpwv, reflecting Apollonius. He
uses Bovtimog in place of Homer’s and Oppian’s oictpog, but fovtdnog had also been
used by Oppian as a synonym in 529.

Colluthus’ simile is presented concisely in the space of only three lines (41-43),
and, in choosing uodwm, ndptig, vopoio and tumeioa, pays tribute to Tryphiodoros
more than to any other model. He introduces elements of originality to the topos:
while his predecessors had described the animal as no longer concerned with their
herdsman, pasture and herd, Colluthus describes the heifer as simply wandering away
from the pasture in the glen, roaming in lonely copses, an image that is closer to that
of Nonnus and Triphiodorus, than to their predecessors’. This comparison applies
better to the character of Eris as a goddess who instinctively seeks to be alone in her
envy, a feeling that drives individuals to isolation from the group. Moreover,

Colluthus shows originality also in employing éAatfip1 (43) in a different meaning than

10 James 1969, 84-5.
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»,141

“driver”:"" in this context the word means “pressing on”. He employs words that have
not been previously used in his models: dAdtar at 42 (where Triphiodorus had
£dpapev, Nonnus 6devwv, while Apollonius and Oppian had used forms of cebw), and
@ownelg at 43 (a Homeric hapax) instead of Boopaiotng to define the udwy. Colluthus
recovers épnuainotv (42), an adjective not employed by Homer, probably imitating
Nonnus,'* Triphiodorus 141 and especially Moschos 3.21 and Ap. Rh. 2.385, 672 who
used the adjective applied to natural places such as trees, planes, islands. He also uses
Euloxotowv (42), a word that is traditionally associated with wild and aggressive
animals, like in II. 11.415 (of a wild boar).”** The closest model, however, seems II.
5.162, where a lion comes out to attack cows pasturing in the thicket. With this choice,
the poet is reminding his readers that, although Eris is being compared to a calf, her
nature is still that of an angry beast. Another interesting word choice is mAnyfiot (44),
which would make more sense if referred to Eros stinging his victims, but here it is
referred to the victim herself. Colluthus also uses similarly structured expressions to
mirror the heifer and Eris: mdptig... @owvnevtt pdwmt..tuneioa corresponds to
Bapulhrototv "Epig mAnyfiot daueioa, and aAdtat to mAdleto. The simile is continued
by uaotevovoa, which first (45) describes Eris as an animal walking around in anger,
craving for food (daitag, “feast”), and later is applied to Hermione, the daughter
whom Helen will leave behind and who will also be desperately searching for her
mother (untépa paoctevovon 388): the choice of ndptig, “young heifer, calf” may also
be an allusion to her. Eris and Hermione are then associated in their search, one for
revenge, the second for her mother. The model for this is Nonn. Par. 20.11 fipato
paotevovsa of Mary Magdalene.'*

Colluthus also plays with the above-mentioned ambiguity between strife and
eros through the use of two words which are normally used to define erotic sting,
oiotpog (97)¢ and kévtpov (96),'” but are also employed in the gadfly similes. By

doing so, he ensures to embody that ambiguity in his character, whose actions spur

"1 As in h.Merc. 265 and I1. 4.145.

2 Dion. 3.203, 42.61.

3 See Livrea 1968a, 83.

"4 Also see I1. 21.573 (of a panther), 0d. 4.335 and 17.126, (of a lion), 19. 445 (of a wild swine), Palaeph.
14 (of a bear).

> Giangrande 1969, 150.

16 Mus. 129, 133; Nonn. Dion. 34.97.

7 Nonn. Dion. 4.217, 6.348, 15.85, 34.24, 41.323, 42.210, 48.509 and AP 10.120. However kévtpov can
also imply pain as in Dion. 3.335, 6.51, 19.1, and even a half and half goad: Dion. 42.441 kévtpov
YAUKOTUKPOV.
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from envy and &pig, but are also associated with £pog. Cause and effects of the war,
then, are blurred: strife and eros, in the persons of uninvited Eris and lustful Paris and

Helen, are both at the root and at the end of the Trojan War.

b. Eris’ Plan of Destruction
The second part of Eris’ description goes through her various plans to disrupt the

banquet (46-56). The goddess appears here as scary as she did in II. 4.440-5:

Agiudg T’ nde ®OPog kai “Epig duotov pepavia,
"Apeog avdpoPdvolo KaotyvATH £TApT TE,

1 T’ OAlyn HEV TPQOTA KOPUOOETAL, AVTAP EMEITA
ovpav® eotnpile kapn kai £mi xOovi Patver

1 o@1v kai téte veikog Opotiov Eupale péoow
gpxopévn kab’ Spidov d@éAhovsa oTévov avdpdv.

And Terror, and Defeat, and relentless Eris stormed too, sister and partner-in-arms of
slaughterer Ares, only a slight thing when she first rears her head but her head soon
hits the sky as she strides across the earth. Now Eris hurled down the leveller Hate
amidst both sides, walking among the crowd, multiplying men’s weeping.

Colluthus remembers this passage with xfoviwv and ovpavov (50-1 - Hom. 443). From
Eur. Phoen. 798-800 Colluthus borrows the verb that describes Eris’ thinking (ufcato
Coll. 55 - Eur. 799) and oAvudxBoig (udxbwv Coll. 61 - Eur. 800):

1 8e1vd T1¢ “Ep1g Oedc, & Téde
unoato miuata yag faciAedotv
Aapdakidaig moAvudxborg

Eris is truly a goddess to fear, who devised these troubles for the princes of this land,
for the much-suffering sons of Labdacus.

For this section, Colluthus follows closely Il. 9.568-81: during the embassy to Achilles,
Phoenix makes a lengthy and emotional plea for him to stay, taking the example of
Meleager, another warrior who, in a moment of rage, refused to fight, to illustrate the
importance of responding to the pleas of helpless comrades. But Achilles stands firm,
still feeling the sting of Agamemnon’s insult. In this particular passage, Meleager’s

mother, Althaea, begs the underworld gods to punish her son:

oAAG O¢ kal yadav moAvdpPnv Xepoiv Ghoia noAAdxkL & edAdryyog ano kAopoio Bopoloa

KikArjokovo’ ATdnv kai émcnviv Mepoepdveray fotato kai nakivopoog E@életo xepi 8¢ métpng

npdxvvu kabefopévn, devovto 8¢ dakpuot kGATOL, 03dei k6Amov dpake kai 0Ok E@pdocato yaia -

nondi d6uev Bdvatov: And many times she jumped up from her seat,
She kept pounding fists on the earth that feeds us all, | embroidered with precious stones, got ready, and then, as
kept crying out to Hades and grim Persephone, she | backtracking, she sat down again. With her hand, she
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knelt, tears streaking her robes, screaming that they
should kill her son.

tii &' fepogoing "Eptvig

Exhvev &€ EpéBecgry dueiliyov fitop Exovaa.

@V 8¢ Tay dupi moAag Spados kai odmog dpwpet
nopywv farropévwv: [...]

And out of dark Erebos a Fury who walks in darkness
heard her cries, although she had an implacable
heart, and suddenly tramp of men around the gates
was heard, towers battered under assault [...]

ToAAG &€ piv Mitdveve yépwv inmnAdra Oivedg
00d00 EnepfePaws VPNpPePéog OBahduoto
oeiwv kOANTaG oavidag youvolduevog vidv:

stroke to the ground, and the bosom of the earth seemed
not to notice.

H0elev dpevaiwy yodAwv kAnidag dveioa,

£k xBoviwv TitAvag avactrioaca PepéBpwv

oVpavov vYnpédovtog dot@oa A10G Edpnv.

HOehev AxreVTal*® TupOG TPNOTHPA TIVATCELY,

‘Heaiotw &' Unberkev Gpapakén nep odoc,

Kail Topog GoPéotoro kai dntevthpt o1dfpov. Kai

She had all intentions to unfasten the bolts of the dark
hollows, and raise the Titans from the nether abyss and to
wipe out the sky, home to Zeus, who rules on high. She
was willing to brandish a roaring hurricane of fire, but,
however untamed, she gave in to Hephaestus, forger of
unquenchable fire and iron.

cakéwv Papbdoumov Eufoato kéumov dpdocely
And she did think about pounding out the loud-roaring
clash of shields.

and over and over the old horseman Oeneus begged
him, he took a stand at the vaulted chamber’s
threshold, shaking the bolted doors, begging his own
son!!*®

Livrea links Colluthus’ scene directly to the above Homeric passage, for a number of
lexical correspondences: xepoiv 568 - Coll. 47 xe1pi, kaBelouévn 570 - Coll. 47 épéleto,
KOATo1 570 - Coll. 48 kdAmov;'™ I believe that the parallel goes further: in Hom. yaiav
568 - Coll. 48 yaia, mpdxvv 570 - Coll. 48 oUdel, Repogoitig 571 - Coll. 49 dppvaiwv
yudAwv, EpéPeogrv 572 - Coll. 50 xBoviwv PepéBpwv, dueilixov ntop &xovoa 572 -
Coll. 53 auaipakétn mep €odoa, Spadog kai dodmog 573 - Coll. 55 kdumov, celwv
KoAAntag cavidag 583 - Coll. 49 kAnidag aveioa. Livrea had suggested a content
similarity based on the fact that Colluthus was also the author of a Calydoniaca, about
the myth of Meleager. The similarity shared by Altaea and Eris is their anger, and the
overall darkness and noise associated with this feeling. Moreover, both characters
express their resentment by throwing an object, Eris the apple into the banquet, and
Althaea the piece of wood that represented Meleager’s life into the fire.

Eris’ jumping up and down from her seat also reminds us of Medea when she
first falls in love with Jason in Ap. Rh. Arg. 645-55: she hesitates a long time before
walking into Calciope’s room to speak to her; she goes out of her room, then hesitates
and returns back to her own room three times, torn between shame and desire. Here,

again, a behaviour dictated by Eros is shared by Eris.

148

Transl. R. Fagles, adapted.
" Ap.Rh. 1.1236.
B0 Livrea 1968a, 85-7.
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Other scenes of similar violence from Nonnus are evoked by Colluthus’ passage, in
particular Dion. 36.96-107, where Hades is worried that Poseidon may subvert the
cosmic order with his onslaughts and expose the earth’s foundations (especially 101
un mote Kivroag xBoviwv kpnmida PepéBpwv).” Line 62 is the industrious mix of two
half hemistychia by Nonnus:'’ Dion. 36.41 xeipt 8¢ divevovsa memnydta vAOTA

3

XaAdlng,'” where Hera strikes Artemis with a sharp dart, and 1.398 xai o0,

TEAEGOIYOVOL0 YAUOU TPWTOoTIOPOG apXN, a clausola often referred by Nonnus to

* where Eris is causing strife, méAepog, uébog, while Eros in contrast is the

Eros,”
originator of fecund marriage.

Colluthus may also recall Hecuba’s gesture in Eur. Troad. 1305-9: yepaid Y’ £
nédov Tifeioa péAe’ Eud kai xepol yaiav ktvmodoa diooaic. [Xo] diddoxd oot yovu
TiOnut yaion tovg épovg kaloboa vépbev aBAiovug akoitag. “Yes, as I stretch my aged
limbs upon the ground, and beat upon the earth with both my hands. [Chorus]: I

follow you and kneel, invoking from the nether world my hapless husband”.***

When Eris eventually gives in to Hephaestus (53), Colluthus’ model is Triph. 684-5
Zavbog 1dwv ExAavoe yowv aAwpvpérl mnyf], ‘Healotw & vmdeikev atulduevog xoAov
“Hpng, “and Xanthus, beholding the fiery doom of the city, wept with seaward flowing
fountain of lamentation, and, terrified by the anger of Hera, yielded to Hephaestus”.
The word duaipakérn (53) evokes terrible monsters out of control which are thus
inevitably associated with Eris: Nonnus employs it often," as in Dion. 1.296 &vtea d¢
Kpoviwvog duaipakétnotv aslpwv, about Typhoeus, a monster born from Gaia and
Tartaros; in IL 6.179 and 16.329, the word is applied to the Chimaera, who,
interestingly, was the daughter of Typhoeus, as was also alluded to at 102; and Hes. Th.

319 also uses it when speaking of the raging fire that the Chimaera vomited.

1 Also Dion. 26.128 kpUate ovV yevethipt kataxBoviw ue PepéBpw, where Eeria begs to be locked up

with her father in the deep pit; 4.55 toooatiovg Titfivag évekAfiooe Pepébpw; 2.338 amd xBovioo
BepéBpov; and Par. 2.104-106, 6.157-9, and 2.1-4-,

2 Orsini 1969, 16-17.

% Colluthus employs two words that in Nonnus are applied to Typhoeus: duaipakérn from 1.296, and
dwvAoaoa from 2.456.

4 Asin 41.129.

5 Also h.Ap. 155, where Hera invokes the help of the goddesses of the Underworld; Diog. Laert. AP
7.118.

136 Livrea 1968a, 89.
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Before desisting, Eris thinks that the loud noise of clashing shields may scare the gods
and prompt them to get up (55-6): iwrjv though, the version accepted by Mair and
others is a correction of the manuscript version, which reads iwkrv, “pursuit”, “riot”.
There is no need to amend this version, as the word has been picked by the poet in
anticipation of the toils that are the consequences of Eris’ gesture, i.e. the Trojan War.
Moreover, iwknyv is also identified in II. 5.740 with Eris herself: év & "Epig, &v &’ 'AAkn,
v 8¢ kpudeooa Twkr, “Strife, Violence, Riot that makes the blood run cold”.

Eris finally settles on the plan to throw the golden fruit into the banquet of the
gods (59-61). The gesture of throwing or giving an apple (unAoPoAeiv) is traditionally
associated with a love declaration' in the pagan tradition, the apple being a symbol
of fertility or a love gift. The same gesture acquires a slightly different meaning in the
myth of Acontius and Cydippe, where it is a binding token of marriage,”* while in the
myth of Atalanta golden apples are given to Hippomenes by Aphrodite as a trick to
distract the girl during their footrace and thus allow him to win and marry her. Livrea
notes how the story that told that the apple was to be offered to the fairest among the
three goddess,” previously dated to the Hellenistic period, was backdated to around
650-625 BC thanks to the discovery, in the sanctuary of Artemis Orthia in Sparta, of an
ivory comb showing Paris in the act of giving the apple to Aphrodite.” The
chronological detail does not help in understanding whether Colluthus uses the
tradition with any originality; however, in this case it is Eris who is throwing the
apple, an act that will cause not love but strife and war. The negative connotation of
her throwing the fruit may have some connection with the Christian tradition
attached to the apple as a symbol of transgression and sin,' considering that the
apple is defined by Colluthus moAéuoio mpodyyedov #pvog (60) and pdéBou
npwtdonopov apxnv (62), which refer not only to the quarrel started by the apple
among the goddesses, but also to the ultimate consequence of the contest, the war of
Troy, its destruction and the death of many people. Colluthus’ search for the primeval

of the war is aligned with the late antique interest in aetiology; however, since this

7 E.g. Ar. Nub. 997; AP 5.79, 80; Cat. 65.19.

¥ Cydippe read aloud the inscription that Acontius has engraved on the apple, “I swear by Artemis
that I will marry Acontius”, and by doing so, bound herself to him. Each time she was to marry,
then, she fell ill, until the oracle at Delphi revealed the cause of the obstacle. Her father finally
agreed to marry her to Acontius. The story is told by Aristaen, Ep. 1.10 and Ovid Her. 20 and 21.

" Luc. Dial. Deor. 20.7; Tzetz. n. Lycophr. 93; Apollod. Epit. 3.2; Eur. Andr. 276.

10 Livrea 1969, 93.

11 Sept. Genesis 3.1.
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was a topic that Hellenistic poetry shared with early Christian literature, Colluthus

may have chosen this particular episode to play with both traditions.

3. Aphrodite’s Agon

Aphrodite is the character who enjoys most airtime in the epyllion: her three
speeches expose different sides to her character, and give Colluthus the opportunity
to play with rhetoric subgenres such as invective and the agon, aligning his work to
the performative dimension of late antique poetry.’ In this section, I explore how the
poet has exploited current and popular topoi (such as the goddess’s toilette) and
genres to give his own take on a well-known character and tick the right boxes with
his contemporaries. I also argue that the main models for this part are Claudian’s
Gigantomachy and Nonnus’ Dionysiaca 9. The result is a feisty Aphrodite against whom

Hera and Athena do not stand a chance.

a. Aphrodite’s Toilette

Colluthus pays attention to hairstyles: Paris takes care that his hairdo is perfect before
meeting Helen (231-5), and at the wedding of Thetis and Peleus Apollo sports curls
that evoke Bacchic grapes (26)."® The most detailed description is that of Aphrodite’s
hair ahead of the beauty contest (82-4): here, acoustic vividness (beside visual) is

' Koudwy,

achieved through a redundancy of both hair-related terms (xaAvmtpny,
mAokduoug, xaitnv) and of the word xpuo®, as well as through the alliteration of x,
especially in the initial of the first and last word in 82 and 83, and of x, which is also
the initial of the first and the last word in 84.

The image of Aphrodite (or another goddess) doing her toilette, and especially

fixing her hairstyle, is extremely popular, and Colluthus pays homage to many

12 Agosti 2006a.

1 The description of his hair is rich with Dionysus-related allusions, see Ch. 3 n. 202.

Christodoros uses the same words to describe Aphrodite in his ekphrasis of the goddess’ statue in
the gymnasium of Zeuxippos in Constantinople: xpvcein ... kaAUntpn, see Tissoni 2000a, 123-124.

164
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models. The goddess’ coquettishness was a standard feature of the beauty contest as
presented in vase-painting and sculpture,' as we will see more in detail below.

First, let us reconstruct the goddess’ hairstyle, which was correctly interpreted
by Matthews through comparison of various models. First, Homer describes Hera’s

hairstyle in Il. 14.175-7:*¢

O p' 1 ye Xpda kaAov dAsupapévn i8¢ xaitag
neapévn xepol mAokdpoug EnAede @asivoig
KaAovg auPpociovg €k kpdatog dBavdroto.

Therewith she anointed her beautiful body, and she combed her long hair, and with
her hands plaited the shiny braids, fair and ambrosial, that streamed from her
immortal head.

Hera then proceeds to put on a dress woven for her by Athena and borrows a girdle
from Aphrodite. The Homeric passage is ironically played with by Callimachus, who,
in Lav. Pall. 21-2, contrasts Aphrodite’s elaborate beauty routine with Athena’s natural
beauty: Kompig 8¢ dravyéa xaAkov Edoioa moAAdKL Tav abTav 8i¢ ueTéBnke kOuav, “But
Cypris took a shining mirror and often altered the same lock”,**® and especially 31-2:
OloeTE Kal KTEVA Ol MayXpuoeov, w¢ amo yaitav mné€ntai, AMapoOvV OUACHUEVA
nAdkauov, “and bring her [Athena] a comb all of gold, that she may comb her hair,
once she has anointed her glossy tresses”, where the similarity of the language with
Colluthus is striking (see below).'*’

Secondly, in Apollonius Arg. 3.45-50, Aphrodite is visited by Athena and Hera

while she is fixing her hair, and thus interrupts her coiffure:

Agvkoioty &’ EkdtepOe kKOUAG EMEIUEVT] DUOIG
KOOUEL Xpuoein dia kepkidi, uéAAe 8¢ pakpovg
nAé€acbar mAokauovg [...)

QTP YETEMEITA KAl GUTH

Cavev, aPrktoug O¢ xepoiv avedroato xaltag.

' Aside from the passages mentioned infra, Aphrodite’s bath is described in 0d. 8.364-6 (the passage
reappears almost unchanged in H. Aphr. 61-65) and Cypria fr. 4 and 5 Allen; Hera’s is described in
Nonn. Dion. 32.10-37.

1% Clairmont 1951, 45, 48, 61 (twice), 63, 109. In particular, Bulloch 1985, 130 recalls Athen. 687c
(=Soph. fr. 361) TV puév A@poditny ‘Hiovrv Tiva odoav Safuova udpw te dAeipouévny mapdyet kai
katontpilopévny, T 8¢ ABnvav dpdvnorv ovoav kai Nodv, #t1 & Apetniv éAaiw xplouévny kai
youvalouévnv.

7" Matthews 1996.

' The detail of Aphrodite insisting on the same lock twice reappears in Nonn. Dion. 32.12-13 moAAdx1
" loalovoa kabeiuévov axpt uetwnov tAalouévng Eotnoe pethAvda Pétpuv é8eipng, and in Tibull.
1.8.10, who imitates Callimachus, saepeque mutates disposuisse comas, where he compares Foloe's
natural beauty to Marato’s, which is artificial.

' Bullock 1985, 142.

77



Having let her hair down over her white shoulders on either side, she was parting it
with a golden comb and was about to braid the long plaits. [...] And then she herself
sat down and tied up her uncombed hair with her hands.

Like Callimachus, Apollonius draws on the Homeric passage above, so mAé€acBot -

émAele, xepolv —xepoi, and the shared mAokduovg and xaitag. Medea’s toilette in Arg.

3.828-35 also comes into the picture:

EavBag uev aviaro xepoiv £0gipag,

af o1 atnueAin katasiuévar Repébovtor

[...] S0ve 8¢ mémAov

KAAGV, EVYVAUTTOLOV APNPEUEVOV TTEPGVTIOLY,
auPpooiw & é@inepbe kapriatt PAAAs kKaAVTTPN
apyveény.

With her hands she gathered up her golden tresses which were floating round her
shoulders in careless disarray, [...] and she donned a beautiful robe, fitted with well-
bent clasps, and above on her head, divinely fair, she threw a veil gleaming like
silver.'”®

By comparing the three passages, Matthews clarified that Colluthus, like Apollonius,
employs three different words for hair: koudwv at 83 (Ap. Rh. kéuag) is a generic term
for hair,"” mAokduoug at 84 (Ap. Rh., Call. and Hom. nAokauoug) is the braided hair,”
and xattnv at 84 (Ap. Rh., Call. and Hom. xaitag) is the loose, unbraided hair.'”

This elaborate hairstyle is also sported by the statue of Aphrodite in
Christodorus’ ekphrasis (AP 2.81 Christ. 81 xpvoein mAokauidag vmoo@iyéaca
kaAvntpn ),"”* and by Claudian’s Venus in his Gigantomachy'” 43-54, as well spotted by
Livrea;’* in my opinion, her portrait was the main model for Colluthus’ Aphrodite, as

we will see over the course of this chapter. I quote here the full passage:

Kompig &’ oUte PENog @épev, ovy SmAov, GAN Ekduilev

ayAainv: Ospévn yap én'Supacty dyyeAov avyny,

TPQOTA PEV amAekEag Tepdvn diekpivato xaitag 45
Kol TAEKTAG EoryEe TUKVOIG TEPIMAEYUAGT GEPAG,

oTippeL §'0@BaAnGV Epatovg Uneypdato kavOolg.

Aentag §’edavépoio papag xaAdoaoa X1TOVOg

TOPPUPEWY OV KPUTITEV LY’ eTpacLY &vOea paldv,

70 Transl. R.C. Seaton.

Y1 [1.17.51; Nonn. Dion. 32.16; Call. h. 5.22.

72 Nonn. Dion. 32.28, Hera's toilette; Eur. Hec. 923; Call. h. 5.32.

7" Nonn. Dion. 43.59; Call. h. 5.31.

7 Tissoni 2000a, 123-24.

> From here onwards, I will refer only to Claudian’s Greek Gigantomachy, unless otherwise specified.
¢ Livrea 2000, 441-43.
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Supartog gic &ypnv wmAopAevn” gixe yap adti 50
mAéypa képuv, 8Spv paldv, d@pov Pérog, domida kGAAOG,

Smha uéAn, BéAyntpov v GAyeov: €1 8¢ Tig avTh

Supa BaAot, 8£8unto, Pérog §amd xe1pdg Edoag

w¢ "Apewg aixuf th Kompidog SAAUTO pop@i.

Cypris did not bring a dart, or a weapon, but she brought

Beauty: for she placed before her eyes the bright messenger,

And first she parted her unplaited hair with a pin

And tied up her plaited locks in tight tresses,

Then she drew a line with kohl under the lovely corners of her eyes.

And she loosened the fine fastenings of her robe that gave in easily to the wind,
And she did not hide underneath her garments the flowers of her flushing breasts,
Armed for the chase of the eye."”” For she had

A chignon as a helmet, her breasts as a spear, her look as a dart, her beauty as a shield,
Her curves as weapons, a charm among the pains. If someone

Gazed upon her, he was subdued, letting the sword fall from his hand

He was killed by the beauty of Cypris as by the spear of Ares.

Through direct comparison of Claudian and the above mentioned texts, it is possible
to identify the exact sequence of steps involved:

5 First, the goddess parts: diekpivaro 45 - Coll. 83 diaotHoaca

2. With a hair pin or clip: nepdvn 45 - Coll. 83 mepdvny Budevta - Ap. Rh. Arg. 3. 46
xpuoein dix kepkid - and also Claud. De nupt. Hon. Et M. 102-3 haec morsu numerosi dentis
eburno multifidum discrimen erat, and Rapt. Pros. 2.15-17 illi multifidos crinis sinuatur in
orbes Idalia divisus acu sudata marito fibula purpureos gemma suspendit amictu, "her hair
was twisted into many curls, parted with a Cyprian pin; a brooch, the sweated toil of
her husband, supported her purple cloak with its gem”; in the following passages Hera
and Medea pin their robes, not their hair, with gold brooches,: Il. 14.180 nepovaro -
Nonn. Dion. 32.15 nepévny - Ap. Rh. Arg. 3.833

B The loose hair: yaitag 45 - Coll. 84 yaitnv - II. 14.175-6 Xaitag ne€auévn - Ap.
Rh. Arg. 3.45-6 k6uag kdopet - Call. h. 5.31-2 yaitav né€nton

4, Next, she binds her plaited tresses: tAektdg...oe1pdg 46 - Coll. 84 mAokdpoug -
Il. 14. 176 mhokapoug - Ap. Rh. Arg. 3.46-7 pakpovg mAé€acBar mAokapovg - Christ. 81
mAokapidag vroopiyEaoca - Call. 51 tAdkapov, in a hair bun, TAéyua kdpuv'™

8, And anoints them with gold: Coll. 84 xpvo® pév mhokdpovg, xpuo® & éotéparto
xaitnv - II. 14.180 - h.Aphr. 65 - Ap. Rh. Arg. 3. 46 and 828 - Christ. AP 2.81 xpvoein
KaAvnTpn - Claud. Rap. 1.138 flava Ceres.

7" Claudian’s passage clearly alludes to Plat. Phaedr. 250d, where beauty enters the lover’s soul

through their eyes, a concept that, as we shall see in Chapter 3, returns in Colluthus’ scene of Paris
and Helen's meeting.
Nonn. Dion. 2.271 nepinA€ydnyv, 12.199 and 36.368 mepitAeknc; see Livrea 2000, 442.
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So what did this hairstyle look like? Matthews suggests a similarity with Euphorbus’
hair described in II. 17. 52 mAoxpol €, o1 xpvo® Te Kal ApyUpw £0@rkwvTo, “his hair
was drenched in blood, and his plaits, that were braided with gold and silver”,”” but
the style described by Colluthus looks more like Antheia’s hair on the occasion of
Artemis’ procession as described by Xenophon of Ephesus in Eph. 1.2.6 kéun &avon, 1
TOAAT KaBetuévn, OAlyn menAeyuévn, TpOG TNV TOV AVEUWYV POPAV KIVOUUEVT, where
nemAeyuévn refers to part of the hair being braided, while most of it is let down loose
(kaBeruévn)."* Speaking of loose hair being tossed by the breeze, like Apollo’s in Coll.
25-6 xpuoeiorg &' £xkdtepBe Tvaooduevog TAokduolol BOTPUG AKePSEKOUNG (EQUPW
otu@eAileto yaitng, Athenaeus, quoting a passage from Asius, says that the Samians,
on the occasion of Hera’s celebrations, combed their hair out of their braids
(mAokdpovg ktevicavto) and then let their loose hair (xaitac), held by gold bands,
down on their chest and shoulders, free to move with the winds.* The hairstyle with
a chignon of plaits on the top of the head, and the rest of the hair let loose on the
shoulders, is typical of late antiquity,”® as described in fourth century AD by
Amphilochius, bishop of Iconium in Cappadocia, in his homily In mulierem Peccatricem

6.143-8 against the libertine dames of his time:

"Q mdooLG VEAVIOKOUG

katébeAyov peotov avaideiag PAéupa neprpépovoa. "Emi Avun
Yap t@V Beatdv wpailouévn mfj pEV TOAUTAGKOIC OEIPAiG TV
KEQPAANV Envpyouv, 1A §& Vouddag mAoKdUwY £k KOpUPAG Elwv
KAt YeTwnov mAavastar GAAote 8¢ Tag mapeldg poivicoov Kal
TOUG OQOAALOVG KATEYPAPOV

Oh how many young men I enslaved to my charm flaunting a look full of
shamelessness! In fact, for the sake of insult of the onlookers, I used to build a tower
of curled locks on my head beautifying myself, while I allowed the stray locks to
casually flow from the top of my head down to my forehead. On other occasions I put
some blush on my cheeks and I drew a line under my eyes.

However, artworks may have also played a role here as Aphrodite is always

represented with elaborate hairstyles (Table A), starting from the famous portrait of

77" Matthews 1996.

8 Eu. BA. 695 xabeioav €i¢ povg kouag, IT 51-52 kéuag EavOag kabeivat.

' As.Fr. 13.5 Bernabé/Davies, in Athen. 12.525 e-f, from Duris of Samos, FGrHist. 76 F 60.

2 Matthews 1996, 39 explains how the practice of marching to the Heraeum with braided hair was
considered a faux pas.

8 Livrea 2000, 442, who quotes full bibliography on the tower hairstyle from Knecht 1972, 59-60.

80



Aphrodite Anadyomene by Apelles. The marble Aphrodite of Milos (Fig. A), the

Crouching Aphrodite (Fig. B), the Syracuse Aphrodite (Fig. C) and the goddess as

portrayed in the cameo Portland vase (Fig. D) all sport an elaborate hairstyle with pins

at the back of their head. The Aphrodite of Rhodes (Fig. E) is crouching while fixing

her hair with her hands; the goddess wears a veil in the Parthenon frieze (Fig. F), in an

Apulian vase (Fig. G) and in a silver coin (Fig. H), among numerous other artworks.

Table A

184

Fig. A: Aphrodite of
Milos, 130-100 BC.
The Louvre, Paris.

Fig. B: Crouching
Aphrodite, Roman
copy from the second
century BC after a

Hellenistic original,
British Museum,
London.

Fig. e Syracuse
Aphrodite, from the
second c. AD, based on
the original from the
fourth o BC,
Archaeological Museum

of Athens.

Fig. D: Portland vase,
dated between 5 and 25
AD, today at the British
Museum, London.

Fig. E: Aphrodite of
Rhodes, first c. AD,
Archaeological
Museum of Rhodes.

Fig. F: Parthenon
frieze, 437-432 BC.

Fig. G: Apulian vase, 380
BC.

Fig. H: silver coin, from
Corinth, 300 BC.

For Livrea, it is very likely that Claudian’s Venus was inspired by figurative arts, but

he cannot stretch as far as to identify his model with the Gigantomachy on the doors

of the Artemision in Ephesos, a gift of Trajan after the war against the Scythians, an

artwork which was later transferred to the senate in Byzantium and then described by

' From LIMC s.v. Aphrodite: n. 114 (p. 15), 424 (p. 40), 425, 430, 431 and 432 (p. 41), 445, 446, 447, 448,
and 449 (p. 42), 450 and 454 (p. 43), 502 (p. 49), 516 (p. 50), 541, 543 and 545 (p. 53), 667 (p. 66), 672,
677 and 679 (p. 67), 681, 682,683, 684, 686a and 687 (p. 68), 1038 (p.103), 1251 (p. 126); s.v. Aphrodite
(in per. or.) n. 87- a terracotta statuette from third century AD- (p. 162), 89 - a seashell-shaped
pendant in lapis lazuli from the fourth century AD-(p. 163), 192 -a painted terracotta lantern from
the second century AD - (p. 166).

81



Themistius in the fourth century AD."™ However, although Aphrodite was often
represented in artworks about the Gigantomachy,™ she is not described at all in
Themistius’ passage.

Examples of artworks from late antiquity which show Aphrodite fixing her
hair (Table B) include a vase from the fourth century AD (Fig. A), a pyxis from the
sixth century AD (fig. B), and a figurine from Egypt from the second half of the second
century AD (Fig. C). These suggest that the motif of the goddess styling her hair

survived in art until Colluthus’ time.

Table B

Fig. A: terracotta vase from the
fourth c. AD. Kassel, Staatliche
Kunstammlungen (LIMC n. 988
s.v. Aphrodite, 96).

Fig. B: ivory pyxis from the sixth
c. AD, Today at Baltimore,
Walters Arts Gallery (LIMC n. 126
s. v. Paris).

Fig. C: bronze figurine from
Egypt from the second half of
the second c. AD (LIMC n. 44 s.v.
Aphrodite (in per. or.), 159.

The poet meant to recreate the scene as a pretty portrait of a vain lady. During her
speech to Paris, Aphrodite shows no concern for modesty, as she lifts her robe and
does not mind showing her breasts (o0x Rdéooato Kompic 156, o0k €uvicato pal@v
158), just like, again, Claudian’s Aphrodite in Gig. 49 mop@upéwv oV kpiTTEV VY’
glpaoy avOea pal@wv, and Aphrodite’s statue in Christodorus’ ekphrasis (AP 2.79 ano
otépvoto 8¢ youvr, and 2.100 yvuvrjv - Coll. 155 youvwoaoa). Colluthus may have also
been inspired by seeing a statue, or by reading the celebratory epigrams APl 160, 162,
163, 168 on Praxiteles’ Aphrodite from Cnydos. Thus, a description of the goddess

' Themist. 0r.13 176d-177a and Or. 34.23.2.227, 23: in this panegyric of Emperor Gratian, Themistius
compares the effect of the princeps’ moral beauty over the barbarians to that of Eros and
Aphrodite’s beauty over the Giant in the Gigantomachy (Giomi 2003, 374). For Livrea 2000, 443,
Claudian focused here on the goddess’ preparation, champion of “armi paradossali” (i.e. beauty), a
topic which will be discussed later in this chapter; see Gigli-Piccardi 1985, 57-63, and Clairmont
1951, 78-87.

1% LIMC s.v. Aphrodite n. 1394-1403, especially the Pergamon altar = n. 1400.
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grooming herself seems the natural complement to such a vain personality, especially
if we go by the relevance given to grooming within the epyllion; with the goddesses,

Paris also prepares himself for his meeting with Helen, which is also a judgment.

One last consideration may be made on the basis of comparison with this last passage
from Claudian. Giomi interprets Aphrodite’s nudity as an allegory for the Neoplatonic
ascension and purification that is necessary to approach the divine.”” On the other
hand, the spiritual death of the Giant is well expressed at 55 by the fact that he is
“dressed”, as clothes symbolise matter and thus death.” Colluthus may then be
ironically alluding to the fact that, while Aphrodite, by stripping off, is paradoxically
getting closer to the divine, the other two goddesses are still fully clothed, and are
going nowhere other than the material world. It would be a double victory for
Aphrodite: Colluthus exploits a Neoplatonic allegory to achieve an ironic output. In
this case, in fact, differently from the passage of Paris’ sea-crossing, which, as
discussed, can be interpreted as a Neoplatonic metaphor, it would be challenging to
accept this interpretation literally rather than as another ironic twist, where the

goddess would be ironically ascending to God.

b. The Agon

After her victory, Aphrodite humiliates her rivals Hera and Athena (172-89): this
passage marks a sudden change of genre to a mini-invective. Its tone is quite different
from Aphrodite’s previous speeches (the one to the Loves, at 86-98, and the one to
Paris at 160-66), although in the first one we can already foresee some signs of her

189

proud attitude: when she gathers the Loves around her (86),"® she begins to speak as a
vulnerable and un-warlike candidate who does not stand a chance in the contest with
two very powerful rivals such Hera and Athena (89-93). And yet, halfway through her
monologue she realises that she, too, has weapons, and far more powerful than her
rivals’ (94-8). In the same way, while trying to persuade Paris to give her the prize, she
cockily builds up the tone to the point of questioning the value of the others’ rewards

(164-5).

7 Giomi 2003, 376.

1% Plot. 1.6.7.5-7

¥ The meaning of nepintv€acbde is to be interpreted in this way, not simply as “embrace” as Orsini
1972, 5 and others translate, see Williams 2001, 179.
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First, it needs to be clarified that we are dealing with a contest, since there has been
some discussion around the interpretation of line 172: Mair reads ei€até por moAéporo
ouvnBeeg, eifate vikng, “surrender to me, you, accustomed to war; yield the victory to
me”, but Livrea supports eifaté por moAéuoio, cuvnbeog eifate vikng, “declare
yourselves defeated in this war, yield to me the usual victory”, as eikw goes with

® He also thinks that the expression “accustomed to war” sounds difficult.

genitive.
On the contrary, this is unquestionably an agon: at 86 Aphrodite introduces the scene
with €yyUg aydv: “the contest is near!”, so we are definitely speaking of an dywv nept
KaAAouvg, and it is Colluthus himself who clearly states this at 87: ojuepov ayAaiat pe
drakpivovot Tpoownwv. Moreover, the tone of Aphrodite’s speech to the Loves is that
of a general exhorting his soldiers before a battle: Williams rightly spots the theme of
militia amoris,””" where the invitation to the Loves to help their mother may be an
allusion to earth stirring up the Titans in Claudian’s Latin Gigantomachy 27-8: sed vos, o
tandem veniens exercitus ultor, solvite Titanas vinclis, defendite matrem.

However, it is not just a beauty contest: in her own speech to Paris, the
goddess had earlier made the point that she has nothing to do with war: §¢€o0 ue kat

92[...] €pya uéOwv ovk oidar ti yap caxéwv A@poditn; [...] &vti uév

noAéuwv EmAndeo,
NVOPENG EPATNV TTAPAKOLTLV OTIdoow, “’Pick me and forget wars: [...] I do not know the
works of war. For what has Aphrodite to do with shields? Instead of manly bravery, I
will give you a charming bride” (160-4), benchmarking herself and her reward on a
completely different level to Hera and especially Athena (who had offered the
kingdom on Asia and the gift of excellence in war). Her statement to Paris comes
across as false and deceitful: the goddess, in her speech to the Loves, had actually
reported what people say about her rivals, and listed her own alleged deficiencies: “I
am unwarlike”, she says.'” However, she had then reached the conclusion that, while

she may not own metal weapons as the other goddesses," no one masters the equally

lethal weapons of love and pain as effectively as she can. At 91-8 she says:

0 Livrea 1968a, 151-2.

¥ Williams 2001, 179.

2 A close model is Nonn. Dion. 10,111, although the circumstances are quite different (Ino is ready to
throw herself into the sea for having killed her son Melicertes).

> The model for this is IL. 5.330-3 KUmpwv ... Gvalkic €nv 06g, ovde Bedwv / tdwv af T dvdpdv
néAepov kdta Kolpavéouaty, / oUT &p’ Abnvain olUte mtoinopbog Evuw. “Cypris ... a weak goddess,
she is not one of those goddesses who dominate the battles of men. She is neither Athena nor Enyo,
destroyer of cities”.

¥4 Williams 2001, 179-83.
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kai ToAépwyv Pacideiav det kaAéovorv ABRvNY:

povvn Konpig dvahkic énv 0ed¢. o BactAfjwy

Kolpavinv, oUk &yxog aprtov, ov PEAog EAkw.

aAAG Ti derpaivw TEPIGIOV AVTL HEV aiXpTG

g Boov Eyxog Exovoa peAippova deopov EpWTwY; 95
OKAMTPOV EXW Kal KEVTPOV dyw kal TOEov delpw,

KeaTdV, 8Bev PIASTNTOC Ui EudV oioTpov ENoboat

ToAAdK1C Wdivovast kal o0 BVHoKOLGL YUVATKEG.

As for Athena, they always call her the queen of battles.

Only I, Cypris, am an unwarlike goddess. I wield no sovereignty,

Like a king should, I brandish no warlike spear, nor do I draw the bow.
But why do I fear beyond measure, since, instead of a spear

I have as my swift sword the honeyed girdle' of the Loves?

1 do hold a sceptre, and I do wield a spur and I do raise a bow:™*

That girdle, from where women catch my sting of desire,

And travail many times, but never to the point of death."”’

Colluthus is here establishing that Aphrodite’s seductive weapons are equally

powerful as the military ones by making the goddess herself say what Claudian had

already said of Venus in the Gigantomachy 50-4:

Elxe Yap adTh

mAgypa kopuv, d6pv paldv, d@piv BENog, domida kaAAog,
SmAa péAn, OéAyntpov &v GAyeorv el 8¢ Tig aUTH

Supa BaAot, d€dunto, PéAog §'amd xepdg Edoag

195

196

197

Colluthus, following Nonnus, identifies the keotd¢ with a uitpn napbevin (or a magic charm) worn
around the breasts, while Christodorus retrieves the Homeric interpretation of it as an
embroidered belt that tied across the chest and at the back (Tissoni 2000a, 130-31) in AP 2.100-101
¢émi otépvwv 8¢ Beaivng / adyévog &€ dmdtolo yvbeic éAeAileto keotdg and 289-90 dugt 8¢ paloic /
keotog EME kexdAaoto, xdpig & évevrixeto keot(®. See also Antiph. Mac. AP 6.88.1-2 A0TH oot
KuBépeia TOV iuepdevt’ anod paot@v, / Tvw, Avoauévn keotov Edwkev &xerv. Homer had already
explained that Aphrodite’s chest was precisely the hiding place for all her devices in II. 14.214-17
ano othbeo@iv EAVoato keoToV tudvta / moikilov, EvBa 8¢ ol Bedxktripia médvta tétukto / vO' Evt
pEV MASTNG, €v & Tuepog, &v & dapiotic / dpgaoctc, 1i T EkAepe voov UKa Tep @povedviwy, “She
removed from her chest the embroidered multicoloured belt, where all the enchantments are:
love, and desire and flirts are there, and seduction, which steals the reason of even wise men”.
Lucian also, in Dear. Iud. 10, may be alluding to such an item, as Athena prompts Paris not to let
Aphrodite undress until she has removed her girdle, as this is a magic object: M mpdtepov
&modvong adThy, @ Mdpt, mpiv &v TOV KEOTOV &MdBNTaI—PapUakic ydp EoTiv—ur| o€ Katayontevon
O’ avtoD, “Paris, do not let her undress until she takes off her girdle, for she is an enchantress; or
else she may bewitch you with it”.

Note the symmetry (which features in all of the other goddesses’ speeches, see below) of the
passage, in which her assets correspond precisely to her deficiencies: #&yxog corresponds to
kévtpov, and té€ov to Pélog. Only keotdv fails to match with koipavinv, hence Orsini 1972, 22
supposes a lacuna. However, 1 accept here William’s conjecture of oxfntpov, which is not only
justified by parablepsy (the first word of the next line is again keot6v), but also by the fact that the
girdle had actually just been described, and ultimately matches with Hera’s koipavinv, see Williams
2001, 181, who reveals how, with this restoration, Aphrodite’s speech would be “as elegant as her
coiffure”.

Note the variation at 364 Nmddeg {Wovat kal o0 KTElVOust yuvaikag.
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WG "Apewg aixpfi Tfi Kumpidog SAAvTO pop@fi

For she had a chignon as a helmet,

Her breasts as a spear, her look as a dart, her beauty as a shield,
Her curves as weapons, a charm among the pains. If someone
Gazed upon her, he was subdued, letting the dart fall from his hand
He was killed by the beauty of Cypris as by the spear of Ares.

The repetition of BéAoc (Claud. 43, 51, 54 - Coll. 93) and aiyxun (Claud. 54 - Coll. 94),
and the statement that the goddess’ body parts and equipment are weapons as
powerful as those of Ares, match perfectly (Claud. 52-4 - Coll. 92-3) and climax into the
shared statement that women are prepared to suffer the pains of childbirth for love
(Claud. 52 - Coll. 97-8).

A second model for this passage is Nonnus Dion. 35.168-179, the above-
mentioned episode about the Indian prince who falls in love with the girl he has
killed, and who is advised to beware of warlike Aphrodite (Coll. &vaAkig 92 - Nonn.

AMTOAEHOG 168):

[...] &ntéAepog yap

KUmpig apiotevet mAéov "Apeog, ovdE xartilel

aomidog, ob ueAing mote devetar auPOTEPOV yap 170
€YX0G €U0V TéAE KAAAOG, EUOV Elpog EMAETO Hop@PH],

kal BAepapwv dkTiveg ol yeydaotv o10tot:

palog akovtilel mAéov Eyxeog tHePOELS Yap

avti dopiBpacéog Balapunmdrog EnAeTo Moppelq.

ur) Zndptng émiPnor, paxruovec fx moAital 175
X&AKeoV €180¢ £X0VG1 KOPLGTOUEVNG APPOJITNC,

un oe 86pu kpatéovoa te® MAREeie o1dnpw.

0V T600V aiypalel, 660V OQPVEG 00 TOCOV alyual

avépag ovtalovoty, 6oov paAlovory dnwmnal:

You see, unwarlike Aphrodite is more valiant than Ares, and does not even need the
shield, never mind the spear: beauty is my spear, my looks are my sword, the gaze of
my eyes are my darts; a breast strikes harder than a spear: from brave warrior
Morrheus has turned to loving husband. It is better for you not to go to Sparta, where
those bellicose citizens have a bronze icon of armed Aphrodite: I would not want her
brandishing her spear and strike you with her iron! You lack the fighting power of
eyelashes; spears do not wound men as much as eyes do.

The comparison of Colluthus’ passage to Nonnus’ leaves no doubt about the
effectiveness of the goddess’ power: her monologue, which had started as the pitiful
request for help of an unconfident mother, actually grows into a war cry from which
the goddess emerges stronger than ever, ready to face her competition and, to the

eyes of the readers, armed with much better chances than her rivals.
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In fact, a statue of armed Aphrodite, called the Amyklaion Aphrodite, a work of
Polycletos (the Young) of Argos, did exist, ' as we learn from Nonnus’ passage,' so it
is possible that Colluthus had this artwork (or a notion of it) in mind, as this statue
was in Amyklae, a town 5km south of Sparta, which Colluthus mentions at 241 with
the digression of Hyacinthus. Nonnus mentions the same statue again in Dion. 43.6,
during the agon of Dionysus and Poseidon, to express the idea of bellicose love.” It
can hardly be a coincidence that an armed Aphrodite, possibly the ekphrasis of a

statue in Amyklae, is mentioned in two contexts of agon.

c. Aphrodite’s Invective
Aphrodite’s speech to Hera and Athena after her victory (172-89) is shaped as an
invective and includes, as 1 will discuss below, the standard features of {pdyor that
were normally incorporated in imperial encomia®* as a means of comparison with the
enemies of the person to be praised. But what drives Colluthus’ choice towards
invective? What made invective the genre to invest on for a writer in late antiquity?
Contrasting encomia and invective gave poets the opportunity to display their
rhetorical ability. Nonnus exploits this technique, using it widely in the Dionysiaca to
exalt Dionysus by rejecting his enemies’ continuous allegations. The presence of
invective in Nonnus, often accompanied by a voyeuristic interest for graphic
descriptions of rapes and genitals,”” has been interpreted as a conscious effort by the
poet, as Pdyog was originally linked to the cult of Dionysus, a “god of earthly joy” as
described by Agosti.*” In Piscator 25, Lucian says Kaitotl ekeivor pev ka’ £vog avdpog
¢T0AUwV Toraldta, Kal &v Alovuosiolg Egeiuévov avtd £0pwv, Kal TO ok@UUa £d0Kel
UEPOG T1 TAG £0pTAG, Kal 6 Be0¢ Towg Exatpe IAGYEAWC T1¢ (v, “But they [Aristophanes
and Eupolis] at least confined themselves to a single victim [Socrates], and they had
the charter of Dionysus; a jest might pass at holiday time, and the laughing God might
be well pleased”. Colluthus may be doing something very similar: with his proem and

the portrait of Paris he has built an impressionistic bucolic scene; with his description

% The statue was, according to Paus. 3.15.10, under a tripod in the Amyklaion, Apollo’s sanctuary, and
was also the object of Antimach AP 9. 321, Leon. AP 9. 320, APl 173-177, see Vian 1997, 144.

” Nonnus mentions the statue often, in Dion. 31.259-63 and 34. 115-21.

20 Accorinti 2004, 288-89.

1 Miguélez Cavero 2010, 35 and 40.

%2 Rapes of Nicaea, Dion. 16.250-69, and Aura, 48.607-44; scene of Achilles and Penthesilea which
comes close to necrophilia, 35.21-78.

e Agosti 2001, 246.
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of Strife he has inserted a brief epic digression; now, he exploits the occasion for the
goddesses’ speeches to add some iambic spirit to his poem.

A panegyrist is expected to refute objections and accusations coming from his
rivals, and Nonnus ensures to do so over the 48 books of his poem. The encomiast
would praise his subject often by attacking his enemies in their weaker spots.
Traditionally, these included origins (the enemy may be a barbarian, or not really a
god: in Nonnus, for instance, Dionysus is accused of not really being the son of Zeus
and of not possessing the divine attributes),” whatever was reprehensible in their
character, and possibly the lack of ethics in their behaviour (for instance, Dionysus is
often accused of cowardice by his enemies in the Dionysiaca) .**

Appearance was often the target of satire and invective:”® the panegyrist
would prey on physical defects,” like Palladas, who, in AP 11.204 slanders the orator
Maurus, whose snout is compared to that of an elephant, and Nonnus ridicules the
Indian prince Morrheus for attempting to whiten himself in the sea before meeting
Chalcomedea in Dion. 35.185-98; the scene is insulting on various levels: the poet has
poked fun not only at the colour of the prince’s skin but also at his failed attempt to
succeed with an initiation of the Dionysiac cult of which the red sea is a symbol,** and
he also plays with the well-known late antique proverb according to which washing
an Ethiopian meant doing something pointless.””” Sometimes such attacks can target
inappropriate attire such as Dionysus’ effeminate clothes in the Dionysiaca,” as this
would be treated as evidence of their inner persona and potentially proof of their lack
of mores.

In late antiquity, invective was as common as encomium, and it was not

necessarily restricted to iambics. ?* One of the reasons for the decrease in use of

** Iris accuses Dionysus in Dion. 20.196-221; a soldier at 29.52-67; Deriades in 39.33-74; Poseidon in
43.145-91; Pentheos in 44.134-83, in 45.66-94, 45.254-61 and in 46.10-51.

%% Qrontes accuses Dionysus of cowardice in Dion. in 17.170-91; Deriades in 21.241-73, 27.22-135, and at
36.339-49; Poseidon in 43.145-91.

206 Agosti 2001, 237.

27 Julian AP 11.367 compares a man’s face to that of an ostrich, in 11.368 suggests to a hairy man to
have his face shaven by scythes, and dedicates 11.369 to a dwarf. Agathias AP 11.372 ridicules a man
as skinny as a ghost; 11.273 is against a man who is lame on the outside and on the inside.

28 Agosti 2004, 583.

2 Agosti 2001, 243.

2% QOrontes accuses Dionysus of effeminacy in Dion. 17.170-91 and 17.249-61; Iris in 20.196-221;
Pentheos in 44.134-83.

2 Agosti 2001, 219-21.
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iambics for invectives®* in high literature is, according to Agosti, to be seen in how
late antique education stigmatized any indecorous display (dmpéneiax) of loss of
control or anger, the cause of invective.””® Staying above the limit of respectfulness,
and not lowering oneself to the level of vulgar insults, are standards that writers in
late antiquity prided themselves on; for instance, Synesius in de Ins. 20 satirizes two
philosophers, “whose dignity did not keep them from insulting one another”.”* This
aspect appears in both Nonnus and Colluthus, where the aggressiveness of the person
attacking contrasts clearly with the passive silence of the victim: so Semele in Nonnus
Dion. 9 and Aphrodite in Colluthus display audacity and lack of self-control, while
Hera in both, and especially Athena in Colluthus fail to respond to the provocation
and appear composed in their silence (they do not react to her speech, which is sealed
by "Hpnv é€eAdoaca kai doxaAdwoav ABrvnv 192).

Invective seems to be a preferred genre of the Egyptians in late antiquity,*’
who, as discussed in the first chapter of this thesis, were particularly fond of
aggressive literary styles and injury. The Egyptians had a reputation as liars and
charlatans, but they were also known as quarrelsome and quick to lose their temper

¢ and also as genus hominum seditiosissimum,

to the point of enjoying verbal injury,
vanissimum, iniuriosissimum, “a breed most seditious, deceitful, prone to injury”.’” In
the fourth century AD, Ammianus describes the Egyptians as genus hominum
controversum et assuetudine perplexus litigandi semper laetissimum.** Earlier, Seneca had
also defined Egypt as a loquax et in contumelias praefectorum ingeniosa provincial in qua
i it

etiam qui uitauerunt culpam non effugerunt infamiam ... cui etiam periculosi sales placent', “a

saucy province with a genius for insulting its governors, where even those who

22 The meter continued to be widely used for all that was aimed at reaching a wide audience or

popularity, such as didascalic Christian poetry: Gregory of Nazanzius claimed that one of the
reasons why he devoted himself to poetry was to miscere utile dulci, and also that part of the
Scriptures were iambic compositions, Epist. n. Paul. 30.3, and in Carm. 2.1.39. Extremely popular
were also the so-called translations of hexametric poetry into trimeters, closer to the spoken
language, such as those of Callimachus and Apollonius made by Marianus of Eleutheropolis.

2B Agosti 2001, 224.

24 Pallas, in AP 11.299, remains above Aoidopia as this is the punishment of whoever indulges in it.
Julian, in Epist. 80, p. 89. 15-20 Bidez, prides himself on never having abused or slandered anyone;
however, he also tries to bypass the ban imposed by paideia by claiming to draw inspiration from
the barbarians who are free to abandon themselves to the wild iambus by composing &ypia péin
since they are not obliged to display self-control (see also Agosti 2006a, 36 n. 4).

? Cameron 1965c, 479, and Agosti 2001, 236.

% SHA Quadr. Tyr. Firm. Sat. 7.4-5.

27 As above 8. 5.

28 Ammian 22.6.1.
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managed to avoid guilt could not escape slander... and they also enjoy dangerous
wits”.??

Alexandrians in particular had “a flair for invective”.? The second-century-AD
historian Herodian, speaking about Alexandrians, says me@Ukact 8¢ mw¢ eivat
PIAOCKWUHOVEG KAl AEyelv €D6TOXOUG DITOYPAPAG 1 TALOIAG, ATTOPPLTTODVTES £G TOVG
Umepéxovrag moAAX xapievta uév adtoic dokobvta, Avmnpa O¢ Toig okwOeion, “they
are by nature fond of joking at the expense of those in high places. However witty
these clever remarks may seem to those who make them, they hurt very much those
who are ridiculed”. This passion for {dyog is well testified by the Alexandrian
Claudian, the author of In Rufinum and In Eutropium, invectives against two of Arcadius’
ministers, and by Palladas, the author, also in the fourth century AD, of many
invective epigrams against politicians.222 Conscious of losing friends because of his

love of Pdyog, Palladas swore that he would quit his addiction, but could not help
himself in AP 11.340:

"QUOCA HUPLAKIG EMIYPAUMATA UNKETL TTOLETY,
TOAAQV Yap pwp@v ExOpav émeonacduny:

AN omdtav katidw tod MagAaydvog To mpdownov
Mavtayadov, oté€at Tnv véoov oL dvvapar.

I swore ten thousand times to make no more epigrams, for I had brought on myself
the enmity of many fools, but when I set eyes on the face of the Paphlagonian
Pantagathus I can’t restrain my disease.

He admits that invective is Attic honey in AP 11.341: Aivilewv uev dpiotov, 0 d¢ Pdyog
€x0eog apxn, AAAX Kak®G einelv ATTikOV €oTt UéNL, “Praising is the best thing, but
blaming is the cause of enmity; but yet to slander others is Attic honey”.

There is some evidence of the Egyptian habit of insulting high-profile
personalities: according to Svetonius, Alexandrians called Vespasian stingy:
Alexandrini Cybiosacten eum vocare perseveraverunt, cognomine unius e regibus suis
turpissimarum sordium,” “the inhabitants of Alexandria kept on calling him
Cybiosacte, surname of one of their kings who had shown the most sordid avarice”,

and Alexander Severus had a similar fate, as related in the Historia Augusta: quodam

29 Dial 12.19.6.

220 Cameron 1965c, 479.

21 Hist, 4.9.2.

22 AP 7.681-8 against the rhetor Gessius; 9.292 against Themistius (see Cameron 1965b); 9.393, 10.90-91
against Theophilus, patriarch of Alexandria (see Cameron 1965a).

2 Syet. Vesp. 19.
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tempore festo, ut solent, Antiochenses, Aegyptii, Alexandrini lacessiverant conviciolis, et Syrum
archisynagogum eum vocantes, “on the occasion of a certain festival, the Antiochians
and Egyptians and Alexandrians had annoyed him with insults, as is their custom,

calling him a Syrian synagogue-chief”.

In Colluthus, the goddess attacks her rivals on their origins, their appearance, and
their character. This rhetorical structure®* is visible especially in her attack against
Athena: Aphrodite mocks her origins first (her birth from Zeus, not from a mother
through regular childbirth, 181-3), then her appearance (she wears bronze breast-
plates, 184), then her character (her preference for wars to love and her ignorance in
matters of love, 185-6), and finally she returns to attack her character (her gender,
187-9).

The first part of the invective, opened by a request to admit defeat (ei€até
por’*® 172), begins with a oUykpiowg: in progymnasmata, these were balanced
judgements of both the subject of the encomium and that of the {dyog. Here,
Aphrodite indirectly praises herself by attacking her rivals. Nonnus employed this
technique widely in his Dionysiaca, challenging Dionysus regularly with Typhoeus, the
Indians, Lykurgos, Nicaea, and Heracles.? In doing so, he employs all of the standard
weapons that were commonly used in panegyrics: mockery, false or half-true
statements, and attacks on the weakest sides of the rivals (appearance, personality
and morals). In late antique literature encomium and invective followed the same
rules, simply reversed,”” and the two genres often blurred into one another as the
sensibility to genres faded,”® as, for instance, in George of Pisidia’s In Alypium, where
he attacks the monk Alypius for his obesity but then twists his invective into an

encomium to his own intelligence.””

¢ The speech is rich with alexandrine features such as Bucolic caesura at 17; repetition of ayAain at

167, 168 and 173; chiasmos at 184 (Harries 2006, 542).

The line echoes II. 24.716, where Priam is asking people to yield to him as he carries Hector’s body

on a chariot.

¢ Miguélez Cavero 2010, 38-9.

7 For Cameron 1965c, 479, invective had “each of the subdivisions serving as an opening for
vituperation instead of praise”; see also Agosti 2001, 237.

8 Agosti 2001, 224.

2 Although Agosti 2001, 244 (especially n. 133) is not so sure this is not a sarcastic joke, since obesity
was normally associated with obtuseness.
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This scene is modelled on an episode of the Dionysiaca (9.235-6), where Semele, proud
of her son Dionysus, casts an invective on Hera and appeals to her to admit her defeat:
el€até por TepéAn yap £0v moowv EAAaxe povvn TV avthy dpdwvta kKal wdivovta
YevéOAny, “Give place to me alll For Semele alone had a husband who got her
pregnant and laboured for the same child”. Semele had begun her speech at 208 with
“Hpn, €6VANONC ZepéAng toKog €oTiv dpelwv “Hera, you have lost: Semele’s son is the
best!” Also, at 10.129-32 Semele says to her sister Ino: moévtov €xeig, TeuéAn Adxe
kUkAov "'OAGumov: gifov éuot: Kpovidnv ydp éufic dpotiipa yevéBAng &bdvatov mdorv
goxov, Eung wdiva Aoxeing avt’ éuébev tiktovta, “you have the sea, but Semele
obtained the vault of heaven. Give way to me, because an immortal groom, the
Cronides, plough my offspring and delivered in my place, suffering the labour of child
birth”.?° Nonnus often concludes his confrontations with an invitation to admit
defeat:*" in Dion. 12.245 Dionysus demands that Apollo admits his inferiority, and then
that Ares does the same (102.251). This appeal was typical of imperial panegyrics,** as
we see in Agathias’ AP 4.3.47-52:

M 116 énavyevioto Ainwv {wotfpa Aemddvou
BapBapog ¢ BaoiAfja Pinudaxov Supa taviooon:
und’ &t Mepoic AvaAkig avaoteilaca kKaAOTTPNVY
Epbrov abprioeiev: émokAdlovoa 8¢ yain

Kal AGQov abXNEVTA KATAYVAUTTOVOA TEVOVIWY
ADOOVIOIg AKANTOC TOKATVOLTO TAAGVTOLG

Let no barbarian, freeing himself from the yoke-strap that passes under his neck, dare
to fix his gaze on our King, the mighty warrior; nor let any weak Persian woman raise
her veil and look straight at him, but, kneeling on the ground and bending the proud
arch of her neck, let her come uncalled and submit to Roman justice.*”

Nonnus’ agon between Semele and Hera revolves around whose son is best, and
Semele’s argument is based on Dionysus having been born from his father Zeus
directly, and nursed by Rea, Zeus’ mother. Colluthus is possibly making a joke here by
building a parallel between Dionysus and Athena: while in Nonnus to be born from the

father (Zeus in both cases) represents the unique factor that grants superiority to the

20 Nonnus also exploits the superiority of the air element versus the water, especially in 134-136: 60¢
ndic EAMaye mévrov, udc tékog aibépa vaisy / Eetan gl A0¢ oikov Uméptepov: oD ydp Elokw /
ovpaviov Atévusov UroPpuxiw Mehiképtn, “Your son had the sea by fate, while mine will go to live
in heaven, in the sublime dwelling of Zeus; no, I cannot compare celestial Dionysus to Melicertes of
the abyss”.

#1" In Dion. 2.620 Zeus prompts Typhoeus; in 11.86 Ampelos prompts Selene.

#2 - Coripp. In laud. lust. 380-9.

2 Transl. W.R. Paton.
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god, in Colluthus (181-3) parthenogenesis is the reason why Aphrodite mocks Athena
and considers her inferior. Moreover, Dionysus is born from Zeus’ thigh, while Athena
is born from Zeus’ head.”* A further factor to be considered is the labour: in Nonnus,
at 9.209-11 Semele says: Zeb¢ €uodv via Adxevoe kai &vt’ éuéBev méle uftnp, omeipe
TATHp Kal ETIKTE, TOV HPOoEV, AVTOTOKW OF yaoTpl voOn téke maida, ooty &’ HAAaev
avayxn. “Zeus became mother in my place and delivered my son; he sewed him as a
father and gave birth to the one he had sown. He gave birth to a child through a
counterfeit womb of his own, and he forced nature to change”: Adyevoe™ (209)
confirms the presence of labour pangs and childbirth, while in Colluthus, Aphrodite
accuses Athena of having been born aAdyevtov (183).

Aphrodite’s first argument is in fact that Athena was not even delivered by a
mother, through the natural process, but was carried by Zeus in his head, and
delivered by the axe of Hephaestus. To recount the birth of Athena, however,
Colluthus chooses a metaphor of the fertility of the earth (éomeipe,® pila and
avepAdotnoe 181-3), which contrasts ironically with the supernatural birth of
Athena,”” especially with the image of the root of iron (pia c1drpov 182) through
which Athena was delivered.”® The verb omneipw chosen by Colluthus continues to
echo Nonn. Dion. 9.229, where Hera generates Hephaestus domopog, and also Par.
19.152, where Jesus is domopog vidG. AvaPAactdavw, which normally refers to
blossoming of plants (as in Ap. Rh. Arg. 1.1131), also occurs about the birth of the first
monsters from the earth in Arg. 4.676 and of the terrible soldiers born from the earth
in Nonn. Dion. 14.26.

The actual accusation of not being delivered by a mother, o0 poaiwoato uritnp
(181), echoes two particular passages from the Dionysiaca® related to

parthenogenesis: again 9.228, where Hephaestus is andtwp, and 25.487, where Gaia

234

The birth of both gods from Zeus is evoked in Nonnus’ powerful proem to the Dionysiaca (1.1-10),
for which see Shorrock 2008, 101.

In h.Merc. 230 applied to Zeus; in Eur. BA 3 r to Dionysus, while in Nonnus it is used many times
metaphorically (Dion.7.84, 27.50, 31.23, 38.246, 280, 47.86), especially 26.274 where it describes the
delivery of a pig who gives birth to fish-like creatures: the event happens just after Arrhetus’
wedding and his bride, Laobie, gave birth to equally silent creatures, to which later Dionysus will
give the gift of speech.

Not a hapax, as noted by Giangrande 1969, 152.

27 Kotseleni 1990, 221.

8 The two passages quoted by Livreal969, 155 as possible models do not shed much light: Nonn. Dion.
41.65-66 speaks of the birth of Erechtheos, and Ap. Rh. Arg. 4.1641-42 of the birth of Talos, a giant
given by Zeus to Europa to guard the island.

In Dion. 4.437 the expression is used about one of the soldiers born from the ground, attacking
Cadmos.

236
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self-reproduces and gives birth to the giant Damasenus. 'AAéxevtov (183) expresses
the process of self-reproduction typical of divinities; the word does not appear in
Homer, but Nonnus employs it in the Dionysiaca on a couple of occasions:**
unsurprisingly, in the invective of Semele against Hera (Dion. 9.217), where Semele
acknowledges that Maia delivered Hermes, but makes a point that the child was
certainly not delivered by her groom (like her Dionysus): o0k é\dxevoev akoitng. In
8.27 the adjective is applied to Dionysus: mdig & a&Aoxevtog €xéppwv AApactv
gvdouvyotol cuveokiptnoe tekovon, “the child not born yet, but already conscious,
danced together with his mother, jumping in her womb”. In 241 Nonnus describes the
birth of Athena with similar terms in Dion. 20.54: abtoteAf] yovdevtog auntopa maida
kaprvov, “the motherless daughter born by herself from the delivering head of her
father”.

Colluthus may also recall of two passages of the Dionysiaca that seem to
combine Platonic motifs*? with the story told in Genesis 1.26. In 41.51-8 Nature,
avtoyéveblog, amdtwp, dAdxevtog, auntnp, fashions the inhabitants of Berito, the
first city to have been founded in the cosmos, by combining earth, fire, air and water:
evBade @iteg Evatov OunAtkeg 'Hptyeveing, oug @Uo1G abTOYEVEOAOG AVUUPEVTY TIV
Becu® fpooe vOoQL YauwY, ATATWP, AAOXEVTOG, AUNTWP, OTNOTE CUUUIYEWV ATOUWY
tetpaduyt deop® Udatt Kol MUPOEVTL MEQPUPUEVOV NEPOG ATUQ oUCUYX UOPPWONCA
copdV TéKov &omopog wdic Eumvoov EPUXwoe YOVIV éykUuovL TNAG, 0i¢ dUs1G £180G
dnacoe teAeo@dpov: “here lived men coeval of the Dawn, whom self-reproducing
Nature, following a chastity’s law, delivered, out of marriage, without a father,
without childbirth, without a mother, when, in the atomic fusion of a quadruple bond,
combining water together with the blazing steam of the air, the inseminated birth
fashioned a wise fruit, breathing the breath of life on the pregnant mud”. The birth of
the habitants of Berito echoes the genesis that follows the flood in 7.4-6, where Nature

0 Dion. 24.269 Eros looks at the sterile cosmos as Aphrodite has turned to Athena’s handloom:
nantaivwv dAéxevtov dvipotov allaka kdopov, “he peered at the furrows of the world fallen out
of love, sterile”.

#1 Gigli-Piccardi 2003, 576 notes how the motif echoes Luke’s gospel (Nov. Test. Ev. Luc. 1.41:
gokiptnoev 1o Ppégoc €v Tfj kKothiq avTh¢) where John jumps in Elisabeth’s womb when Mary walks
in. However, the image of a god who manifests divine powers before his birth was already in Call. h.
4.86-99 and 162-95 (prophecy of Apollo pronounced in Leto’s womb) and in Plut. De Is. Et Osir. 12.356
where the two gods begin their love before their birth.

%2 The two passages echo the tale of the earth-born who begin to reappear after the destruction
caused by the abandonment of the cosmos by the god of government in Plat. Pol. 271a-c, and the
genesis of the mortals by the hands of Epimetheos in Plat. Prot. 320d.

3 An almost identical line occurs in Greg. Naz. Carm. 2.2.7. 254 (PG 37. 1571): avtondtwp, GAdxevTOg,
Quntwp £0TIV EKETVOC.
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fashions men, mixing together the four elements: kai @Uo1g éppilwto, TIONVHTEQ
YEVEDANG, kai xBovi mlp Kepdoaoa kai Népt cUUTAOKOV UOWp AvOpoUEny HOpPwaoe
yovnv tetpaluyt deoud, “and Nature, nurse of the generative principle, put roots
down; mixing fire with earth and water with air she shaped the human race with this
quadruple bond”. There are a number of connections between these passages and
Colluthus: we find again the concept of roots (Nonn. 7.4 éppilwto - Coll. 182 piln),
which echoes ancient philosophical terms such as ml@uata;* this detail adds
solemnity to the scene.”® Moreover, the concept of bond (Nonn. tetpaluyt deoud
41.54 and 7.6 - Coll. 157 peAippova deoudv épdtwv) may allude back to the universal
bond described by Plato.**

The concept of a god who brings himself forth, and who therefore is his own
father and son, in an endless cycle, dates back to Euripides: in a fragment we read
akauag te Xpdvog ...TIKTwV avto¢ £avtdv,”” and in another avtogud. In the third
century BC, Chrysippus says anavtd T éotiv aifnp, 6 abTO¢ OV Kai TaThp Kal vidg. *
The image is an Egyptian concept®” testified for Osiris and Ptah, but is also found with
regards to Zeus begetting Dionysus who is identical to Zeus,”® and referred to Zeus
himself in Aelius Aristides: énoinoe 8¢ Tp@OTOC AVTOC £AVTOV ... AVTOG £aLTOV £ AUTOD
énoinoe.” Similar terminology appears in a magical inscription from Antinoupolis:
delpo por 6 avtoyevvATwp Beé, and avtdg mMATwp, avtouRTwp®™? and in Gnostic-

Hermetic texts** such as Firm. Mat. Math. 5.3: Quicumque es deusqui per dies singulos caeli

#* Emped. Fr. 7 (6).1 Wright téocapa yap ndviwv pilwuata tpdtov &kove and Pythagoras in Porph.

Vit. Pythag. 20 o0, ua TOV QUeTépQ YeVEQ Tapaddvia TETPAKTUV, TAYAVv devdou @voiog plwuat’
£yovoav.

# Gigli-Piccardi 2003, 525.

26 Plat. Tim. 32¢ xai 81 tadta £k te 81 TOVTWVY TOOVTWV Kal TOV &p1BudV TeTTdpwy TO TOU KOTUOU
oQua gyevvion dt'dvaloyiag opoloyfioav, @idiav te £oxev €k TOUTWV, KoTe €l¢ TALTOV AUTQ
ouVEABOV GAvTov UG Tov EAAoL ATV UId TOD cuvdoavtog yevésOal Tav 8¢ &M tettdpwy v SAov
£kaotov eIAN@ev N 100 KOOUOL oV0TACIC. €K YAp TLPOG TMavtog Uatdg te Kal Gépog Kal YAG
OULVEGTNOEV AVTOV O GUVIOTAC, HEPOG OVdEV 0DdEVOE 00dE Svvauy Ewbev UmoAmwy, “and out of
these materials, such in kind and four in number, the body of the Cosmos was harmonized by
proportion and brought into existence. These conditions secured for it Amity, so that being united
in identity with itself it became indissoluble by any agent other than Him who had bound it
together. Now of the four elements the construction of the Cosmos had taken up the whole of
every one. For its Constructor had constructed it of all the fire and water and air and earth that
existed, leaving over, outside it, no single particle or potency of any one of these elements” (transl.
W.R.M. Lamb).

*7 Fragment by Euripides or Critias 11, 88 B 18 D.-K.= Eur. Fr. 594 Nauck.

% Frag. 1078.

9 Versnel 1990, 227-9.

50 Firm. Mat. De errore 26.1, Clem. Protr. 2.14 and Arnob. Adv. Nat. 5.21.

»1 - Ael. Arist. Eic Al (Or. 43).8

2 (Crisi 1974, 119-24. For other similar inscriptions see Versnel 1990, 227 n. 109.

#* Whittaker 1980, 176-93.
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cursum celery festinatione continuas...tu tibi pater ac filius uno vinculo necessitudinis
obligates, tibi supplices manus tendimus. In later literature it relates to Christ, such as in
Synesios 3.145: TIATépwV TAVIWYV TATEP AVTONATWP, TPOTATWP ANATWP, VIE GEAUTOD,
and Didymos 'ABdvatog d¢ ©€0g, ... abToyEVEBAOG, TIKTWV aDTOG £AUTOV, AEL VEOG, OV
nontdg, and avtoAdxevTog yiveral, £€ €Bev adTOg WV YEVETNG TE Kal v1dG. >
Unsurprisingly, Colluthus ironically twists the way self-reproduction is
treated: while Nonnus uses aAdxevtog to define Nature as self-reproducing, but also,
again, Christ (in Par. 19.145),° Colluthus uses it to humiliate Athena, implying that to
be born through the alternative process is not something to be proud of; in fact,
according to Aphrodite, Athena has nothing to boast about: olax 8¢ kvdidelg

AVeUWAL0G, Atputwvr (180).

Aphrodite’s second accusation against Athena is of despising love: she covers herself
in bronze robes, avoids love and seeks wars (184-5).

Colluthus’ model is Hes. Op. 198 Aevkoioty @dpecsot KaAvapévw xpda KaAov
where Aidos and Nemesis wrap their beautiful bodies in white robes and leave the
mortals to join the Olympus.”® Lines 185-6 reflect the structure of lines 176-9. Here the
first two hemistychia correspond to each other (@evyeig @iddtnta + apuoving
adidaktog, and "Apeog Epya diwkelg + Opoppoouvng adaruwv): Athena’s contempt for
love is justified by her lack of experience in harmony, and her passion for wars by her
lack of concord. The line is modelled on Hector and Achilles’ chase in Il. 22.157-8 tfj pa
napadpapétny @evywv 0 & 8miobe hiwkwv mpdobe Lev £0OA0G Epevye, diwke € pv
UEY’ dueivwv, “over there the two of them ran, the one running away, the other
chasing him; one, strong, ran ahead, and a much stronger one chased him”.

Next, Aphrodite humiliates Athena for her lack of expertise in matters of
marriage. Colluthus had already described Athena at 33 as yauwv adidaxtog when the

goddess had reluctantly attended the wedding of Thetis and Peleus. Now Aphrodite

#*  Did. Peri Triados 3.2.2 (39, 788-792 Migne).

» In Nonnus, GAdxevtog gains allegorical meanings that exploit its full semantic potential coming
from Biblical texts and applied to Christ; this comes from a well-documented tradition of
enhancing the semantic possibilities of words (traditionally Homeric vocabulary) to make them
work in Christian contexts. As explained by Agosti 2005, the terminology originating from the
Biblical exegesis can be also applied to late antique poetry: la “scrittura infinita” (i.e. the text that
grows with its readers to acquire multiple meanings and values) becomes polysemic and
inexhaustible. Shorrock 2008 and 2011 highlight how the Paraphrasis and Dionysiaca share some
terminology to define both Dionysus and Christ.

»¢ A similar image is in Quint. 3.586, where the Nereids hurry to the Argive men: 8¢ xvavéoiot
KaAvpduevat xpda mETAOLG.
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humiliates her by accusing her of ignoring harmony and concord. The goddess is not
simply laughing at the fact that Athena never married; she is insulting Athena deeply,
accusing her of missing the crucial value that makes a relationship. In 0d. 6.181
Odysseus wishes that the gods may grant Nausicaa, together with a husband and a
home, opo@posivnv é66Anv. Athena is unable to comprehend another human being,
to share feelings, ideas or any other experience with anyone else. The attack aims at
ridiculing Athena’s isolation and incapability to relate to others: she was born without
a mother; she seeks battles (thus attacking others rather than loving them); she never
experiences the beauty of being like-minded.

Colluthus’ model for this line is 0d. 15.196-8, where Telemachus tells
Pisistratus that, by virtue of their fathers’ friendship, they will share even more
oneness of heart: from this passage Colluthus borrows ¢iAdtntog (Coll. 185) and
uaAAov (Coll. 187). However, Colluthus may also be echoing, with yduwv adidaxrog,
his contemporary Musaeus in Her. 32, where the expression is used as a compliment to
Hero, and the other favourite model, Claudian’s Abduction of Proserpina: here, Pluto
badly tolerates his ignorance of wedlock (inpatiens nescire torum 1.35) and Ceres
interrogates the goddesses, experts thalami (3.279).

The last part of Aphrodite’s invective is a powerful rhetorical question in
which the goddess ironically asks whether Athena knows that women like her, who
exult in glorious wars, are much more impotent, and that their sex is not clear when
one has a close look at their bodies. The beginning of the line (dyvwooeig, 6t pdgAAov
avaAkidég elov ABfvar toion 187-8) clearly echoes Mus. 249 ayvooeig, 6t1 Kompig
andomopds €ott Baddoong; Kol Kpatéel TOVTOO Kai Nuetépwv dduvdwy, “do you not
know that Cypris was born from the sea, and on the sea and on our pain she reigns?”
The reference to Musaeus’ line compels one to make a connection with Aphrodite’s
origin (her birth from the sea). Here, an educated reader can hardly fail to spot the
obvious witticism. In Colluthus, Aphrodite ridicules Athena as she was not born
through standard childbirth (181-3), and Colluthus achieves that by re-using the
words that were used in Musaeus to highlight how Aphrodite herself, instead, was
born from the sea, i.e. also not through standard childbirth. Her invective then, far
from losing effectiveness despite its illogical grounds, spurs an ironic smile in the
reader, who may wonder why Athena, normally so warlike, does not respond to such a

groundless insult.
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Aphrodite’s final blow alludes to the gender ambiguity of women like Athena,
who love battle and guard their virginity: when one looks close, it is not possible to
clearly establish their sex (184-9). Coming from Aphrodite, the epitome of femininity,
this insult could not be more humiliating for Athena.

At 189, Colluthus uses kexpiuévwv peAéwv, borrowed from Nonnus, whose
context was completely different: in Par. 19.188 St. John reports that, when the soldier
went to break the legs of the three crucified men to accelerate their death, and he
established that Jesus had already died on the cross, he pierced his chest with a sword.
Blood and water came out; these things, John says, happened so that the Holy writ
that said “Not a bone of his will be broken”*” would be fulfilled. The prophecy also
said: “They will look at the one whom they had pierced”.”® In Nonnus, kexpipévwv
ueAéwv tetpiuuévov dotéov €otan alludes to the limbs of Jesus being examined to
check that actually none of his bones had been broken, like in the Easter lamb
mentioned in Exodus. Jesus on the cross becomes the new Easter lamb, who carries
manhood from the slavery of sin and death to the freedom of the new life of the sons
of God. No bone of his will be broken, so as to preserve his purity intact. In Colluthus,
the choice of such a symbolic expression has, once again, an inevitably ironic effect: in
Nonnus, Christ was the one under scrutiny, while in Colluthus it is Athena’s followers.

The poet returns to the topic in 301-4, where Paris says to Helen:

o100a ydp, ¢ Mevéhaog dvaAkiddc éott yevéOANG:
ol tolat yeydaotv £v 'Apyeioiol yuVaikeg,

Kal yap akidvotéporov aefopevan peAéesory
&vdpav eidog Exovot, véBor § EyévovTo yuvaiked.

For you know that Menelaus comes from a feeble race.
Women born among the Argives are not like you:

for although they grow with weaker limbs,

they look like men, and are just counterfeit women.

Notice the reoccurring concepts: dyvooeig and &vdAkideg 187 corresponds to oicBa
and avaAkidog 301, ueAéwv 189 to ueAéeoorv 303, dpoeveg and yuvaikeg 189 to avdpiv
and yvvaikeg 304. For this passage, obscure and much debated, Colluthus may have
had in mind 0d. 8. 169-70, where Odysseus, responding to Euryalos who had accused

him of not being a proper athlete, says dAAog uév yap £idog dxidvétepog méler dvrp,

»7  Fx.12,10.46; Num. 9,12; Psalm 34,21.
28 Zace. 12.10;
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aAA& Be0g popenv Emect oTéPEL, “one may be inferior in looks, but a god crowns his

speech with beauty”.”

The portrait of Athena that emerges from the epyllion is largely filtered through
Aphrodite’s subjective eye; the goddess humiliates Athena for the circumstances of
her birth, her masculine clothes, her contempt for love and her lack of femininity.
Athena had been introduced at Peleus and Thetis’ wedding as helmetless (32) and
yapwv adidaxtog (33), and now Aphrodite ridicules her in the lowest possible way,
questioning her gender, while she herself shows off her breasts and wins the prize for
the most beautiful goddess. Visually, on the one hand we have Aphrodite’s bare chest
(155-6), and on the other Athena covered in a bronze breast-plate (184). Athena’s
unattractiveness provokes disgust, which is exploited by Aphrodite in her speech.
Claudian’s portrait of Athena in Rapt. 2.21-35 may have been a model to Colluthus:
here, the goddess wears a helmet and a spear (which she later removes at 144-5), but
she wears a Cretan tunic which flows to the breeze, she shows her bare arms, and her
overall appearance is gentler (lenis 27) as her brother Apollo, from whom she was
different only in gender (solusque dabat discrimina sexus 29). Colluthus twisted
Claudian’s reference to sex to his means, in order to support Aphrodite’s invective.
However, Colluthus may have meant to play with the scene on another level:
Athena’s unconcern with grooming may already have been known to readers, in
which case Aphrodite’s invective would be doubly effective. Readers may also have
remembered Athena’s lack of interest in love in h.Aphr. 8-10, where the goddess is
more interested in martial business: xovpnv T aiyidyoio A10g YAavk&Omiv 'ABrvnv-ov
yap ol ebadev €pya moAvyxpUoov A@poditng,dAAN’ dpa ol moAepol te ddov Kal Epyov
"Apnog, vopival te pdyat te Kol ayAaa €py’ aAeyvvewv, “the daughter of Zeus who
holds the aegis, blue-eyed Athena, for she dislikes the works of all-golden Aphrodite,
but she is pleased by war and the works of Ares, and by fights and battles and looking
after beautiful crafts”. Readers may have also remembered Athena as described in
Call. h. 5.13-20, where the goddess does not require perfumes, oils or a mirror*® (nor
did Hera, in contrast with Aphrodite, who looked at herself in the mirror and fixed the

same lock of hair twice in 21-2). Callimachus also spoke of Athena’s birth from Zeus’

#° In Chapter 3 I argue a possible allusion to this line also in Coll. 279.

Although Callimachus does justify this with dei xalov Suua 10 tivag, “her face is always
beautiful”.
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head in 134 patnp & oUtig €Tikte Oedv, and in Aet. fr. 37 ‘Hpaiotov Adx1ov Bnéauévov
néexuv Ppéyuatog €k diolo ovv Evteotv fAao matpdg, “when Hephaestus sharpened
his obstetrical axe, you sprang out armed from your father’s bright forehead”,
echoing Aesch. Eum. 736-8. untnp yap oUtig €otiv 1 W éyelvarto, 10 & dpoev aiv®d
TAVTA, TANV YAHOU TUXELY, anavTl Buudt, kapta & eiut tod natpdg, “For there was no
mother who gave me birth; and in all things, except for marriage, whole-heartedly 1

support the male and I am entirely on the father's side”.

d. Symmetric Speeches
Aphrodite’s speeches before, during and after the contest actually mirror each other
and are built with a rhetorically precise network of cross-references.*

For both Hera and Athena, Aphrodite first expresses her concerns about the
rivals’ powers and reputation while she talks to the Loves. Secondly, when she is
trying to persuade Paris to give her the prize, she makes a counteroffer which
contrasts clearly with those of Hera and Athena. Finally, in her post-victory speech,
she mocks both goddesses again by undermining their role, power and origin.

Aphrodite’s argument is directed not only at Paris, but also at the reader, and
is strategically orchestrated from the very beginning, when, pretending to be
hopeless in front of the other two powerful goddesses, she gathers the Loves and
makes herself strong after realizing that her resources are not any less powerful. The
reader then becomes knowledgeable about Aphrodite’s weapons®? before Paris and, at
the time of the contest, is in a better position than Paris to make a decision. In
addition, when the time of judging comes, the reader expects her to win.

The goddess’ argument plays on dismantling her rivals’ reputation and
undermining the value of their offers. Reputation plays an important role in Athena’s
strategic speech: she does not acknowledge or state Hera’s and Athena’s role and
status (the first as the nurse of Graces and holder of sovereignty, the second as the
queen of battles), but reports their reputation as overheard second-hand information:

she says @aoi for Hera twice (90 and 174), kaAéovorv for Athena (91). After her

1 Similarly, Nonnus had built a tight net of references in his proem (Dion. 1.11-33), demonstrating his
virtuosity in mimicking and especially expanding his model (0d. 4.435-59): Homer described
Proteus’ six metamorphoses in 3 lines, while Nonnus dedicates 3 lines to each transformation; see
Shorrock 2008, 102-3.

2 All three of them: the girdle, the goad and the bow (96). Livrea 1968a, 114 thought it was unlikely
that the goddess listed three different weapons (for conjectures on this passage, see Williams 2001,
180).
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victory, Aphrodite exploits her chance to demonstrate how she was in fact right to
implicitly question Hera’s and Athena’s role: Hera, the mother of Ares, who was said
to have given birth to the Graces, cannot take pride in her role as queen or mother
today, as none of her children have come to rescue her. As for Athena, she cannot
boast about being the queen of battles either, as she has also lost to Aphrodite’s more
effective weapons (94-8).

When it is time to persuade Paris to crown her as the winner, it is all about the
reward that each goddess is promising. Aphrodite begins her plea by addressing Paris
with a smile (159) - the same smile that she had reserved for her fellow goddesses in
Ap. Rh. Arg. 3.51 - except, this time, ironically, she is addressing a unAofortfipa. When
it is time to speak to Athena, instead, she insults her (189).® Aphrodite plays the
extra card of showing her naked breasts, while Hera and Athena restrict themselves to
a speech. The goddess makes a brief speech which mirrors those of her two rivals. Like
them, she undermines the others’ rewards as worthless: émiAf0eo 160 and kdAAime 161
echo Athena’s request to forget Hera and hold in no honour Aphrodite (¢dcag 139 and
atiunoag 140), and Hera's request to ignore the works of war (€pya udbwv abépile

150). Curiously, Hera does not refer to Aphrodite in her speech.

The three speeches are linked to one another through ring composition as each
contains an element which is then also dealt with in the next speech: Athena, the first
to speak, promises Paris that vindictive Enyo will never press down on him (144), and
Hera responds by saying that the slaves of Enyo fall into an early grave (153); Hera
requests Paris to ignore the works of war (€pya uébwv a0épile 150), and Aphrodite
distances herself altogether from wars (£pya pé0wv ovk oida 162); Athena had
promised excellence in war (moAéuovg 145), and Hera questions whether wars
(moAéuwv 150) belong in a king’s world, and finally Aphrodite also invites Paris to
forget about wars (moAéuwv 160). Hera asks the rhetorical question ti yap moAéuwv
BaoiAfyy; (150), and Aphrodite responds with the rhetorical question ti ydp cakéwv

Appoditn; (162).%

263

As per Giangrande 1969, 152, and 1968, 531-3, this is an example of arte allusiva to be enjoyed by
educated readership.

Based on Nonn. Dion. 24.303-304 "Apei mémlov Upaive veokAwotw & évi ménAw / domida un
notkiMe: ti yap cakéwv A@poditn; where Hermes reminds Athena not to embroider shields on the
cloak for Aphrodite.
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It is Aphrodite, however, who has the last word on her rivals’ promises by
counteracting word for word to what they promise. After dismissing Hera’s and
Athena’s offers, she makes the counteroffer of Helen to her rivals’ rewards. Athena
had promised manly courage (fvopéng 141, rvopénv 145), while Aphrodite’s
alternative (&vti puév fvopénc 164) is a lovely bride. Regal Hera (kopavinv 90, 93 and
154) had promised Paris to make him fyntopa (149) and xoipavog (151): Aphrodite’s
alternative (avti d¢ xoipaving 165) is Helen’s bed. Hera had undermined Athena’s
nvopén by saying that its followers do not always excel (o0k aiel Oepamovreg
aprotevovotv ABrvng 152), but Aphrodite again responds to her in kind that it is
through beauty that women excel: dyAain oAb udAAov dpiotevovot yovaikeg (163).2
As in Nonnus’ Dionysiaca, Colluthus is expected to reject all possible allegations against
the subject to extol, and he achieves this by making her laudanda respond her enemies
on each account: power, status, rewards.

Let us look closely at Athena’s offer, fjvopén. In Nonnus, this is the virtue that
Dionysus must demonstrate through his toils to produce evidence of his superiority
and manhood. Often in the Dionysiaca the god is threatened by allegations of
effeminacy,” and the poet promptly smoothes them out in 25.27-30:

aAAa véoror kal apyeydvorory Epilwv
EVKAUATOUC 10pDTAG AVAOTHOW AlOVUGOU,
KpIvwv Nvopény tekéwv A1dg, 6@pa Vorow,

Tig Kape tolov dy®va, Tig eikeAog EMAeTo Bakyw

I challenge new and old poets in glorifying the sweaty toils of Dionysus; and if I
compare the manhood of the children of Zeus, it is because I want to find out who
achieved such a deed, who was like Bacchus.

It is interesting that Dionysus’ virtue is now Athena’s. What is more, if in Nonnus
Dionysus had to demonstrate fvopén to reject the charges of effeminacy against him,
in Colluthus Athena is quite proud of her manliness, and does anything within her
power to reject femininity. Both divinities aspire to the same manliness, for different
reasons, but ironically here it is a woman who rejects the main attribute of her
gender. If for Athena excellence belonged to her followers, for Aphrodite it belongs to

women.

** The direct model is Nonn. Dion. 40.27-8 onnéOr moAAai / Xepofing moAd uaAAov &piotevouvot
Yuvaikeg, see Orsini 1969, 16.
%6 Nonn. Dion. 17.170-91 and 249-61; 20.196-221; 44.134-83.
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The key to success is no longer prowess (fvopén) but beauty (&yAain).
Aphrodite is the living proof of this as she is crowned the winner because she has
devoted herself to beauty and she openly acknowledges it (dyAainv épiknoa, kai
ayAain pe didker 173). We know this already from Colluthus’ model Claudian, who, in
Gig. 43-4, had stated that Venus had not brought darts or weapons, but beauty, which
is her weapon: Konpig &' oUte PéNog @épev, oy SmAovaAN ékdulev ayAainv. Beauty
shines through all of her speeches, and we can be in no doubt that the contest is
indeed about beauty, not just status, reputation or achievements. At 87, Aphrodite had
pondered ofjuepov dyAaial pe diakpivovot mpoocwnwy, “it is on beauty of face that I
am judged today”.*” It is because she knows that beauty is what is tested that she
bares her chest, knowing that there can be no more effective card to play and no
better spectacle for Paris. Her beauty then becomes suddenly visible, tangible,
accessible and undeniable, unlike the gifts that have been promised by Hera and
Athena, both intangible and not immediately accessible. The goddess, standing there
with her breasts on show, can very confidently urge the judge: déxvvco popenv
fuetépnv (160-1). Just like her own beauty, her gift is tangible: she does not offer a
skill or a value (like prowess or sovereignty) but a lovely bride (¢patnv mapdkottiv
164), who has a name, and the physicality of the whole scene climaxes in the next line
with Aphrodite urging Paris to jump into bed with her (‘EAévng émPnoeo Aéktpwv
165). It is obvious, then, that the goddess is playing on the visual impact of her nudity
on Paris, and offers to the speechless viewer a natural outlet for the desire she has
spurred.

As Williams notes, the motif of the superiority of physical beauty over
weapons of war is particularly common in late epic.*® We have seen how in Nonn.
Dion. 35.21-40 an Indian who has just killed a beautiful Bassarid falls in love with her
corpse. She arms herself with beauty (ayAain keképvoto 23); wounded, she wounds
her enamoured killer (iugipovta @ovija oUtacev ovtnBeioa 23-4); beauty becomes her
weapon (Béhog 8¢ ol €mAeto poper 24) and, while dying, she triumphs (@Biuévn
viknoe 25). The Indian eventually admits in 37-43:

%7 Paschalis 2008, 144 notes how, although the key beauty criterion across all the poem is face, Paris

ends up choosing breast - another unexpected twist.

Williams 2001, 182-3. According to Neoplatonism (Plot. Enn. 1.6.8.6-8), beauty was also superior to
violence thanks to the ennobling power that spurs in the lover the memory of divine beauty, as
discussed in Chapter 3.
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napBevikr podonnyv, Tedv ducépwta Qovia
ovtacag ovTapévn, eOuévn {wovta dapdleg,
Kal oL Te0V PAe@ApO1oTY O10TEVEIG OAETTpar
EyX0G EVIKNON 00 KAAAET GeT0 TTPOGWTIOL
pappapuyai kAovéovaty, Soov YAwxiveg akdvTwv:
otfifog &xeig dte t6ov, Enel 0o pAAAOV O16TOV
padol ap1eTEVOVOLY, O10TEVTHPEG EpWTWV.”’

Rose-armed girl, you, wounded, wounded your enamoured killer, and, while dead, you
kill a living man; with your eyes you kill the one who has killed you. The spear is
defeated by your beauty; the beauty of your face hurts as much as sharp swords. Your
chest is like a bow, because your breasts, shooters of love, excel more than darts.

Nonnus’ model seems to be Libanius’ ethopoiia 12-13 Foerster, ?° featuring Achilles’
speech at the sight of dead Penthesileia: the motif is not present elsewhere and
demonstrates that rhetorical exercises were not only scholastic material but could
also be used as model for literary texts. Nonnus features the same topic again in Dion.

42.234-7, where Pan teaches a fearful Dionysus:

einé, Tl ool pé€er pia mapOévog; o dpu maAAet,
0V podén maAdun tavoel BEAoc Eyxea kovpNG
OPOAALOL YEYAAOLY AKOVTIOTHPES EPWTWY,
napBevikiig 8¢ BéAepva podwmdég elor maperal

Speak: what is one girl alone going to do to you? She does not wield a spear; she does
not throw a dart with her rosy hand: the girl’s weapons are her eyes, shooters of love;
her darts are her rosy cheeks.

Musaeus also writes similarly (92-5):

KAAAOG yap MEPIMUOTOV AUWUATOLO YUVALKOG
0&0tepov uepdneoat méAeL nTepOEVTOG O16TOD.
d@BaAuog & 086¢ éotrv: am’ d@BaAuoio foAdwv
KaAAog OA1oBaiver kai €mi @pévag avdpdg 6deveL.

The clear beauty of a chaste woman reaches mortals sharper than a winged dart, and
her eyes mark her route. Beauty slips out from her bright look and it opens up its way
down to a man’s heart.

Claudian’s Gigantomachy 43-54 also features this theme in the already discussed

portrait of beauty-armed Venus.*”

% The statement had been anticipated by Morrheus, who, in Dion. 34.323 says of Chalcomedea: xai

HeAinG ToAD uaAdov apiotevovot tapeiai, a line that is echoed by Colluthus 163.
Carvounis and Hunter 2008b, 7.
7' Giomi 2003, 373.
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When it comes to Hera, Aphrodite mocks her because none of her children (the
Graces, Ares, and Hephaestus) have come to her help: the model for lines 175-9 is IL
15.14-77. In Homer, Zeus blames Hera for the storms that are haunting Heracles, and
he threatens to hang her from the sky again, like he did in the past when she was
responsible for Poseidon persecuting Heracles” army returning from Troy. On that
occasion, he had hung her up in the sky through a golden chain, with two anvils tied
to her feet, and he had prevented any god from coming to her rescue. Nonnus re-
elaborated the scene in Dion. 35.279-313, where Zeus is angry with Hera as she is
persecuting Dionysus. He reminds her of the same episode quoted by Homer, again
with anvils and golden chain, adding that neither Ares nor Hephaestus could release
her, and, unless she nurses Dionysus back to health, he threatens to punish her in
exactly the same manner, as well as to tie Ares up in chains and whip him as he, like
Tantalus, walks around a wheel. The golden chain that was used to hang Hera up (Il
15.19-20 deopOV ... XpUoeov dppnktov, Nonn. Dion. 35.292 xpucéwdeou®) becomes in
Colluthus Aphrodite’s honeyed girdle of the Loves: ueAippova deopodv épwtwyv at 95
and 157.

This phase of Aphrodite’s attack follows another standard feature of Ydyou:*”
the negative comparison. She lists all the qualities that her rivals do not have, and
points out how they have failed to demonstrate their status. The negative comparison
is a stylistic device used to enhance the subject who is to be extolled (in this case,
Aphrodite) and shed some criticism over the addressee of the invective (Hera and
Athena) by denying that this person acted as they were supposed to?”. A long list of
negatives (lines 175-89) describes Hera and Athena in a demeaning way that in

contrast highlights Aphrodite’s superiority:

[...] GAAG o€ macon 175
OHJUEPOV APVHOAVTO, KA1 OV piav EVPEG APWYOV.
oV cakéwv PaciAeia kal i*”* Tupd¢ €oot TIOHVN -

o0 co1 "Apng endpnie, kai €1 dopi paivetar "Apng,

2 For instance, see the sequence of negatives in a panegyric attributed to Libanius, Progym. 9.2.5 on

Hector: 0p&v tadta £KETVOG 00 MAPHVESEY, OUK GTETPEYPE Un TOAUAV, OUK ETIELOEV, OVUK NVAYKAGEV,
0UdEV 0UTE HIKPOV OUTE Héya Emoinoe KwADwV trv &dikiav. Libanius aims here at depriving Hector
of any virtue and good deed through dvackevy (refutation), for which also see Theon 111-2,
Hermog. Prog. 11, Aphth. 10.8-19.

7 Miguélez Cavero 2010, 36-9.

7% 1 prefer the reading of b, which reads xai i instead of xai o0. (M, accepted by Livrea, Mair and
Orsini). This version seems more plausible as the three lines would be built in a mirror-like fashion,
and the first three hemistychia would correspond to three equally structured hemistychia in the
second halves of the lines. Note the alliteration.

105



00 ASYEG "Heaiototo, kai el pAoydg &oBua Aoxevet

[...] v yduog ok Eomerpe kai 00 pardoato pitnp, 181
AN 61dnpein oe Topun kal pila o18rpov

natpwV AAGXELTOV AveBAATTNOE KAPHVWY.

ola 8¢ xakeioior kaAvpapévn xpda mémhoig

Kol Qevyes MIASTNTa Kal "Apeog Epya S1WKEI, 185
dppoving &didaktog, Spogpocivng ddanpwy.

&yvaooeig, 5t uaAAov &vaAkidég sioty Abrvat

tolat, kudaAipoiow ayaAAdpeval moAépoiot,

KEKPIUEVWVY HEAéWV 0T dpoeveg OUTE YUVATKEG;

Nonnus uses the same technique in Semele’s invective mentioned earlier (Dion. 9.212-
29):

fpooe poGvov "Apna kai 00 TEKVWOATo uNp@. [...] 213
Antw ®oifov ETikTe, Kal 00K Mdive Kpoviwv- 216
‘Epueiav téxke Maia, kai o0k EAGxevoev dxoitng |[...] 217
00d¢ tékw TepéAng dndtwp “Heaiotog pilot, 228
JOTOPOV £K YEVETTPOG OV abTOYGVOG TékeV “Hpn 229

Bacchus is better than Enyalios, for he only conceived your Ares, but did not deliver
him from his thigh [...] Leto gave birth to Phoebos, the son of Cronos did not. Maia
gave birth to Hermes: he was certainly not delivered by her groom [...] Not even
Hephaestus, who is fatherless, could compete with Semele’s son: him, whom Hera
gave birth to by herself, without a father’s seed.

In this case, Hera’s children should have rescued her, but they did not;*”* thus, in
Aphrodite’s logic, hers is just a title. Colluthus refers closely to both the invective of
Semele in book 9 of the Dionysiaca, and the threat of Zeus to Hera in book 35: Colluthus
178 o0 ocor "Apng endpnée echoes Nonnus 35.290 o0 mupdelg “Heaiotog EMNpKECEV
where Colluthus’ émapdyw plays with Nonnus’ émapkéw; Colluthus’ 179 @Adyeg
‘Heaiototo, kai €1 @Aoyog doBua Aoxevel, “the flames of Hephaestus, even if he
breathes fire” echoes Nonnus 35.290-1 mupdeig “Heaistog [..] o0 dUvatar yap
tAAuevat aibaldevtog Eva omivBfpa kepavvoD, “fiery Hephaestus [...] for he cannot
tolerate one single sparkle of the burning lightning”. Also note the anaphora of ov in
Coll. 176-9 as in Nonn. 35.290.

At 177, Aphrodite draws her conclusions from Hera’s abandonment by the
Graces, Ares and Hephaestus: she is not queen of shields although she is nurse of fire.
As Livrea notes, each hemistychion of this line is developed respectively at lines 178
and 179: so that o0 cakéwv Pacilela goes with ol co1 "Apng €mdpnée, kal ei dopi

paiverar "Apng, and ov mupdg oot TiBvn with o0 @Adyeg Heaiotolo, kal €l pAoyog

275

For 176 e0peg &pwydv see [Apolin.] Psalm. 33.33.
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&oBua Aoxever.” Curiously, this is the only instance where the title is given to Hera.
Colluthus calls Aphrodite PaciAcix at 28, 140 and 315, and at 16 he actually calls her
Xapitwv PaciAsiav, in contrast with Hera who is defined Xapitwv t1ifvny at 89, and
whose role as the mother of the Graces is reiterated at 174-5; at 291 Paris calls Helen
Bacilewa, and at 91 Athena is moAéuwv PaciAeiav. The sentence sounds ironic on
Aphrodite’s mouth at the moment of her victory, as the goddess had already
undermined the title at 162 by rhetorically asking ti yap cakéwv A@poditn; earlier,
Aphrodite had questioned the relevance of her role, and now she establishes that she
does not even own that title, as Ares did not come to rescue, although he rages with
his spear. In parallel, the goddess also deprives Hera of her title of nurse of fire, as

Hephaestus did not show up either, although he breathes fire.

This is definitely Aphrodite’s contest, and her invective elevates her victory to a
triumph. But what effect does Aphrodite’s invective achieve on readers? Her
accusations are not completely true (for instance, Hera does not really lose her status
simply because her children did not come to her help, nor is Athena’s gender really up
for debate although she preserves her virginity): they are an hyperbolic version of the
truth. The aim of invective was not to establish a new truth, but to mix fantasy with
some facts, in order to create an impression of untrustworthiness in the readers.
Obviously, readers would be unconcerned with verifying the truthfulness of the facts
presented, but they would be left with a sense that the laudandus is superior to his
enemies,””” an impression that would last until the next battle. Panegyrics were the
normal instrument of propaganda in late antiquity, and - as Miguélez Cavero notes -
they could be approached with humour and in a rhetorical and literary fashion.””*
Colluthus succeeds at this: the invective is built so perfectly from a rhetorical
perspective that its sharpness makes it stand out from the rest of the epyllion, and
although we do not really think any less of Athena, the irony of Aphrodite’s last

rhetorical question cannot fail to still make us smile.

776 Livrea 1968a, 153.
7 Miguélez Cavero 2008, 35 and 39.
78 Miguélez Cavero 2010, 40.
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CHAPTER 3
COLLUTHUS’ VISUAL EPYLLION

Colluthus’ Abduction of Helen reads as a series of picturesque scenes' with a strong
visual impact. The poem’s episodes, though chronologically organised, do not form a
continuous sequence’ that comprehensively covers the whole story. The poet seems
rather to have chosen the episodes with the highest pictorial potential (as well as
offering occasion to display his erudition by means of digressions and/or allusions to
other episodes in previous literature) and to have worked them out almost as
vignettes.

Throughout the epyllion, ekphrastic elements make up a significant portion of
the text. Colluthus elaborately describes locations and surroundings and lingers on his
characters’ appearance and attire. He focusses on how characters interact through
gestures, actions and speech, and on their impact on each other, the narrator and the
readers. The visual impact has also a psychological influence on readers and leads
their perception and evaluation, suggesting how they might read, and sometimes
judge, an action or event. Helen, Paris, Aphrodite and Hermione are all described in a
sort of three-dimensional way: we are told how they look, how they behave, what
they perceive and how their actions are affected by what they see and hear.

In this chapter, I will analyse Colluthus’ use of visual elements, their effects
and their implications for the interpretation of the Abduction of Helen. In the course of
my discussion I will touch upon a number of possible approaches and features to these
elements. Firstly, I will explore how the epyllion fits into, and plays with, the
ekphrastic tradition in narrative literature, and I will analyse how the poet uses vision
as an instrument to lead readers’ expectations towards certain emotive reactions that

suggest how the next scene should be perceived.

' Giangrande 1969, 150: the stand-alone episodes are to be mentally connected with prior events, a

technique well known to Theocritus.
?  Livrea 1968a, XX.
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A second interpretive context for the Abduction is the dramatic tradition.
Although the poem is a narrative text, Colluthus in many respects tells his story as if it
were a performance; or more precisely, readers are made to feel as if they were
reading a description of a play rather than a story. Readers open a book but, in a
sense, end up going to the theatre, seeing a performance not with their own eyes but
as reported through the narrator, through his descriptions and his comments.’
Colluthus is in fact a remarkably overt and intrusive guide, who constantly engages
with his readers, breaks the fiction, reveals himself and operates on a metatextual
level.

Thirdly, one might explore what specific kind of performance Colluthus’
epyllion engages. At the end of this chapter, I will review the various forms of
dramatic art that were being performed in late antiquity and argue that the Abduction
has a particularly close relationship with pantomime. I will argue that its sections
neatly map on to the scenes of a pantomime and that the judgment of Paris and
abduction of Helen were in fact popular themes for pantomimes. As in the case of
Herodas’ mimiambs, various possibilities arise. Does the epyllion merely play with
genre and mimic a pantomime?‘ Did it end up being performed on stage like some
other short poems we know about? Was it designed to be performed or to be publicly

read from the start?

1. Visuality in Literature

Scholars discussing visuality in a text may be referring to a number of different
phenomena. One of these is ekphrasis, as well as the significance of viewing and
looking within the text. In addition, one may explore the repercussions of the
viewer’s gender and social context, or the emotional and ethical effects of the action
of looking on the audience. As this chapter touches upon all of these aspects, I will

briefly introduce them and survey current scholarship.

* Agosti 2006b, 352 highlights how in late antiquity written and recited word interacted as in a
double performance, creating a new form of communication that touched synesthetically
readers/viewers.

In a similar way to poems including ekphraseis, such as Asterius of Amasea’s who attempted to
compete with the painter of the martyrdom of St. Euphemia, see Agosti 2006b, 353.
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In ancient progymnasmata, the rhetorical exercises which were a key element
to the educational curriculum, ekphrasis refers to any sort of vivid description.’
Handbooks of rhetoric and ancient literary critical works elaborately illustrate how
vividness is to be achieved in oratory and literature by exploiting the power of the
visual and the sensibility of the audience.® In antiquity, to the four standard types of
ekphrasis (those of people, events, places and times), Theon added a new category for
ekphraseis of tropoi, Hermogenes those of occasions; Aphtonius those of the animal
and botanic world, and, in the fifth century AD, Nicolaus’ added ekphraseis of statues
and paintings (dydApata and eikévec)®. In modern scholarship, the term is used more
narrowly for a description of a work of art, a sculpture or a painting,’ either as a free-
standing literary form, such as the many ekphrastic epigrams on Myron'’s statue of a
cow in the Greek Anthology, Christodorus’ AP 2 on the statues of the gymnasium of
Zeuxippus in Constantinople, and Philostratus’ descriptions of painting in the
Imagines,” or ekphrastic digressions contained within narrative or dramatic texts,
such as the description of Achilles’ shield in Iliad 18.578-608 and that of Ariadne’s
embroidered cover in Catullus 64.50-264, or that of Dionysus’shield in Nonn. Dion.
25.380-562.

The reliability of these artistic ekphraseis has spurred much debate in
scholarship:  Mango, for instance, argued how Byzantine literature, especially
ekphrasis, is spoiled by a “fundamental dishonesty”: Byzantine writers are so
enwrapped in their love for rhetorical language and topoi that they are not only
unable to view the artworks, but they are also unable to see them without drawing on
pre-existent codified models." Christodorus, for instance, is unconcerned with

describing the exact physical reality of the statues' and looks instead for the aspects

> Elsner 2007, 20 n. 3.

¢ Goldhill 2007, 3-15. Quintilian Inst. 6.2.29 and Longinus On the sublime 15. 9 in particular help clarify
the meaning and interaction of enargeia, phantasia and persuasion.

7 Nicol. Prog. 69, 4-11 Felten. See Tissoni 2000a, 47.

®  An interesting example of how word and art merged through visualization is Christod. 288-290: in
the description of Aphrodite’s statue, the poet employs a rare word (kexdAaoto) which had been
used to describe the goddess looking at herself in the mirror in Ares’shield, on Jason’s cloak in
Apoll. Rh. Arg. 1.742-46. Tissoni 2000a, 204 notes how Christodorus employs the rare word, which
had been referred to armed Aphrodite in a fictitious object such as Jason’s cloak, to describe a real
statue.

°  Elsner 2007, 20; Webb 1999, 7-11, 15-18.

10 Prioux 2007, Goldhill 1996 and 2007.

' Mango 1975.

¥ According to Waltz 1928, 54 n. 4, Christodorus had certainly seen the statues that he was describing
before the fire that, during the Nika riots in 532, destroyed the gymnasium: this would justify his
frequent use of the imperfect. However, Tissoni 2000a, 57 and 21-22 disagrees and backdates the
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that are not immediately perceptible to eyesight, making his ekphrasis, in the
majority of the cases, actually an ethopoiia of the character which offers him a
pretext to display his passion for erudition.”

In late antiquity, hunger for visuality (scopophilia)’® dictated by the
spettacolarizzazione of the civilization, meant that written and performed word often
interacted in many genres, such as Christian homilies, epideictic oratory and
especially ekphrastic poetry.” The subjects of these works - in both verse and prose-
were mostly artworks, being man-made, such as statues (Christodorus’ ekphrasis of
the statues of the gymnasium of Zeuxippus), paintings (John of Gaza’s description of a
cosmological painting in the baths of Gaza, and Procopius of Gaza’s ekphrasis of the
complex collection of paintings of the myth of Phaedra and Hippolytus), buildings (as
Procopius of Caesarea’s treatise de Aedificiis, about the architectural achievements of
Justinian),' cities and, later, churches (Choricius of Gaza’' Laudatio Marciani which
includes an ekphrasis of two churches with their decorative scheme) or natural

¥ and to

spectacles.” Later, the wonder moved on to Jesus’ miracles and words,’
descriptions of imaginary works."

Being one of late-antique poetry’s basic rhetorical structures, ekphrasis (and
the education leading to describe) leads to consequences on the style and the framing
of the content such as attention to detail, a tendency to digression and juxtaposition
of scenes (as in Colluthus) in a synchrony that is unconcerned with chronological

order, and to @avtacia as a means of helping the viewer to interpret with an

ekphrasis at around 503, on the basis that it is unlikely that the poet wrote the encomiastic Isaurika
(celebrating Anastasius’ victories against the Isaurians in 498) fourteen years after the emperor’s
death (518); another element in support of Tissoni’s thesis is that Christodorus, unlike Procopius of
Gaza, quotes Pompey as an ancestor of Anastasius in his panegyric, like Priscian had done in 503
when his panegyric of the emperor was recited in public.
¥ Tissoni 20004, 54.
" Winkler 1974.
¥ Agosti 2006b, 352-53.
Although Procopius’ aim was to write a panegyric of the emperor, not an ekphrastic account: he is
not very interested in the aesthetic descriptions of churches, as much as he is on the curious
details about them. For instance, his lack of flair for the visual shows in his failure to pick up on the
opportunity to describe Ravenna’s beautiful churches and Hagia Sophia. See Cameron 1985, 231-33.
Like Phaeton admiring the cosmos in Nonn. Dion. 38.307-317, where the poet revives a Hellenistic
topos, (Agosti 2006b, 361), or Nonnus’ description of Brongus’ cave in Dion. 17.37-45.
In Nonn. Par. 4.251 (th miracle of the centurio’s son), and 11.173 (Lazarus). For more examples see
Agosti 2004, 812-813.
Eustathius Makrembolites’ novel Hysmine and Hysminias (twelfth century AD) includes accounts of
allegorical picture cycles.
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intellectual gaze what the eye cannot see.”” The poet often challenged the graphic
artist to paint a better picture through his words: an example is the ekphrasis of Hagia
Sophia of Paul the Silentiary, a high functionary at the court of Justinian, which was
recited in 563 in the presence of both the emperor and Constantinople’s patriarch

Eutychius.”

Recently many studies have been devoted to describing the ways in which ekphrasis
works and can be interpreted,” and to analysing in detail individual ekphrastic texts
in various genres and their relationship with the works of art they describe.” These
studies have focussed, for example, on how authors of ekphraseis competed with each
other to describe artworks in the most original way (as in the case of the many poems
dedicated to Myron’s Cow) and on their aim of educating the viewer in how art should
be interpreted, providing a sort of handbook.” Interpreted in this way, Christodorus’
ekphrasis of the statues could be divided into epigrams that could have served as a
vademecum for visitors of the Zeuxippus gymnasium. Ekphrasis, being primarily a
vivid description, also aimed at provoking emotions in its readers,” by, for instance,
insisting on the technical challenge that the artist had to overcome in order to
achieve a particular effect, or by making the characters of the artwork provide an
illustrative explanation of the represented scene.”

Beyond ekphrasis, a growing interest in the relationship between viewer and
object (or person) viewed has recently led to a boom in scholarly work on ancient

authors’ and audiences’ perception of the gaze in rhetoric and literature. Such studies

% Agosti 2006b, 352-56 notes how, for instance, Nonnus’ digression in Dion. 25.380-562 on Dionysus’
shield works as a poetic manifesto- in line with ekphrastic tradition, a virtuous demonstration of
realism (évdpyew), and an appeal to pavtaoia, i.e. to the reader’s imagination to see beyond and to
perceive the hidden meaning of the described images (showing the destiny of the god).

2 Whitby 1985. The poem marks the first attempt to share a classical instrument (the hexameter) for
both ecclesiastical and secular encomium (both the emperor and the patriarch, although he had
not contributed to the rebuilding of the church, are praised). In Paul, it is the pagan divinity of
Rome who invites Justinian to rebuild Santa Sophia (a church as the symbol of his reign!), while a
few years later the Christian element has already become predominant: in Corippus of Gaza (565
AD) it is the Christian Virgin who prompts Justin to assume the imperial throne.

22 Webb 2009b; Elsner 2002; Bartsch and Elsner 2007; Goldhill 2007, 1 n. 1; Goldhill and Osborne 1994.

»  Some examples: on Homer, Bulloch 2006 and D’Acunto and Palmisciano 2009; on ekphrastic
epigram, Prioux 2007 and Goldhill 2007; on Xenophon, Goldhill 1996 and 1998; Theocritus, Lamari
2008; on Catullus, Elsner 2007; on Moschus, Petrain 2006; on Ovid, Salzman-Mitchell 2005; on Virgil,
Smith 2006.

#  For Goldhill 2007, 18-19, ekphrastic epigrams aim to prepare a cultured citizen of the Empire and to
enable him to play the game of competitive cultural performance. See also Agosti 2006b, 359-90.

»  Tissoni 2000a, 51-53.

% James-Webb 1991, 10-11.
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have not been limited to ekphrastic texts in the narrow (modern) sense but have
focussed more broadly on works in which the action of “looking” plays an important
role. These include, naturally, tragedy and comedy,” but also non-theatrical texts

1* and even historiography.”

such as epic,” the nove

An important dimension of this type of textual visuality - including what is
visible (body language, appearance) and the action of looking at something/someone-
are emotions, social status, role and reputation. Constantinidou, for instance,
analyzed how heroes and gods look in Homer's work disclosing feelings such as rage
or divine approval.”’ Cairns examined how “looking at” and “looking away” may
express, in different contexts, confidence or inadequacy, as well as respect or
disrespect for the other, €pog or envy.”

Approaches originating in film theory and feminist criticism have been applied
to ancient texts” in an effort to better understand how the viewing perspective and
particularly the viewing subject’s role may affect the interpretation of texts and
possibly help in understanding the social and dynamic aspects of the culture in which
they were produced, the author’s point of view and message, and their effect on
readers and audiences. Thus, for instance, Hawley read the duel of Eteocles and
Polyneikes as a western movie,* where the fight is presented in absence of words and
movement. Such theories provide an interesting and fresh approach to ancient texts,
sometimes offering persuasive new readings that take into account the power of the
gaze. Such interpretations frequently focus on the gender of the viewer and of the
object viewed, where gender is not simply meant as the sexual gender, but also the

mental or perceptive one, i.e. the viewing subject may be a woman (as in Erinna AP

6.352)* who is viewing the object with the eyes of man, or as a male would view it.*

? With no claim to comprehensiveness: Hawley 1998; Fletcher 1999 (on Aeschylus’ Agamemnon);

Zeitlin 1994 (on Euripides).

% Prier 1989; Elsner 2007; Salzman-Mitchell 2005; Smith 2006.

»  Fusillo 1989, 111-170 and 196-207; Morales 2004, 130-43, 152-72, 199-220.

% Goldhill 2007, 5-6.

' Constantinidou 1994

32 Cairns 2005.

*  Hawley 1998, 83-4.

*  Hawley 1998, 96.

»  Discussed by Goldhill 2007, 11.

% Goldhill 2007, 9 and 11-15, against Skinner 2001, argues that no feminine ekphrastic tradition
existed, and that, given especially that both female and male authors (and viewers) employ the
same models, topics and terminology, one explanation may lie in education, which homogenized
both sexes’ views.
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On the visual aspects of Colluthus’ poem no scholarly work has as yet been
undertaken and the current chapter constitutes an attempt to fill this gap. My
starting point will be an examination of Colluthus’ vocabulary of “seeing” and
“looking” (which I will call visual terminology). The objective of this examination is
twofold: firstly, to understand how the poet is employing his verbs compared to
tradition (Homer, Apollonius and Nonnus), and secondly, whether he uses a certain
terminology in relation to specific context, scene types, or characters, with particular
focus on the possible psychological consequences of his word choices on the readers.

I will then consider the ekphrastic features that I believe contribute the most
to producing visual effects within the poem by analysing Colluthus descriptions of his
characters’ gestures and appearance. It is hard not to visualise Aphrodite exposing
her breasts, or Strife jumping up and down on her chair in anger, for instance, as well
as the backdrop against which each event in the poem is taking place. Colluthus’
detailed pictorial descriptions are likely to make a powerful impression (phantasia) on

7 of the scene. I will

his readers, which allows them to “almost become viewers”
examine these aspects by focusing on the characterization of Paris, the figure who is
most frequently and most elaborately described.

Finally, I will examine visual power and the impact it has on the characters
within the text and on Colluthus’ readers. In this part 1 focus on two case studies
(Paris’ journey to Sparta and the meeting of Paris and Helen) to examine how
perception emotionally affects the characters, and how Colluthus drives his readers to

certain psychological reactions in preparation for the next scene.

2. Colluthus’ visual Terminology

Colluthus employs a rich vocabulary of vision-related terms, from the verbs indicating
different ways of “seeing” and “looking”, each with more or less subtle nuances of
meaning, to the nouns belonging to these semantic fields, such as those to signify the
face, the look and the eyes.

Fundamental scholarship includes the works of Vendryes and Prévot, who

provided detailed linguistic background on the relevant vocabulary, especially

7 Goldhill 2007, 3.
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retrieving their Indo-European origin and explaining how the use has evolved from
Homeric times onwards,* while Thordarson focuses on how the vocabulary has been
adopted by the different genres across time, justifying semantic choices by each
author and demonstrating how linguistic evidence can be helpful in identifying the
linguistic source of some texts.” Prier concentrates instead on the centrality of light
in all its manifestations in archaic Greek language, in particular on the
phenomenology of sight and appearance.” His stimulating approach is unusual and
based on the interrelationship between what he defines as geometric projections
between the “this” (the point of intention) and the “other” or “that” (the object
viewed), the forces of both interacting in a Kraftfeld or field of forces.” Prier also
examines the difference between dokeiv and @aivesbai, which is not linguistically
marked in English, French or German as it is in Greek, indicating on the one hand
human activity, and on the other the process of phenomena appearing or being
perceived.”’ Prier’s observations on the direction and on the quality of the various
types of viewing especially in Homer have shed some light on how I have interpreted

some of the epyllion’s episodes.

Comparison of occurrences of verbs of seeing in Colluthus and previous epic poets:

Colluthus Homer Apollonius Nonnus

1. €idov (9x) + 1. €idov (480x) + 1. mantalvw: 12X 1. dokeVw: 78x

2. Opdw: (2x): 11x Opdw: 116x 2. dépxopar 11x 2. &épropar 71x

3. dwakpivw:6x 2. mantaivw: 31X 3. Oneduar 8x 3. ommedw: 61X

4, mantalvw:5x 3. Bnéouat: 29x 4. dmunedw, 4. gidov:51x

5. Onéopau:3x 4, Sépxkouatr: 15x Sakpiv: 4x 5. mantaivw: 43X

6. GVATEMW:3X 5. dakpivw: 14x 5. dokebw: 3x 6. SaueTpéw: 14x

7. @palopar:3x 6. dokevw: 7x 6. GVATEANW: 2X 7. Tavow:4x

8. dépkouar, 7. ommevw: 6X 7. Eidov: 1x 8. dwakpivw: 3x
dlauetpéw, Omnebw, | 8. SlAUETPEW, 8. BAénw, opdw, 9. Geaopal 2X
dokebw:2x avatéAw: 1x dapetpéw, Taviw | 10. Opdw, PAnw: 0x

9. Taviw Supa:lx 9. taviw Suua: 0X Suua: 0x

10. BAEnw:0x 10. PAénw: Ox

Colluthus uses a wide range of verbs to describe the action of “seeing” and “looking”:

this variegated use is visible particularly in the passages where characters are

40
41

42

Vendryes 1932 Prévot 1935.

Thordarson 1971. For instance, based on the use of fswpéw as a synonym of BAénw (Thordarson
1971, 121-2) it is believed that the gospel of St. John was written in either Syria (Palestine) or Asia

Minor.
Prier 1989.

Auerbach 2003, 1-19.

Prier 1989, 19-22.
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occupied in the act of looking, like when Paris is judging the goddesses” beauty (132-
36: 5 verbs), when he scans the landscape and buildings during his journey to Sparta
(202-248: 9 verbs), during the waterspout episode (202-210), when Helen first meets
Paris (254-316: 9 verbs), and when Hermione is looking for her mother (328-86: 6
verbs).

The use of different verbs and words marks a clear desire to display his
erudition. Colluthus uses specific words in specific situations, adhering to their
precise meaning, and he tends to use certain verbs only for certain characters. For
instance, he uses dpdw in the present only on two occasions (340 and 381), both
related to Hermione. Colluthus exploits all the different connotations of a word, using
the same word on multiple occasions with different meanings, as noted by Ludwich
and Livrea,” again displaying his virtuosity, but also possibly forcing his reader to
gather pick the correct meaning each time, stimulating an interaction that will be
examined in the last chapter of this thesis. Two good examples are dnwmnt| and eidog.
‘Onwny (6x) means “face” in 130 and 273, while in 124, 259 and 305 it means “eye” or
“gaze”, and in 340 it means “eyes” with a more physical connotation, without
reference to the “gaze” or “look” of Hermione. Eidoc (3x) means “beauty” in 130,
“icon” in 239, “look” or “appearance” in 304. Eidog is semantically linked to 18¢iv, the
most used verb in Colluthus, and it designates a phenomenon originating from the
viewed object/person,* therefore something that appears (gaiverar) and whose
trueness cannot be established.” It is not accidental that Colluthus chooses to define
beauty with this word, given that we are dealing with a beauty contest, a
circumstance in which the only beauty that is up for judgement is that of the exterior
appearance. In Homer, the word signifies a god’s gift to humans that is not necessarily
associated with ethical qualities or virtues, as it happens in Plato, but simply defines
the quality of being pleasing to the eye,* and this is why it recurs often in attributes
that add up to the good looks expressed by &i8og. For instance, in Od. 4.263, Helen
regrets abandoning Menelaus who lacked neither good looks (gidoc) nor intelligence
(ppéveg). Colluthus plays a sort of inverse game using, in 130, €ido¢ dnwmnf, i.e.
specifying that the (only exterior) beauty that Paris should judge is that of the face,

reiterating the concept that we are dealing with outer beauty only.

% Ludwich 1901, 14; Livrea 1968a, 69.

" Prier 1989, 101-8.

See also its connection with eldwAov, Prier 1989, 101-2.
“  Prier 1989, 104.
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The passage in 304-5 is more intricate. Paris says to Helen that Argive women
look masculine and thus they are only counterfeit women. Paris here expresses his
expectation that women should also have the €i8o¢ of women, but in this case their
appearance and their identity are mismatched. A similar gender discrepancy had also
been blamed on Athena by Aphrodite earlier in 187-9, where the goddess questioned

Athena’s sex.

The table illustrating Colluthus’ verbal choices and their contexts indicate that the
poet favours three verbs in particular in their original significance: 6pdw, mantaivw
and dokevw. The other “seeing” verbs are used by our poet as synonyms and do not
carry the specific meaning that they originally had. For instance, dépkopai, a
meaningful verb in Homer which originally designated a sharp, quick glance (typically
of snakes) that generated terror or wonder (6dufog) in the viewer,” is used by
Colluthus with a generic meaning: at 134, Paris looks at the neck of the three
goddesses, and at 214, he sees the tomb of Phyllis. The actions are not accompanied by
any connotation of sharpness, rapidity, terror or wonder, and are directed at
inanimate objects.

I will thus focus my attention on these three verbs, and will examine how
Colluthus embraces tradition by choosing the contexts in which he employs these
verbs, with particular attention to the emotive connotations that apply to each

situation.

The verb 6pdw (in the present and in its aorist €i6ov) is the most used in Homer for

71748

“to see”, although it keeps its original meaning of “to pay attention to”* (its aspect

dictates the durative and lengthy nature of the gaze), while €idov designates an

7 Prier 1989, 29-31.

*  The verb, which originally signified an active and intentional meaning, close to that of “to guard,”
(Prévot 1935, 142-6), later assimilated its meaning to that of the auxiliary aorist eiSov, which,
together with the desiderative 8youa1 and the perfects dnwna and £dpaka formed the most
common paradigm used in Attic from Homer onwards(Prévot 1935, 158-9). The only other verb
which stood beside 6paw and was later to supersede it is Aénw, which, however, always kept its
opposite meaning of active, intentional and expressive viewing. This process appears complete
already in Attic, in the ko] and in Modern Greek, where the standard system is formed by pAénw
and €ida. Apollonius, Nonnus and Colluthus follow the Homeric choice to avoid PAénw (Prévot
1935, 135 and Prier 1989, 269). Thordarson 1971, 121-2 suggests that the absence of this verb may
be due to its original expressivity and vulgarity, an aspect which cannot be sustained by its
uncertain etymology.
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occurrence and is often used in contexts of wonder.* Colluthus follows this choice,
unlike Apollonius and especially Nonnus, who never uses the present. Colluthus also

limits the use of 6pdw to only 2 occasions (340, 381), while he extensively uses idov.

The use of 6pdaw in Colluthus indicates, in all cases but one, a passive,
unintentional viewing which belongs more to the world of perception than to that of
conscious and intentional observation. This use is therefore in line with the system
that was in place since Homer and shows the influence of €i8ov on the present.”

It is useful to consider the only case in Colluthus when 0pdw is used with a
slightly different meaning than the passive and unintentional viewing:* in 340, the
maids ask Hermione oy 6pdag; yoepal pev émpvovstv onwnai, “Do you not see? Your
tearful eyes cannot see (are closed over).” The maids are surprised and are trying to
convince Hermione that Helen has not left, but that she has perhaps joined a meeting
of women or has stopped off on the banks of the Eurotas. The maids think that they
are seeing the truth, but what they see is actually a false notion of the truth, and with
a rhetorical question they interrogate the child about a fake truth which she cannot
possibly see. Sorrow and desperation can indeed prevent one from seeing the truth or
reality, just as any other emotional alteration: one may not see reality for what it is
when in anger or in a state of excitement, as it may happen with intoxication.
Therefore, if the maids were actually aware of the truth, this “emotional blindness” of
Hermione would make perfect sense. However, what on the one hand complicates
matters more and on the other makes them more deceitful is the duplicity of illusion
that covers Helen’s destiny: the maids think she is gone to meet women at an
assembly, while Hermione is convinced that she has left. Illusion wraps reality in two
different ways, and even those who are supposed and think to see the truth, do not

really see it; we are then left with two blind parties: not only Hermione, who is

“ Prier 1989, 268-9.

**In the gospels the fight for predominance does no longer involve dpdw versus PAénw, but rather
Bewpéw versus PAénw (Thordarson 1972, 119-26). ‘Opdw is found rarely in the gospels, perhaps a
choice that was dictated by the necessity of a verb that meant “to contemplate, to witness, to
observe”, a meaning well expressed by 6swpéw, which was also widely employed for this purpose
in religion, philosophy and science in classical times (Prévot 1935, 268-9).

The other occurrences, where the verb is clearly used to define an intentional, passive viewing,
are: 69, of Zeus seeing the quarrel; 85, of Aphrodite seeing her children; 123, of Paris seeing
Hermes; 193, of Paris pursuing the one whom he had not seen; 215, of Paris seeing Phyllis’ nine
circle path; 257, of Helen as soon as she saw Paris; 262, of Helen seeing no quiver of arrows on Paris’
face; 273, of Helen seeing Paris’ face; 381, of Hermione not seeing her mother; 392, of Cassandra
who sees the newcomer (Helen).
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justified in her blindness because of her being a child,” upset, and blinded by tears,
but also the maids, who are blind although they are adults, emotionally unaltered, and
not blinded by tears in their eyes.

The reader is then the only party who sees the truth, being aware of what
happened to Helen from the tale told just a few lines earlier, and also knowing how
the well-known story goes. The reader therefore holds a privileged position, as he
looks from the outside to both the maids and Hermione in their unawareness of what
the truth actually is. This generates a sort of urge to act, which may feel almost like
saying to the maids: “No, she is right in suspecting something has happened. Helen
really has abandoned her”, but instead, readers are left in the frustrating position of
being unable to help Hermione. It is like watching a violent act from the outside,
wishing to be able to prevent it or help the victim.

Sympathy, raised in readers through the presence of a helpless, upset and
abandoned child who is also misled by a false reality, may then turn into frustration,
but luckily Hermione has a dream and decides to follow her instincts and to seek her
father’s help. Interestingly, the dream also provides another false truth, if we accept
the one who speaks is actually Helen, and not her eidolon of Euripidean memoy.”
Helen herself lies and tells her, at 379-80, that a deceitful man (&ratiAiog avnp)
kidnapped her from her house. Hermione is then pointed to another direction again,
where she does find out that her mother is not returning (as she initially feared), but
she is once again cheated on the actual truth, i.e. her mother’s real intentions and the
circumstances in which she has left the house. Helen leads her to believe that Paris
has kidnapped her and omits to say that she has left willingly, a fact that is clearly
illustrated with her words &poual, w¢ KuBépeia yauwv Pacileia keAever (315). The
choice of an active verb, placed as the first word in the line, leaves no doubts around
Helen’s decision, immediately justified by her interest in the buildings that sit on the
foundations laid by Poseidon and Apollo,* and her commitment to obey Aphrodite’s

orders. Everything is going according to the plan that Aphrodite had revealed to Paris

52

She was nine years old when she was abandoned by her mother (Apoll. Epit. 9.3).

I am convinced that this is the case, as the presence of Helen’s image would not lead to the pun of
her behaviour contrasting with her version of the story. If the eidolon were speaking in the dream,
Helen would actually not be a liar, and her behaviour would not offer the poet any room for
judgement, given that her departure is justified by her willingness to obey Aphrodite’s orders.
Colluthus” humour again, see Combellack 1971, 49.
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in Lucian Dear. Iud. 15.1-4: kanedav a@ikn €ig tv Aakedaipova, Spetal o€ 1] ‘EAEv.
ToOVTEDOEV OE EUOV AV €M TO Epyov, STwG EpacOrioetal cov Kai dkoAovdroet.”

To return to the use of 6pdw, the verb here continues to refer to a passive
viewing and is even more justified as it designates perception: in fact the maids mean
“Can you not see [the truth], i.e. can you not understand?”, and immediately justify
her not-seeing with the fact that her eyes are shut by tears, thus preventing her from
seeing reality (or what they think that is). The verb is used to signify the act of “not
seeing” something, or rather “failing to see something” also at 381, where Hermione
wakes up after a dream in which she has seen Helen but fails to see her: again, she
fails to see a false reality. In both cases the girl is presented as not seeing reality (o0x
opaag, ovy Opdwoa) but is, in fact, seeing it.

The ambiguity of Hermione's vision is also announced also by the words
chosen by Colluthus to describe her dream directly before this scene, at 371-2 1 pev
aAntevovoa doAo@poovnoly Ovelpwv uNTépA TAmTAlveElv wicato, “wandering
amongst the trickeries of dreams, she thought she was seeing her mother.” Readers

should also remember what the poet had previously said about dreams, at 318-23:*

vOE 8¢ [...] Sorag 8¢ moAag ikev dvelpwv,

TNV HEV GANBeing - kepdwv AmeAGUMETO KOOUOG —
EvBev avabpwokoval Be®v vueptéeg dugal,

v 8¢ SoAo@pooivng, keve@v Bpéntelpav dvelpwv.

And night [...] opened the two gates of dreams: the one of the truth - it gleamed with
the sheen of horns - where the divine oracles sprang up, infallible; the other, the gate
of illusion, feeder of vain dreams.

Deceitful dreams are in both instances described with the word doAogposivn: we can
be in no doubt about the falseness of what Hermione has seen in her dreams; they are
also described as “fruitless” or “vain” (kevedg 323),” i.e. devoid of the aAnBeia that
marks true dreams, those of unmistaken oracles. Therefore, just as she had not
believed what her maids had previously told her about her mother’s disappearance,
Hermione now disbelieves her dream and realises that Helen has not returned; thus

immediately she acts on it and sends a message to her father in Crete.

»  Paschalis 2008, 138.
°® For the epic models of the scene see James 1981, 140-2.
7 The adjective often refers to unfounded éAnide¢ (Simon. 5.16), @SBor (Eur. Suppl. 548).
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Ironically the truth is seen by a little girl: her rejection of illusion is much
more powerful as she manages to see reality despite her young age, her distress and
especially the fact that she has not actually seen Helen with her own eyes, but she
simply feels what is true. Hermione proves here that eyes are not even necessary to
see what is real.

Hermione’s anguish reminds us of rape scenes as in h.Dem. 20-1, where
Persephone is lamenting and crying when abducted. The girl's behaviour also
represents an interesting inversion of the traditional role of mother-looking-for-child
(as, again, in h.Dem. 40 and Claud. Rapt.): in Colluthus, it is the child who is searching
for her mother.”®

Finally, let us consider how Hermione’s anguish is viewed by the maids.
Among the contexts in which heroes can become the object of other characters’ gaze,
Hawley included madness.”” Hermione is not suffering physical pain, but her distress
is clear from her abundant crying and her gestures (she throws away her veil at 328).
Her behaviour is similar to that of Sophocles’ Oedipus, who questions himself and
ultimately deprives himself of his eyes, as they have failed to judge the truth.

Hermione therefore fulfils the requirements to be looked at by other characters.

Mantaivw® implies affective connotations, its meaning being “to throw fearful looks
everywhere” or “to look for something through the eyes with fear”. In Homer, the
verb is used to describe a glance of terror,* as in 0d. 12.232-3, where Odysseus tires his
eyes while throwing glances of fear everywhere to spot Scylla. Prier explains that the
direction of the viewing implied by this verb works from the inside out, as the terror
glance originates from the véog, and is like the darting sight of an eagle searching in
all directions for a prey with its eyes, as Menelaus’ look in IL. 17.674-78. Thus the
viewing expressed by mantaivw is bi-directional as, on the one hand, the viewer is
darting glances out in all directions and, on the other hand, the glance itself comes

from his mind and is a result of his perception of the object viewed.

°®  See more on this in Chapter 4.

** Hawley 1998, 86-93. More on this below.
®  Traditionally restricted to epic, this is a Homeric verb of popular origin (Prévot 1935, 257).
¢ Prier 1989, 26-7.
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Colluthus uses the verb with this specific meaning in three® of the five
occurrences. In particular, the verb is used in a passage in conjunction with the only
two occurrences of dokeVw (263-5) about Helen:

noAAdx1 8’ dyAainotv EvyAnvolst TPocwIwWV

nantaivelv £80keve TOV Nuepidwv PaciAfio
AN’ oUy Nuepidwv Badepny £86kevev dnwpnv.

And more than once she searched with her eyes his beautiful face and bright eyes, to
see the king of vine. But she did not manage to spot any swollen fruit of the vine.

We can detect a certain fear in Helen while she attempts to recognize the stranger and
for a moment she fears she is actually staring at Dionysus. The multi-direction
element of her looking is expressed by moAAdxt at 263, which reflects navrooe and
navtn of the above-mentioned Homeric passage.

AokeVw means “to spy” and designates the action of focussing on one thing
only (opposite to mamtaivw, which indicates the darting gaze in all directions),
however with a passive connotation due to its derivation from déxoupaz, “to receive”.®
It is used in Homer about heroes who watch their prey with the intention of killing,*
and thus implies a brutal force that comes from within the viewer but is directed
outwards®. The focus of this intense gaze seems to be in Homer the key to success and
this element may be the link with the meaning of “to keep one’s gaze fixed on
something”, considered by Prévot exceptional, as in II. 23.325, where Nestor advises
his son to watch closely the man in the lead if he wants to win a horse race.*®
Colluthus may be playing on the ambivalence of meaning of this verb in his time, first
emphasizing Helen’s search for hints, and then the negative result of her search. See
also AP 5.253 by Irenaeus Referendarius, a contemporary of Colluthus: tinte nédov,

XpUotAAa, katw vevovoa dokevelg, “why do you bend your head down and stare at the

ground, Chrysilla”.

2 At 359, Hermione lengthily scans the trees and woods in fear in search of her mother; at 372,
Hermione, in fear, thinks that she sees her mother in her dreams (a deceitful environment, as
discussed).

% Prévot 1935, 253-4.

#  For instance, Il. 8.340 and 13.545-6.

% Prier 1989, 37.

% In 0d. 5.571-5 Odysseus, following Calypso’s advice to keep the Bear constellation on his left hand-
side in order to successfully cross the sea, cannot sleep and closely watches the Bear, that is, in its
turn, casting on Orion, pointing at a particular direction. The directions of the gazes here form a
field of forces, the geometric cosmos of Prier 1989, 38. See also AP 5.253 by Irenaeus Referendarius,
a contemporary of Colluthus: tinte nédov, XpvoiAha, kdtw vevovoa dokevelg, “why do you bend
your head down and stare at the ground, Chrysilla”.
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Finally, a few considerations are required on two verbs that are used by Colluthus in
an interesting way. 'Ommnebw means “to look with prying eyes at™: this viewing is
curious, secret and dangerous:” an inner and active drive to watch something secretly
well expressed in II. 7.243, where Hector wants to face Ajax in open battle, not in a
secret ambush: AdBpn Ommevoag, AN dueaddv. Curiosity is present in both
occurrences in Colluthus: at 256 where Helen looks curiously in front of the thick
doors, and in 261 she thinks she is seeing Eros.

Aakpivw is used by Colluthus exclusively as a technical verb always referring
to the selection process of the goddesses’ beauty contest, and it is also only used in

this context within the poem.*

3. Description of Characters’ Gestures and Appearance

In this section, I will be concerned with how Colluthus deals with ekphrastic features
in the descriptions of his characters. I will begin with a brief summary on how
physical description is approached in the tradition, and then evaluate how our poet

exploits eye-catching content to feed to his visual-obsessed public.

Detailed physical description is approached differently by genres and especially
periods, with factors such as gender, and cultural and social conventions playing an
important role in addressing the viewer’s reaction towards the spectacle. A male or a
female viewer may gaze and react differently depending on the social standards of the
time, as well explained by Hawley, who focusses on the ocular culture of the fifth
century BC in particular.”

In Homer, the physical aspect of heroes is normally not described, Thersites

being a rare exception in Il. 2.216-19.”° Homeric descriptions of heroes focus instead

67

In 0d. 19.67 Odysseus peeps at women.

Lucian used the expression dikaotr|g yevésBat in Dial. Dear. 7.

*  Hawley 1998.

While putting on their armour, heroes may be described, “as if these external attributes partly
define masculine heroism” (Hawley 1998, 94). Bodies of wounded, dying or dead heroes are also
often described in the Iliad, and in Helen’s teichoscopy (Il 3.161-242), a very visual episode in which
Helen identifies heroes for Priam (Constantinidou 1994, 2) there are some vague references to the
heroes’ size and height. Antenor, who describes Odysseus as toAvuntig and fixing his gaze onto the
ground, says that they did not mind his looks. Odysseus’ beautification by the hands of Athena in
0d. 6.224-37, similar to his reunion with Penelope in book 23, where the hero also bathes (as Paris
does in Colluthus) can probably be justified as a divine phenomenon through which a goddess
enhances the hero’s physical appearance to make him more desirable for Nausicaa.
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on heroes’ virtue, kAéog, prowess and courage by which they are recognized” and
through which their reputation travels, by means of the bards’ songs.

In fifth-century theatre, heroes are described and offered to the voyeuristic
eye of viewers only in situations of pain (Heracles in Sophocles’ Trachiniai or
Euripides’ Hippolitus), suicide on stage (like Euripides’ Alcestis and Sophocles’ Ajax),
humiliation (as Aeschylus’ Agamemnon, who first receives proskinesis by
Clytemnestra and is later murdered by her, and as the sex-deprived men in
Aristophanes’ Lysistrata), illness or madness (Aeschylus’ Orestes in the Eumenides and
Sophocles’ Oedipus), and finally in scenes of disguise (Aristophanes’ Agathon in the
Thesmophoriazusai).”” Corpses and wounded bodies are treated with particular interest
by tragedians (a legacy from Homer): Heracles takes a long time to die in Trachiniai,
thus offering a painful spectacle to the audience who is forced to watch. Often,
wounded bodies represent the central element of the “looking”, as it happens in
Euripides’ Phoenician Women, especially when the gruesome duel between Eteocles”
and Polyneikes is graphically described in 1246-1481,” or with the description of the
violent death of Parthenopaeus in 1159-61, which has a more powerful impact than
other heroes’ deaths as he was young and beautiful.

Hawley” explains tragedy’s interest in displaying males in situations of
weakness through drama’s reflection of the awareness of the many social groups in
the fifth century BC. By presenting masculinity threatened by alterations of the mind,
pain, and sexual humiliation, theatre aims in fact at highlighting masculinity as the
force that wins through all these challenges. Spectators are forced to question and
realise the differences between weak femininity and superior masculinity,” and to ask

themselves whether gender is simply a matter of external attributes, @001 or vouog.

" Segal 1995 in particular analyses how kAéoc is used (sometimes ironically) as an identification and
recognition criterion in the Odyssey, and how heroes achieve (and indeed may lose) this vital
attribute. Here, as well, intellectual skills only are instrumental to build kAéog: so Odysseus and
Penelope excel equally in §6Aor and uftig (see especially, 208-10), and, in particular, Odysseus’
guile is ironically enormous when compared to his actual size beside the Cyclops (0d. 9.513-16).
Strength and valour in battle become futile for Odysseus, who needs a value that goes beyond the
apetr] in the battlefield of the Iliad.

2 Hawley 1998, 86-93.

7 Visuality plays an important role in this drama, as is well explained by Cairns 2005, 133, who
highlights how the terrible look in Eteocles’ eyes (8e1vov Supa) graphically transmits his rage
towards his brother, who, in turn, demonstrates his lack of respect for him by looking away.

7 Discussed in Hawley 1998, 95-6; see also Craik 1988, 95.

7 Hawley 1998, 94-5.

* Hawley 1998, 92 also explains how (strong) masculinity can be “created” by female characters (as
Clytemnestra) only through inner qualities, while (weak) femininity can be achieved by male
characters by simply wearing feminine clothes (as Pentheus in Euripides’ Bacchae).
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The lack of physical description in Homer and in classical drama contrasts
with the abundance of details spent on protagonists of later literature. In the novel, a
full description of the beautiful young lovers is normally provided on the occasion of
their first meeting, when visual interaction plays an important role, as we will see
below. In late antique epic, descriptions of characters are equally rich: Claudian, in
Rapt. 2.36-55, describes Proserpina’s physical beauty and attire (“her outfit was

77 and closes the

gathered together and clasped with a rounded gemstone”, 40),
detailed portrait with tali luxuriat cultu (55), “such was the elegant attire she presented
herself in”. John Malalas in the sixth century AD describes the Homeric heroes at
length in Chron. 5.13-40.

Furthermore, while in tragedy males were to avoid the female’s erotic gaze,”
as the Hippolytus Kalyptomenos in Euripides, in the novel and in late literature the
opposite happens: for instance, in Longus bodies are described and erotically gazed at

by both Daphnis and Chloe (Daph. 1.13, 15-16, 24).

As seen in Chapter 2 about Aphrodite’s toilette, Colluthus devotes particular attention
to the description of his characters’ appearance, both their physical elements (hair,
eyes) and other elements such as their attire, movements and gesticulation. In this
section, I will analyse how Colluthus deals with ekphrastic features: by this I refer to
his descriptions, since the epyllion does not contain an ekphrasis per se, i.e. an
individual description of an artwork or any other external character or event,
displayed in the shape of a digression. For this purpose, it is useful to recall Elsner’s
differentiation of the definitions of ekphrasis;”” here, I mean by ekphrasis the vivid
description of any visual phenomenon.

One more specification is necessary about the nature itself of descriptions,
which, being representations of an object or phenomenon through the eyes of the
narrator, necessarily come as impressions of an indirect source: the viewer sees a
landscape, for instance, and describes it to the reader. Truth is already filtered by one
pair of eyes, and inevitably has become impression before we hear about it. The
subjective perception of the viewer/narrator plays an important role here, and one

may say that all ekphraseis are also evaluations. Some of the descriptions included in

77 Claudian also describes the goddesses in detail in 2.11-35.

Hawley 1998, 90, and also see above.
7 Elsner 2007, 20.
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the Abduction of Helen, voiced by the poet (or other characters), have a stronger ethical
connotation and therefore may be closer to evaluations rather than to ekphrastic
descriptions. A judgement of Colluthus is detectable, for instance, in Abomapig (194),
“ill-fated Paris”: here, the line between how Paris is described and how Paris is
presented (a positive or negative light) by the author is thin. While being aware of this
duplicity I have considered in this section all descriptions, including those that imply
an opinion of the poet or of other characters.

Fusillo® deals with ekphrasis as a description of an artwork only, and
distinguishes between ekphraseis of a digressive type that are not related to the main
storyline and that favour everyday life scenes, such as Achilles’ shield in the Iliad
(18.578-608), and ekphraseis that imply a connection with the subject of the plot,
which is the preferred type in Hellenism with Apollonius, Moschus and then Virgil. In
Catullus 64, for instance, the love of Ariadne and Theseus is intertwined with that of
Thetis and Peleus, protagonists of the carmen. Xenophon of Ephesos, in his
description of the Babylonian canopy (Ephes. 1.12), follows Apollonius and the nuptial
quilt described in Catullus, and Achilles Tatius’ model is Moschus’ ekphrasis of
Europa’s flower basket (Eur. 37-62). On the other hand, Heliodorus follows the
Homeric model, building his ekphraseis as separate digressions of aesthetic nature
(like in his description of the buckle worn by Theagenes in Aeth. 3.3. during the
Delphic procession and Charickleia’s breast band in 3.4). He exploits the potential of
the feature less than the other novelists, but makes the crucial difference of only

describing objects that are crucial to the plot.

Colluthus describes with at least one word most of the characters that appear in the
epyllion; for instance, the physical appearance of all the gods attending the wedding
of Thetis and Peleus is described as they arrive: Apollo’s hair is buffeted by the wind
(25-6), Persuasion carries a bridal wreath and Eros’ quiver (30-1), and Ares is
presented without his helmet, his breast-plate and his sword (36-8). In the Abduction,
descriptions are not always just an illustration of the characters’ appearance, but
often reveal their emotional state, as it happens with Eris, whose frustration is
expressed through her wandering in search of a way to disrupt the divine banquet

(45), her rage by her jumping up and down in her chair (47), her evil intentions by her

8 Fusillo 1989, 88-90.
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throwing the apple into the banquet whirling her hand (62-3). Hera, at the start of the
judgment scene, rises up in astonishment (65), and the complete desperation of
Hermione is expressed vividly through her gesticulation, language and behaviour: she
casts her veil away (328)* and cries, in fact, for the whole episode (over twenty words
related to crying and sorrow in 328-88). Gesticulation and body language are used to
make the inner emotions of the characters visible to the readers,® as facial
expression, especially of the eyes, is often used in Homer to substitute or to add
colour to acts or words.” This form of ekphrasis acquires a pictorial value as it
enhances the emotive status of the characters and brings it out for everyone to see,

almost as if the readers were looking at a painting or at a sculpture.

Colluthus’ most detailed descriptions focus on the two key roles in the epyllion: Paris
and Aphrodite. Interestingly, Helen’s body is not directly described except for a
couple of remarks made by Paris, in which he refers to her as the prize of the contest
(tepikAniotov, Eud@v avta&lov €pywv, voueny iuepdecoav, “a worthy recompense of
my labours, a glorious and desirable wife,” 294-5). The fact that Aphrodite deserves a
description reinforces the impression that her role within the plot is primary, and
that her power is fiercer than Helen’s beauty.

Paris is the character to whom the poet dedicates more descriptions. In the
next section I focus on Paris’ description from an ekphrastic perspective as a case
study, since his persona is described in vivid and different ways at various stages and
since it is possible to identify a progression in his appearance reaching a climax to a

beyond- divine status.

a. Paris’ visual Evolution

In the previous chapter I have argued that Paris’ bucolic identity, built on literary
models, is used by Colluthus as a means to lead his readers’ expectations, rather than
as an arrival point. Here, I discuss Paris’s characterization from a visual point of view,
analyzing how his evolution across roles is presented through ekphrastic

descriptions.
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In Claud. Rapt. 3.149-50 Ceres tears her cloak to pieces and then her hair.

Cairns 2005 explores the inner emotions- especially in relation to characters’ social status, role and
Tiun ~transmitted by the acts of looking straight at somebody and looking away from somebody.
Constantinidou 1994, 1-4 and 7-9 examines a few Homeric formulaic expressions in which the eyes
of heroes are compared to fire and express anger or frenzy boiling inside them.
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We have seen how the first impression of Paris that the poet creates in his
readers is that of an ignorant shepherd, someone who has inappropriately been put in
charge of judging the immortals. His pastoral attire includes a goat’s skin and a crook
(108-10).** Next, Colluthus describes Paris’ love of music and singing, and how he
neglects his duties to play his pipe (112-3, 104-5, 123-6). Music is the first feature to
introduce a new element to the first impression Paris had made, and the description
of the effects of his music on the animal world contributes to slightly change the

reader’s opinion (117-21):

0V KUVEC WPVUOVTO KAl 0D HUKAOATO Talpog,
povvn & fveudeooa, Porig adidaktog éodoa,
Tdaiwv dpéwv avtiBpoog Taxev 'Hw.

tabpot 8¢ yAoeprig kekopndteg LYPOOL TTOINg,
kekApévor Bapvyovvov n’ ioxiov edvalovto.

No dog barked, nor a bull bellowed: only Echo, unable to speak, resounded back with
the wind from the hills of 1da, and the bulls laid down, replete, on the green grass, and
rested their lazy haunches.

Suddenly, we no longer see an ignorant herdsman, but a pipe-playing shepherd who
honors Pan with his music in an idyllic scenario. Colluthus exploits the visual impact
that Paris’ movements and gesticulation can have on readers. The physicality of
characters’ behaviour creates an all-round scene, in which they move in three
dimensions. The reader, who becomes almost a viewer,” is forced to imagine Paris
playing his pipe, moving in a bucolic landscape. Language of poetry and visual
language of art (sculpture but also painting) work together to create a picturesque
image for the readers. Colluthus may have known (or known of) certain artworks in

* as in Fig. A, where he is

which Paris was pictured playing a lyre (Table C),
surrounded by five goats, testifying to his pastoral role. In Fig. B Paris holds a lyre on a
rocky outcrop, a sort of natural throne: could this have inspired the image of Paris

olondAoiory Epedprowvta Bowkoig of the proem (15)?

# In one of the Abduction’s main models, the Homeric Hymn to Aphrodite (84-90), the object of
Anchises’ gaze is Aphrodite, whose appearance is described as a Oabua 18é0Bai, a visual
phenomenon that causes amazement in the viewer.

% Goldhill 2007, 3, Agosti 2006b, 352-3.

8 LIMC s.v. Paris no. 13 (p. 107), 20 (p. 109), 30 and 34 (p. 111), 34b, 35 and 36 (p. 112), 38 and 39 (p.
113), all dated between 550 and 440 BC.
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Table C

Fig. A - Kylix in Attic red figures from 490 Fig. B - Hydria from circa 500 BC. British Museum,
BC from Makron. Antikenmuseen, Berlin. London, 3E 445.

Paris’ crook also often appears in his iconography,” as in a sarcophagus relief from
the third century AD,” where he is portrayed seated on a rock holding his usual stick.
Paris the shepherd is portrayed as an easily scared boy: as he sees Hermes, he
jumps up in fear and avoids the look of the gods (123-4, 127). Averting the gaze can
convey a feeling of fear, and, when the viewer is looking away from a god, a sense of
respect due to a wide gap in status.* In tragedy, female erotic gaze was to be avoided
by males, as this could threaten their masculinity, as in Christ. AP 2.219-20, where
Paris tries to avoid the look of tearful Oenone: gixe & dmwmnnyv mAalopévnv ETépwoe

duoiuepog.

When Zeus instructs Hermes about the task to be assigned to Paris, he describes him
in quite a different way: naida Mapiv Mpiauoro (72). A confirmation of the shepherd’s
young age is given by kovpilwv ... [Iapig (104). Paris himself also states that Priam is
his father in his introductory speech to Helen (285), where he also outlines his lineage
claiming direct descent from Zeus, since he descends from Dardanus who, in turn, was
the son of Zeus (286), and that the walls of his fatherland were built by Poseidon and
Apollo (289-90). We are then indirectly informed of Paris’ status in 142, where Athena

says @aol oe Kolpavéelv kai Tpwiov dotu @uAdooerv: this is the first instance where

¥ LIMC s.v. Paris: no. 39 (p. 113), 40 (p. 114), 46 (p. 116), 50 (p. 117), 52a (p. 118), all dated between 440
BC and 325 BC.

% LIMC s.v. Paris no. 82b (p. 124), today at the Louvre, Paris.

¥ Cairns 2005, 134.
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Paris is introduced as a king and no longer as a shepherd (although the goddess is
reporting second-hand information). His transformation has begun. Paris’ status is
then unquestionably confirmed by Hera who, first calls him a paciAedg (150), and then
goes on to outline the duties of a koipavog (151), the category in which she sees Paris.
But it is then Paris himself who, in his speech (280-304)” to Helen upon his arrival to
her house, confirms, among other things,” his status: he is a prince (&piotevwv) and

pursues the deeds of his race (EupoAia tavta diwkw 284).

Paris’ new role is demanding and places him in a similar league as Zeus, as he becomes
dispenser of 8éuig, a concern that traditionally had always belonged to Zeus.” This
new role had been anticipated in the proem, where the Nymphs were asked by the
poet to reveal the plans of the shepherd-judge (5) and the occasion for a shepherd to
judge immortals (11), and it had also been established earlier by Zeus: diakpiverv 8¢
Beawv kékAeo (74-5). Paris, ignorant of rhetoric, is now expected to judge the
goddesses’ words (their promises are purely verbal, with the exception of Aphrodite).
We will see later how the prince sings to Helen his song of seduction, modelled on
Aphrodite’s speech.

His full transition into the new role of judge is marked by Hermes’ speech,
where Paris is told to leave his milking pail and his flocks (128) to become a judge:
devpo Beprotevoeiag emovpavinot dikalwv: devpo dakpivwv (129-30). From now on,
Paris no longer fears the gods as he tries to judge the goddesses’ beauty (diaxpiverv
nelprioato 133). His new role of justice administrator is reinforced by the technical
verb dakpivw, which is used three times in reference to Paris:” at 74 (where Zeus told
Hermes to order Paris to judge), and at 130 and 133, making dikn clearly Paris’
business, as anticipated in the proem by ti¢ 8¢ dikaomoAin (12), reiterated by dikng
nponapoiBev (137), and especially by Paris’ self-identification at 291-3:

avtap eyw, Pacileia, dikaonodog eipi Bsdwv:

Kal yap aknyepévnot énovpavinot dikalwv
Kompidog ayAainv kai €mnpatov fjvesa pop@riv

The scene will be analyzed as a whole in the last part of this chapter. Here, I will focus only on how
Paris introduces himself.

The elements he covers in his presentation are the traditional ones of Homeric heroes: his lineage,
his ancestors, his descent from Zeus, and his achievements.

% See Ch.2n.38.

% The verb occurs 6 times in the epyllion, always about the beauty contest: at 76 referred to “the one
who is chosen”, at 87 beauty of face is Aphrodite’s judge, at 148 about Paris’ choice in Hera’s
speech.
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And I, queen, am judge to the goddesses: for I judged amongst the irritated heavenly
goddesses, and I chose the beauty of Cypris and her charming shape.

We find Paris again at 167, after he has accomplished his judging duties. Naively
mesmerized by the sight of Aphrodite’s bare chest, he rushes to hand over to her the
prize of beauty (oUnw pobog EAnyev, 6 §'dyAadv dnace ufAov 167). This passage is
strikingly similar to Claudian’s Rapt. 1.117 vix ea fatus erat, iam nuntius astra tenebat,
where Mercury hurries to carry the message from Pluto to Jupiter. Once again, this is
an element that may prove Colluthus’ knowledge of Claudian’s works and of Latin.

As simple and perhaps shallow as it may seem, Paris’ choice makes perfect
sense given that his criterion is just to favor what looks best to him, so, again, the
visual impact. The two rivals of Aphrodite, on closer inspection, do not seem to come
remotely close to the goddess’ sex appeal. At her arrival to the wedding of Thetis and
Peleus, Athena is helmetless (32), and reluctantly attends the ceremony, being
untaught of marriage (33): we may imagine her as slightly unfriendly, certainly the
un-flirtatious type, if she usually wears a helmet. Moreover, Aphrodite shares in her
invective a few unflattering details on Athena, accused of covering her body in bronze
garments (184), and of avoiding love to pursue instead the works of Ares (185). What
can possibly be less attractive, in the eyes of Paris (but also in those of an audience),
than a woman who does not want to be one? Beside topless Aphrodite, breast-plated
Athena simply does not stand a chance.

Colluthus does not share any details about Hera’s appearance, including when
the time comes for the three goddesses to make the most of their looks (81): nothing
is said about Athena and Hera, while Aphrodite’s coquetry is described at length as
she styles her hair. Finally, when it is time to convince Paris, Athena and Hera rely
only on their verbal promises, while Aphrodite, topless, teases him with the promise
of an equally beautiful spouse, her own sister, who will give him what he now can only
desire.

Paris’ role as a just judge reaches a paradoxical climax in the final portrait that
Colluthus gives us of him: Helen, in Hermione’s dream, defines him ¢ anatiAiog avnp
(380), and Hermione ti¢ avnp &Bepiotiog (385). The initial description of Paris as
BepiotonéAog and dikaondAog is completely reversed as we now find a deceitful and
lawless man. AnatriAiog and aBepiotiog mark a definite change in Paris’ status to the

extreme opposite of the dixn of which he was earlier a minister. Colluthus began
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Paris’ description as a naive shepherd, who knew nothing, and yet was put in charge
of judging the goddesses; he progressed to the role of judge, completing his task;
finally, the circle is closed when Paris is perceived (by Helen and her daughter) as a

man who has or knows no law, but instead as someone who has cheated them.

Zeus describes Paris as tov ayAaov npntipa (71), anticipating another aspect of the
image that readers should perceive of the character, and that will become more
striking after the beauty contest: his beauty. To create this image, the poet uses the
picturesque description of his bath (231-5), which contrasts strongly with the
previous description of Paris as a shepherd among his flocks, with a goat’s skin
hanging down his thigh (108-9). As he approaches the time of his meeting with Helen,

Paris prepares and beautifies himself by bathing in the river:

a0TAP O X10VEOLO AOEGOAUEVOS TOTAUOTO

wxeto gedopévoloty én’ ixveorv ixvog épeildwv,
un modeg luepdevteg DMOXPATVOIVTO KOVING,

U TAOKAUWV Kuvénoty EmPpicavreg £Belpag
0&Utepov omevdovtog avacTéANotev aftar.

And he bathed himself in the snowy river, he came out leaning his foot with careful
steps, minding that his charming feet are not soiled with sand, and that the winds,
blowing heavily on his helmet, do not unravel the curls of his hair, if he walks too fast.

Before his meeting with Nausicaa, Odysseus also washes himself in a river, and Athena
enhances his beauty (0d. 6.223-35). In Paris’ case, there is no divine intervention,
although the process can probably be considered part of Aphrodite’s plan. The care he
takes in coming out of the waters minding that his feet do not get soiled, and that his
curly hair does not become messy if he rushes out, seems unexpected if we recall the
speed at which he earlier handed the prize over to Helen, and he put out to sea, eager
to claim his bride (193-200). Paris’ beautification by the hands of Aphrodite brings to
mind of course Anchises’ divine looks in h.Aphr.: he is §éuag dBavdrtoioty £o1kwg at 55
and fpwa Be®v &mo kaAAog Exovta at 77.

Hairstyles represent a descriptive feature to which Colluthus pays particular
attentionas seen in the previous chapter about Aphrodite. The description of his
characters’ hairdo makes them recognizable for the readers and builds a visual

identity that, again, contributes to the vividness of the characters. Colluthus focusses
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his descriptive attention on the head of his characters,” also often describing their
headgear® and the movements of their face, such as their smiles.”

Paris’ plan does not come as a surprise: as the goddesses beautified themselves
earlier in the poem, so does he, investing in his grooming to make an impact. Baths
seem to be a crucial fascination weapon especially in the novel: in Longus 1.13,
Daphnis’ bath seems miraculous in Chloe’s eyes: 6t1 8¢ un mpdtepov avTi KAAOG
£d0Kel, O Aovtpov évoule tod kaAAoug aitiov, “she thought that since he hadn’t
seemed beautiful to her before, the bathing must be the cause of his beauty”,” so
much so that she becomes almost addicted to watching him bathing again (6t1 pn
Ad@viv neBiuetl Aovduevov idéabat taArv).”

The makeover of Colluthus’ Paris is successful: at 250-3 he appears handsome
enough to challenge Dionysus,” and ayaAAduevog (250) puts him in the same league
of Aphrodite’s beauty (dyaAdouévny A@poditnv 16) and Hera (“Hpn pév mapdkoitig
ayaAdopévn e0vi] 63). The same word is used by Aphrodite when she mocks the manly
Athena-like women, who exult in glorious wars, kudaAiuoiory dyaAAduevar moAéuoiot
(18): the phrase mirrors that which is used in reference to Paris: Oeomesinowv
ayaAAduevog xapiteootv (250). The other expression used by the poet to describe
Paris’ facial beauty, én’ayAainot mpoownwv (253), reoccurs at 263, when Helen is
scrutinizing Paris’ face trying to understand if it is Eros or not.

We have seen in Chapter 2 how facial beauty is established by Aphrodite as the
key to success: the fact that now Paris also has a beautiful face makes him a winner,
too. In fact, he is so good looking as to be considered superior in beauty to Dionysus
by the poet himself, and to be mistaken for Eros by Helen. Moreover, Aphrodite’s
statement at 172 ayAainv é@iAnoa, kai dyAain ue dSiwoket implies that if beauty follows
her as the winner, beauty also follows him as the winner. In fact, Paris has won a prize

(Helen), just like Aphrodite who has won the beauty contest, so it seems logical that

* Paschalis 2008, 144.

% Helmetless Athena (32), and Ares (36); Hermione wears a veil (328), as Cassandra (391).

% Ares arrives to Peleus and Thetis’ wedding smiling (39); Athena (137) and Aphrodite (159) smile
during the contest.

Transl. C. Gill. Chloe also blames his pipe as the reason she finds him so attractive. The motif
reoccurs at 1.22 and 32.

Chloe embraces voyeurism: #neioe 8¢ adtov kai AovoacBar Ay kai Aovduevov ide kai idodoa
fpato kai &miAABe mdAv Enarvéosaca, kal & Emaivoc fv Epwtog &pxr, “she also persuaded him to
have another bath; and as he bathed, she watched him, and after watching she touched him; then
she went away, thinking again how handsome he was. And that thought was the beginning of
love.” The process of falling in love starts from eyesight, moves on to touch, then on to the mind.

?  See Chapter 4.
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the goddess’ power and beauty extend to him too. Just as Aphrodite won, thanks to
her facial beauty, so Paris wins, in virtue of the same quality. In the reader’s eyes, the
initial image of an ignorant shepherd has now been fully replaced by that of a
beautiful prince, whose looks are comparable to those of the gods; Colluthus could not
have paid a higher compliment to Paris.

By beautifying himself, Paris invests on impressing Helen, an act that may
seem unnecessary, as she will be his regardless of his looks or any other circumstance:
destiny has already been written by Aphrodite, and things can only go one way as the
goddess’ will becomes reality. Paris should therefore walk into Helen’s house as a
confident man ready to collect his bride, but, instead, he is unsure about the outcome
of the events, and he prepares for the gallant meeting as if its positive ending
depended somehow on his effort, rather than on Aphrodite’s role. It is not simply the
word of a goddess that Paris does not seem to fully trust, but also her honesty and
fairness. Lucian, in Dear. Iud. 16 had highlighted this lack of trust in the dialogue
between an almost pedantic Paris and Aphrodite, where the prince made sure to put
things in black and white before committing himself to crowning the goddess as the

winner:

TIAPIZ Aéd01ka ur} HOL GUEANOTG LETA TNV KPIoLV.
A®POAITH BoVAet ov émopdoouat;

TTAPIZ Mndau®g, AN’ Unéoxov maAwv.

A®POAITH “YmioyvoUuat 81 oot tnv ‘EAévnv napadwoety
yuvaika, kal dkoAovbroetv yé oot abTnV Kai

a@ieobat map’ LUAG £i¢ TV "TA10V: Kal avT

Tap€ocopal Kal cUUTPaEw T& TavTa.

TMAPIZ Kal tov "Epwta Kal tov “Tuepov kai tag Xdapirag &Eeig;
A®POAITH @appet, kai tov [160ov kai tOv Yuévaiov £t
TPOG TOUTOLG TAPAANPOUAL.

TTAPIZ OUkoDV £mi Tovtolg didwut To pAAov: £mi tovtolg Adupave

Paris: I fear you may forget about me after the verdict.

Aphrodite: Do you want me to take an oath then?

Paris: Not at all; but promise once again.

Aphrodite: I promise to give you Helen as your wife, and that she will follow you and
come to your people in Troy; and I myself will be there and will arrange the whole
thing.

Paris: And shall you bring Love and Desire and the Graces?

Aphrodite: Do not fear: beside them, I shall bring Desire and Wedlock as well.

Paris: Then on these conditions I give you the apple: take it on these conditions.

The impression on the reader is that what matters is visual impact: as the goddesses

do anything they can to make themselves look their best, so does Paris, hoping to be
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chosen. Before each of these characters faces a crucial competition, they spend some
time focussing on enhancing their hairstyle in particular, above other features of
their appearance: Aphrodite wants to be chosen by Paris, Paris wants to be chosen by
Helen, and Apollo also wants to shine at the wedding among the other gods. They all
invest energies in one asset in particular: their hair. They could have spent some more
time improving the appearance of their clothes, for instance; Paris may have been
concerned about knocking on Helen’s door with a goat’s skin hanging down his thigh,
but he just worries about his hair and shoes. On the other hand, Aphrodite’s neglect of
her own robe makes sense, as she probably had already planned to show her chest to
the judge.

The beauty of the prince-shepherd is logically associated with desire: he has
n6deq ipepdevteg (233), a feature that associates him with Helen, a voueny iuepdecoav
(295)." Paris himself is also actively desiring: ipeipwv & On’ €pwtt kai fiv oUk €ide
KWy, “prey to desire under the influence of love, and pursuing a woman whom he
had never even seen” (193). Paris’ desire, then, is bidirectional: he desires and is
desired; as we shall see later, the same applies to Helen, who almost instantly falls in
love with the stranger. However, at 194 we meet AvVomapig. The prince is now
presented as ill-fated, because his greed will lead to the war of Troy. Colluthus returns
here to the Homeric portrait of Paris in II. 3.39=13.769 Alomapt €id0¢ &piote
YUVOIHAVEG AIeponeLTd, aib’ SpeAec Ayovdg T Euevar dyaudg T anoAéabat, “Wretched
Paris, beautiful to look at, crazy about women, beguiler! If only you had never been
born, or died unmarried!” He also plays with duoiuepog (echoed by Colluthus in
lueipwv 193), a neologism by Apollonius (Arg. 3.961=4.4), which is adopted on many
occasions by Nonnus, and by Christodorus AP 2.220 in his ekphrasis of Paris,"” where
it alludes to the unlucky loves of Paris. Nonnus, in Dion. 9.247, anticipates Ino’s
conjugal misfortunes with the similar dVoyapog.

This definition assumes an ethical connotation as Colluthus places it at the
start of the scene in which the prince is preparing for his journey: he gathers his
companions and then the ship is assembled. Various elements contribute to giving the

reader the impression of the bad destiny ahead of this dratiAiog and &6epiotiog man:

1 Only Paris and Helen are defined as desirable in the epyllion: Aphrodite, with her bare chest, for

instance, is not defined in this way, although Paris’ decision is clearly based on his titillation from
the daring sight. Similarly, in Xen. Mem. 3, the spectacle of the étaipa Theodote leaves her viewers
titillated and unsatisfied, as explained by Goldhill 1998, 181-2, who studied the politics of visual
erotic exchange in the dialogue.

11 Tissoni 2000a, 178.
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Phereclus, who cuts the oaks to build the ship, is apxexdxoio (197), and the ships are
not planned nor blessed by Athena, patron of carpentry: vijag & oUk évonoe kai ovk
floknoev ‘ABrjvn (201). The journey to recover the desired object of desirable Paris thus
begins with an ill destiny, and this is confirmed by the storm which Paris and his crew

102

encounter shortly after they depart (206).

4. Visual power and its impact on the characters

Much has been written about the importance of visuality in Greek culture,'® from
various points of view: as a means of establishing status and reputation'® and social
role,'” as a way of reading emotions hidden within,'® and as an instrument to show
off one’s education.'” In the previous two parts of this chapter, I have argued that
Colluthus uses visual terminology and ekphrastic features, such as the vivid
descriptions of his characters, to enhance the graphic impact of his poem, and thus to
allow his educated readers to become viewers of his story. In this section, I plan to
focus on understanding the emotional and affective impact that the visual behaviour
of characters has on the characters themselves and on readers.

Firstly, characters’ visual behaviour occupies a large portion of the body
language described in the epyllion: they do a great deal of looking at each other
(Helen and Paris) and at places (Paris’ journey towards Sparta), and they show off
their appearance and looks (I refer here to the weight of characters’ description
within the story; for instance, the parade of the gods arriving at Peleus and Thetis’
wedding).

Secondly, characters’ behaviour is on more than one occasion dictated by
visual impact: thus Paris crowns Aphrodite as the winner since the sight of her nudity
has had a more powerful impact on him than listening to Hera and Athena’s

speeches™; the same can be said of Helen, who, mesmerized by Paris’ beauty upon his

12 This phenomenon will be discussed later in this chapter.

1 Hawley 1998, 93-96, Goldhill 1996.

104 Cairns 2005, 126.

15 Goldhill 1998.

106 Constantinidou 1994, Prier 1989, Elsner 2007.
197 Goldhill 2007, 18-19.

1% Harries 2006, 542.
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arrival to her house, does not take long to decide to leave with him.'” Characters act
based on what they see only, and no other criterion seems to play a role in their
actions: Aphrodite sees (visual act) and wants the apple (for it represents a symbol of
her superiority over the other goddesses) and this is what drives her to invest time in
her toilette (enhancing what is visible: visual act) in order to impress (visual act) the
judge and thus to win; Hermione does not see her mother, nor does she see the truth
in what the maids tell her, and thus she informs Menelaus. In none of the scenes I
have just mentioned does logic or rationale play a part: for instance, Paris dismisses
the long-term and substantial offers made by Hera (kingdom of Asia) and Athena (gift
of prowess) in favor of what looks best to him at the moment: a beautiful bride.'*

A third observation relates to characters’ awareness of the visual power; they
want and know how to impress, and they also know that visual impression is the key
to success: so does Paris, who allows time to prepare himself before his meeting with
Helen (he does not, for instance, invest in gifts to bring her), and so does Aphrodite,
whose toilette takes place ahead of the beauty contest.

It is also interesting that the story chosen by the poet is the root cause of the
war at Troy, a trivial and shallow beauty contest, i.e. a purely visual competition.
Visual impressions, looks, vanity and lust lead to hardship, pain and death: one may
reasonably question if such a superficial judgement was worth the toils of Troy.

Characters look at or away from other characters, they gaze or glance at them,
they may look at them in certain ways that express (sometimes in conjunction with
their body language) their inner emotions, as when Helen and Paris exchange erotic
gazes at each other. Equally, in a passive'" approach, characters may see (i.e. witness)
a phenomenon, like Paris sees the storm around his ship, and may thus find
themselves in the passive position of being the unintentional viewer of something. In
both these cases, the visual behaviour impacts other characters, in the way they
perceive the viewer. This two-ways power relationship builds psychological

consequences that affect how characters react. For instance, when Hermione looks

' Her decision is presented somehow ironically as dictated by her desire to see the glorious

foundations laid by Poseidon and Apollo (310-313), see Combellack 1971, 49.

In Luc. Dear. Iud. 9, Paris refuses any responsibility for his decision, blaming his eyes only for the
verdict: “Ev t0070, O ‘Epuf}, meloov avTdG, un XAAEn®G #xelv pot Td¢ Vo T&¢ veviknuévag, dAAX
UOVWV TGOV 0@BaAudv fyeicbar thv dapaptiav, “Hermes, do me this one favour: persuade the
goddesses who are defeated not to be angry with me, but to think that only my eyes have made a
mistake”.

Concepts of active and passive viewing are based on Prévot 1935,
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everywhere for Helen, and when she wakes up from her deceitful dream, she reacts to
these fruitless sights or visions with desperation, and eventually with an action plan
to recall her father.

Visual behaviour and the gaze also represent a powerful instrument'? used by
the poet to lead the reader’s perception in one way or the other. Colluthus, as we have
seen earlier when examining Paris’ different roles and his transition from naivety to
lawlessness, drives the reader’s opinion towards a favourable-unfavorable assessment
of the character, impacting how the next scene is read and how the overall story is
eventually perceived. Glimpses of evaluation appear occasionally, revealing the poet’s
disapproval of Paris’ greed, Aphrodite’s lack of modesty and Helen's lack of
compliance to her marital and motherly duties, or his sympathy with abandoned
Hermione in a long and visual pathetic account of her abandonment.

In the next part, I will focus on the two scenes that offer most opportunity for
considerations of the above-mentioned aspects: first, Paris’ journey to Sparta, which
can be seen as a visual journey through lands, mythological anecdotes, and
phenomena; then, 1 will analyze Paris and Helen’s encounter through the perspective

of traditional phenomenology of two lovers’ first meeting.

a. Paris’ Journey to Sparta
Paris’ journey to Sparta (202-48), which occupies a considerable amount of space in
the epyllion,'” can be seen as a long digression, considering that it does not represent
a crucial element within the plot. The episode is built as a very visual journey, where
Paris, as well as the reader, sees (passively) many things that happen and appear
along the way, and also actively looks at specific items.

The journey starts in the best possible way, with Paris paying tribute to
Aphrodite with many sacrifices (203-4), and then setting off to sea on his way to

14 An omen of his

Sparta on the Hellespont, but something visually striking happens.
laborious toils appears to him t® 8¢ moAvtAntwv onua eaivero udxbwv, “a presage
of the troubles that will prove hard to endure” (206). The linguistic passivity of this

event is underlined by both the choice of @aivouar and onumia, which is a mark or a

"2 Lada-Richards 2003, 3-37 expands on the relationship between dance and sculpture, and how the
two artistic means used each other as a model. Viewers of both forms of art would study each other
to learn how their visual impact could be enhanced.

2 Over one-eighth of the 394 lines.

14 See pév (202) ... 8¢ (206).
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sign by which a thing (or god) is known to the viewer. Paris has no escape from the
sight of the omen, which, moreover, is not a view that he chooses or seeks.

Next, Colluthus describes with much precision a Mediterranean waterspout
(206-10)." This detail is unique in Colluthus, as it is not found in any other version of
the myth, with the exception of Dracontius, who, however, speaks of a storm in

"¢ Waterspouts are scientifically described as having an

different circumstances.
upward and rotatory motion;'"” Apollonius had already described a similar
phenomenon,'*® but Colluthus goes beyond by specifying that the upward movements
are rotatory (spirals). Moreover, waterspouts are normally accompanied by jets of
water or spouts:'® Colluthus describes these as well with auix6aidéevrog an’ népog in
209.

The scene that Paris and his companions have to face is striking: the black sea
rises above and crowns the sky with a chain of dark spirals, while a rainy storm pours
down from the smoky air, and the sea surges. The colours (kxvavén... dpevaiwv...
auxOaddevtog 206-10) paint a dark picture for both fleet and readers and work as
efficiently as the shapes and dynamics described by the poet: UnepBev
avabpwokovoa... EAIkwV £{Woato deou®... Sufpov igioa... ekAVoON 8¢ te mdvtog: there
is a sea rising up, a chain of spirals in the sky, a rainy storm, and the scene is closed
again by the image of the sea rising up (206-10). On the one hand, the 6dAacoa (207)
involved in the meteorological phenomenon, on the other hand the névtog (210),

' The image is vivid and fearful, and Paris and his

across which the sailors are rowing.
companions are scared even more as this is an unexpected event: before their

departure they had made sacrifices to Aphrodite, the goddess who had sent them in

" Giangrande 1975a, 36-37.

"¢ In Drac. Carm. 8.385 Paris is surprised by a storm on his way back from Telamon; he then ends up in
Cyprus, where he meets Helen while Menelaus is in Crete. In Ovid Her. 16.223, Paris sails with
favorable winds, see Rocca 1997, 175.

Encicl. Ital. s.v. Trombe.

Ap. Rh. Arg. 2.169-173: &vBa uév AMPdtw évaliykiov olpel kOua / du@épstar mpomdpoifev
¢nafosovnt o01kdG, / aigv Umép Aaipéwv Repuévov: o0dé ke paine / @evEeabat kakdv oitov, émel
UdAa peoodbr vnog / AdPpov émkpéuatal, “Here the wave, similar to a steep mountain, rises in
front of the salors, and, as high as a cloud, seems to be falling down on them; you would think that
you will not manage to escape the terrible fate, because it hangs as a threat right in the middle of
the ship, but nonetheless it spreads if it meets an expert sailor”.

" Giangrande 1975a, 38.

" Livrea 1968a, XLI, unsatisfied with the participle ieioa, suggested a rather absurd conjecture
dismantled by Giangrande 1975a, 38-9, who notes how the use of the participle instead of a verbum
finitum is an epic feature frequent from Homer to Musaeus.

Giangrande 1975a, 40 highlights the stylish use of synonyms in the same passage as an epic feature,
imitating Il 2.609-14, where, also, the sailors are ignorant of the matters of the sea (o0 ogt
Baddoowa Epya uepnAet), see Coll. 7-8.
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the direction of Sparta and who was supporting Paris’ union with Helen. Therefore,
they were not expecting and could not predict that something like this would happen.

The omen, Colluthus tells us, serves as a sign of moAvtAfTwV...uéx0wv (206),
the future toils that will be many and hard to endure'* as a consequence of this union.
However, the poet does not tell us if Paris and his companions realise what the storm
means. The oarsmen continue to row throughout the apocalyptic scene (¢pesoouévwv
gpetawv 210): they do not, as one would expect, suddenly stop rowing in bafflement
to look at the incredible scene. We should exclude that the men do not stop nor seem
to notice what is happening because the scene is not noticeable or striking enough to
stop the action on the boat, as, if this were the case, the description would not be as
remarkable and visually effective as it is. Perhaps Paris and his crew notice the
incredible and sudden storm but decide to ignore it and keep rowing? This is
possible:'? Paris, surprised by this inauspicious sign, may have decided to just keep
going on his journey: maybe he did not even realise that the storm was actually an
omen (he has been, after all, just a shepherd until now). Quite differently, Ceres
recognizes many omens of her daughter’s tragic abduction in Claudian’s Abduction of
Proserpina, and she fears they may carry some truth: Ah vereor, ne quid portendant omina
veri! (Claud. Rapt. 3.124-6, 132).

However, especially if we keep in mind that Paris is still the naive young
shepherd that the poet has introduced earlier, one would imagine that he would have
been even more scared than a noble prince (as he appears to be later on). Colluthus
had also described him on more than one occasion as deiuaivwy (124, 127). So if Paris
is so easily scared, why does he not fear the storm? Of course, Paris may feel confident
in Aphrodite’s support (Aexéwv Enikovpov E@eonouévny A@poditnyv 203). However, as
discussed earlier, Paris had stopped to beautify himself before meeting Helen, a
behaviour that can be interpreted as a sign of his lack of trust in Aphrodite’s promise.

Moreover, one may question for what kind of audience the storm is written.
Colluthus clearly states at the beginning of the passage that an omen (not just a
storm) appears to him, thus readers are immediately informed that the natural scene
that they are about to witness is not just a climatic circumstance, but a token sent

from the gods with a precise message and purpose. Paris and his companions may not

22 Or that will prove hard to endure for many people, with a reference not only directly to Helen’s
and Paris’ abandoned families (Oenone, Menelaus, Hermione), but especially to the multitude of
people who died in the Trojan War.

' Pucci 1998, Bushnell 1982.
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know that, but readers do; with this knowledge, what readers see is not simply a sea
storm, but the war of Troy, with all its dead and suffering that it will cause. Forced to
visualise the double scene, readers watch and consider the consequences of Paris’
union with Helen, and, if they were positive and enthusiastic at the beginning of the
journey, they are now perhaps questioning whether the lust of one man is worth the
death and sacrifice of so many innocent people. The darkness of the phenomenon, the
circular movements of the sea, and the smoky sky cannot allow a reader to remain
emotionless and cannot fail to evoke thoughts of war, death and pain. Colluthus, with
the ekphrasis of the omen, provokes a reaction in his reader, if not in his characters
(who seem oblivious to it). Readers are the only party who can appreciate the full
meaning of the storm, as they are the only ones who know that it is also a
premonition. For one moment, then, narrator and readers share the knowledge of
what is happening, while characters seem unaware of it.

An ekphrasis can cause in readers feelings of sympathy or disagreement
towards what is described,’* and in this case the effects of the scene are twofold:
readers have been led to positive feelings of sympathy, enthusiasm, and support
towards Paris’ journey because of the sacrifices mentioned at 203-4, and also because
of the triumphal speech made by Aphrodite, who questioned Paris (but also the
readers) about what is more important than love. Readers have been persuaded with
Paris by Aphrodite’s words and beauty that she is the only one who truly deserves
victory, and therefore that Paris’ journey is not only legitimate but necessary for Love
to triumph above everything. Readers are thus embarking on this journey with Paris,
supporting him. After witnessing the omen, however, their position may change;
confronted by such an intense sight they are reminded of what that journey will
ultimately lead to, and may at this point switch to feelings of condemnation towards
Paris.

In fact, Colluthus had already offered more than one hint about the
consequences of Helen’s abduction: the references to the judgment of the goddesses
as the primeval cause of evil have already been highlighted,”” and just before this
episode, Colluthus had also described Paris as ill-fated, prey to desire under the

influence of love, chasing a woman whom he had never even seen (193-4). So the Paris

' Bartsch and Elsner 2007, ii and iv explain how contrasting emotions can arise from an ekphrastic

description, speaking of disobedient ekphrasis in the sense that readers may sympathize with what
is described, but also feel an impulse to resist the fiction.
' Lines 8, 10, 60, 62, 169, 191 and 197.
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who starts gathering his companions for the expedition is an already unfortunate
man, on his way to a bad fate; readers are almost woken up by the poet and reminded
of what they know already, that war and pain are ahead.

Goldhill** explained how the power to make something visible to readers, and
thus turn readers into almost viewers, is defined as enargeia (or realism) in rhetoric

)" and enargeia that orators are able to

manuals. It is through phantasia (impression
reach their audience’s deepest emotions. He applies the concept to ekphrastic
description, in which the writer may drag the reader to a passive experience,
enslaving (not only persuading) him. This dazzling experience deprives the reader of
any rationality and logic he may have: he is led away from facts and loses his critical
ability. The reader becomes a viewer who is ultimately unable to rationalise.

This psychological effect of ekphrasis, which works almost as a spell when the
orator or poet is euphantasiotatos, i.e. most skilled in affecting his audience through

® seems to be something that Colluthus plays with. In fact, he earlier

phantasia,*
persuaded his readers that Aphrodite’s victory was completely deserved by dazzling
them with the sight of her naked chest, and now that the reader is on board and eager
to travel with Paris to meet the beautiful Helen, he breaks the fiction, bringing the
reader back to reality (almost), and reminding him that this journey is only leading to
a series of deadly consequences. Colluthus has first deprived his readers of their
rationality, when, just as much as Paris, they were left speechless in front of the
beautiful topless goddess, and now he shakes them out of their senses and pushes
them to join him in an ethical judgment.

This interpretation may work together with a Neoplatonic reading of Paris’
sea-crossing: for Neoplatonic philosophers, the sea represents the matter, thus the

1, and death in the sea is equivalent to death of the soul.” In

sensible world and evi
our scene, Paris’ journey may metaphorically represent the soul’s journey across the
temptations of matter, and the waterspout may allegorically represent the risks of

material weaknesses, such as, in Paris’ case, lust and greed. The fact that he ignores

%6 Goldhill 2007, 3-6.

27 Quint. Inst. 6.2.29.

128 Goldhill 2007, 4, and Quint., as above.

2 For Porph. Antr. 34.11, the sea is 1] OAikr| cUotaoig: he defines Odysseus’ journey on the sea as an
allegory of the soul’s passage through the world of matter, and Tiresias’ prophecy to him in 0d. 11.
122-23 as an allegory of the soul’s exit from the sensible world and its return to its original place;
Giomi 2003, 371-72. See also Porph. Vita Plot. 22.32-35 andGreg. Naz. carm. 1.2.9. 22-24.

B0 Sin, Ep. 5 123-28.
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the dangers (i.e. the waterspout-omen) may mean that he jumps into his destiny
unaware of the consequences. A similar interpretation has been suggested™ for
Musaeus’ epyllion, where, at 269-70, Hero cleans Leander from the marine saltiness:
the end of Leander’s journey may symbolize the end of the soul’s torment during its
passage over the material world (i.e. the sea). On the other hand, there is no
uncertainty about the Neoplatonic meaning of Claudian’s Gigantomachy 30-32, where
the Giant swallowing the sea water symbolizes his close relationship with matter, as
the passage contains a clear reference to Porph. Marc. 33, p. 125, 19-21. Claudian’s
affinity with the circle of Neoplatonic Christian philosopher M. Theodorus, who was
elected consul in Milan in 399, and for whom Claudian read a panegyric in the same
year, is well known;" according to Livrea, Claudian composed his Gigantomachy the

* which makes it almost impossible to reject such an interpretation.

year after,”
Claudian was one of Colluthus’ main models, as we have seen; another of his main
models was Christodorus, who also, as seen in Chapter 1, had affinities with
Neoplatonism. Given the relationship between Colluthus and his models, a

Neoplatonic interpretation of the passage does not seem unreasonable.

The next twenty lines include a geographical description of Paris’ journey across
Thrace and over to Achaia, approaching the south of Greece. Just after the Mount
Pangaeon, in Thracia, something else appears to Paris: Phyllis’ tomb (213-18).
Colluthus chooses a verb (£0pake 214) that evokes Homeric ideas of snakes and
piercing looks, but ironically in this case the object of Paris’ look is just a grave, not a
person (or an enemy!). The activity implied by d&épkouat is dimmed by the role
assigned to the tomb itself as the viewed object: avtéAAovta (214): as much as the
viewer looks actively at the grave, so the object arises upon the viewer’s horizon, i.e.
appears to him.

The myth of Phyllis*** involves much visuality, and perhaps this is the reason
why our poet chooses to place this particular story here: in both scenes a

phenomenon appears to the main character. Phyllis had given a chest to Demophon,

Bl Gelzer 1975, 316-22; Livrea 1976, 152-60 disagreed with this Neoplatonic interpretation.

B2 Giomi 2003, 372.

B3 Livrea 1998. For a summary of the discussion around the Gigantomachy's dating see Giomi 2003, 361-
62 and Tarigo 2012, 4-7.

Gantz 1993, 701-2. In all versions of this myth, the death of Phyllis happens after the war of Troy
(see Rocca 1997, 175); this slip in precision by Colluthus does not surprise us as he is not interested
in presenting the events in chronological sequence.
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her husband, who was leaving her to go to Greece, and had asked him not to open it
unless he decided not to return to her. In one version of the myth, told by the scholia
ad Lycophron,” Demophon'® opens the chest and is frightened by a @dopa,”’ an
apparition, or a phantom; he then falls with his horse and is impaled on his own
sword. In this short digression an omen also appears to the viewer, a sign of death
ahead, just like an omen had appeared to Paris; the character is forced by the poet to
re-live and re-view what has just happened, perhaps as an ironic reminder of the toils
that await him, although nothing is said about Paris’ reaction to this second presage.
The scene is particularly impactful also given the redundancy with which
Colluthus insists on Phyllis’ tragic story: first, the concept of wandering in vain,
graphically described by dpduov évvedkvkAov dANUOVOS ... kEAEDBOV... draoteiyovoa ...
dexvuuévn naAivopoov... Onndte vootroelev, then that of Phyllis’ sadness: ®uAAidOG ...
QUARVOPOG... KIVUPEOD, ... AkoITNV amuova (215-17). The reader, and Paris with him,
cannot help but picturing the distressed wife wandering the nine-circle course up and
down, back and forth, desperately hoping to see her husband returning. The scene
exercises a sort of emotional influence, generating from an unanimated object (the
grave), on the viewers (Paris and the readers), and it reminds them of what has just
happened in the previous scene (the omen) and also what is about to happen as a

consequence (war of Troy).

Just before the palace of Menelaus, Paris stops to observe the architectural beauties of
Sparta, like Odysseus had done (after his similar bathing in the river before meeting
Nausicaa) in Od. 7.43-5, where he had admired the tall walls of the city of the
Phaeacians. Dionysus had also admired the mosaics of Staphylus’ palace in Nonn. Dion.
18.87-92."* Colluthus also inserts a digression about Hyacinthus (240-8), which
interestingly is also mentioned by Claudian in Rapt. 2.131-6.

Paris’ interest for the Spartan buildings is unlikely and absurd for Combellack,

and so is Helen’s interest in the buildings that sit on foundations laid by Poseidon and

B ¥ 495.54-63 kal PUAANIG aUTOV Tpomépmnel dxpt TV Evvéa 68V kal §idwaotv avtd Kifwtiov einodoa

1epov efvan untpdg ‘Péag kai ur &voiyetv avtd, el un Stav dneAnion thv mpdg avThv &vodov. 6 &
ENBQV €ic KOmpv €kel katkel. kal tod taktold xpovov d1eABovTog 1| PUAAIG apac Bepévn katd
AKAUOVTOG EXLTNV Gvalpel, Akduag 8¢ to Kipwtiov avoifag @douatt kpatnbelg dvelov €mi TOV
mrmov kal To0Tov EAaOVWV ATAKTWE AndAALTar TOD Yap IMmov o@aAévTog €k TV Omobiwy UEPOV
KatevexOeic T@ avtod éunrjyvutal Elget.

3¢ Here called Akamas, as in Aischines (2.31) and in Lucian (Salt. 40)

7 Note the shared semantic root of @doua and gaivero, used at 206 to indicate the storm.

3% Nonnus also describes Thebes in Dion. 5.51, and Athens in 47.1.
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" However, there is a tradition that presents Paris as an accidental tourist.'*

Apollo.
In Lucian Dear. Iud. 201.15, Aphrodite sends Paris to Sparta on a sightseeing journey:
TV UV anodnunoeig wg £mt Oéav tig ‘EAAAd0g. Something similar happens in Ovid Her.
16.31-5 nec me crede fretum merces portante carina findere—quas habeo, di tueantur opes. nec
venio Graias veluti spectator ad urbes; oppida sunt regni divitiora mei. te peto, where, in 131-
32, Menelaus also gives Paris a guided sightseeing tour of the city: ille quidem ostendit,
quidquid Lacedaemone tota ostendi dignum conspicuumque fuit."*' In Dictis of Crete (first
century AD) 4.26, Paris is presented as a real tourist who, during his journey through
Sparta, meets Helen,'* and in the Vita Homeri (probably end of second century AD),

Paris is welcomed as a guest by Helen (in Menelaus’ absence) during his journey to

Greece, where he goes to learn about Greek culture.

Colluthus is sure to include both of the two main subjects of late antique ekphrasis,
man-made artworks and natural spectacles, first by making Paris go sightseeing
around Sparta, and then making him witness the dramatic waterspout. His choice is
well thought-out and effective in fulfilling his contemporaries’ poetic expectations in

terms of popular genres.

b. The First Encounter of Paris and Helen

In the episode of Helen and Paris’ first meeting (254-316) Colluthus plays with the
phases and dynamics associated with scenes of this type, and with erotic
phenomenology in general; inevitably, visual behaviour and the gaze play a vital role
in the communicative exchange between the two characters.'*’

In this section, after a review of philosophical theories on the role of the gaze
in the erotic process, I answer some questions about the visual and emotional aspects
of this scene, such as the nature of the visual behaviour of Colluthus’ characters and
the affective consequences of their gazing on the readers; the social context of the
gazing (who is doing the viewing and who is viewed as object of desire); and the

gender-related considerations that can be extracted from the scene.

¥? Combellack 1971, 48.

10 Rocca 1997, 171-2.

11 paschalis 2008, 140.

2 Dictis was concerned with presenting a rationalised version of the story, in which all divine
intervention was removed (Rocca 1997).

3 Harries 2006, 543.
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Eros travels through the gaze, in Colluthus as well as in ancient culture in general.'*

Metaphysical and physiological studies of medical and philosophical nature,' as well
as literary sources of all genres agree, through various theories, that the eye is the
vehicle of erotic passion. The topos of love at first sight develops from these theories,
initially with Hellenistic epic*® and elegy, and then spreading to the novel and to a
variety of genres including modern cinema. The novel is, however, the genre that
contributes the most to establish this route as the necessary channel through which

7 and also to re-elaborate the

the structured process of falling in love happens,*
ancient concept of eros as a disease that affects both parties in the same way.

The eye plays a vital role in the ancient materialist optical theories*® that
substantiate the foundation of what, in the novel and in later literature, became the
erotic-gaze theories. The emissionist theory' is based on the concept that the eyes
emit rays towards the object of vision, as shown by the famous notion that the sun is
an all-seeing eye;' this theory emphasizes the active role of the eye versus what is
viewed, and is widely displayed in early poetry**! and tragedy.'” The  first  step
towards interactionism, a theory according to which the eye not only emits effluences
(active role) but is also the recipient (passive role) of emissions generated from the

3

viewed object, is made by Empedocles,” whose theories have traditionally been

interpreted as such®™ by Aristotle' and is thus aligned to what expressed by Plato.™*
The Stoics’ position and that of Galen,”” implies an equally interactionist relationship
between the eye, which represents the vehicle of a nvedua generated by the brain and

directed at the object of vision, and the object itself. In contrast with the

" Fusillo 1989, 196.

> E.g. Epic. Fr. 31 Usener, Lucr. 4.1141-91, Plato Phaed. 251a-d. Also see Di Benedetto 1985, 145-156,
and Foucault 1984, 139-141.

¢ Ap.Rh. Arg. 3. 253 and 275-90; Theocr. 2.82-86.

7 Rousset 1984, especially 14-15 analyzed the various phases involved in this process.

%8 Dickie 1991, 26-28, Morales 2004, 15-18 and Cairns 2005, 138-39, include brief and clear summaries

of these theories.

Theorized by Euclid, Optics, introd. axioms 1-7 and Alcmaeon of Croton A 5 DK.

Ar. Thesm. 17 6@BaAuov dvtippov HAiov Tpox®; Anacreontea 26, Pind. Paean. 9, fr. 52k. 1-2 Snell-

Maehler, Soph. Tr. 606.

Bl In Il 14.294 Zeus' seduction is described, Od. 4.150, 19.446; Hes. Th. 826-7; Sapph. Fr. 31 LP (for a
detailed analysis of Sapphic erotic language, see Lanata 1966), Pindar fr. 123, 2-3 and 10-12 Snell.

B2 Soph. Aj. 69, Ag. 469-70, 742-3; Eur. Hipp. 525-6, Andr. 1179-80, Hec. 367-8, 1104, Her. 130-2; regarding
the role of the erotic gaze in tragedians, see S. Durup 1983, 143-149.

3 A 86 (especially Theophr. De Sensu 7-8, 14, 18-19), B 84 DK; B 89, 109a DK.

" However, some more recent interpretations emphasize the receptiveness of the eye versus its
activity in Empedocles’ theories, as noted by Cairns 2005, 138 n. 54.

1% Aristot. Sens. 2, 437b10-438a5.

¢ PL Tim. 45bd and Theaetetus 156ab.

57 Chrysipp. SVF 2.866 (see Goldhill 2002, 377); Gal. De Plac. Hyppocr. et Plat. 7.5 (5.618-28K).
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interactionist theories are Democritus and the atomists,"® who believe in a purely
passive role of the eye, seen as the recipient of eldwAa generated by the viewed
object. Aristotle’s theory’ involves the coloured object of vision affecting on a quality
level both the transparent medium between object and viewer, and the eye itself:
while he firmly rejects the theories of his predecessors, the remains of those
materialist ideals remain in his theory, too, since the qualitative change made on the
medium and on the eye is still of material nature.

In an erotic context, emanationist theories apply to the eyes of the beloved
issuing arrows or fire towards the lover, a common image in epigrams.'® The activity
aspect is present, as well expressed in epigrams such as Meleager AP 12.101.1-3,'*
where the very aware Mousey (the poet’s beloved) takes ownership and brags about
his conquest. However, the beloved does not always play an active part consciously,
but could unconsciously be spurring desire (although not actually emitting effluences)
in the lover (who is receptive), so the situation may be one of unaware activity (or
passive activity!), as for instance the one in which Paris finds himself in Eur. IA 584-6
&v avtwnoig PAepdporg épwta T Edwkag Epwti T'adTog entondng, “kindling love in
Helen's entranced eyes and feeling its flutter in your own breast”.'*

The lover, paradoxically, can also end up being the victim of the beloved’s
gaze, and surrender to the power of Eros, as in AP 12.199. In such scenarios, love
becomes a passive experience for the helpless lover, in a curious twist of roles, as
explained by Plato’s Phaedrus.’® Here, eros is explained as a physiological process
involving anoppoat from the body of the beloved entering through the lover’s eyes
into their soul, and thus causing the lover’s desire.'* This concept is beautifully

expressed by Musaeus in Her. 94-95 KAAAOG yap TEPIMUOTOV AUWUNTOIO YUVAIKOG

% Democr. A 77, A 135 (Theophr. De Sensu 49-55), B 123 DK.; Leucipp. A 29-30 DK; Epic. Ep. 1.49-50;
Lucr. Rer. Nat. 4.26-468.

19 Arist. De anima 2.7, 418a26-419b3, De sensu 2, 437a19-438b16, 440a15-20, and especially his example
of the eye of a menstruating woman causing discolouration of a mirror described in De insomniis
459b27-460a26. See Cairns 2005, 139 n.58. Also in Heliod. Aeth. 10.14.7, a mother having intercourse
in front of a picture of Andromeda is the cause of her daughter’s pale skin.

1% Meleager AP 5.96, 12.63, 12.72, 12.106, 12.110, 12.144, Rhian. AP 12.93.9-10.

1 Pparticularly interesting are two epigrams of Meleager, AP 12.109, in which Diodoros, the beloved,
while busy emitting flames towards young men is, in his turn, hunted by Timarios’ greedy eyes,
and 12.113, where Eros himself (the darting god par excellance) is captured by Timarios’ eyes. In
these cases, the active energy emanating from the beloved towards the lover is diverted by the
effluences issued by another (unconscious) beloved.

2 Trans. E.P. Coleridge. See also Soph. fr. 474 R and Pind. fr. 123.204 SM.

163 P]. Pheadr. 251bc; also in Crat. 420b.

" Nonnus defines the eyes always as oxetnyol épwtwv, the love’s “irrigation ditches”, see Gigli-
Piccardi 1985, 73-75, and Giomi 2003, 375.
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d&0tepov puepdTESTL TEAEL TTEPOEVTOC O16TOD. OPBAAUOG & 006¢ éoTiv: ar’ dBaApoio
PoAdwv kaAAog dAwsbaiver kal €mi @pévag avdpog 0devel, “ the bright beauty of a
chaste woman reaches mortals sharper than a winged arrow and eyes mark its path.
From the glaring gaze beauty slips out and makes its way down to the man’s heart”.
This almost medical theory is in line with the notion that some diseases were
transmitted by eyesight, like ophthalmia and epilepsy,'® and with the belief that eyes
could be the vehicle of various affections, benign like eros, but also malicious ones.*
This is the case of @B8dvog (envy) and Packavia (evil eye), a well-established

superstition that Plutarch and Heliodorus attempted to substantiate scientifically.'”

'®® identifies the main difference between the eye’s role in a context of eros and

Cairns
in a context of envy in the fact that the eye of the beloved, who spurs desire in his
lover, does so in a passive or unaware manner, while the possessor of the envious eye
is actively malicious and means to affect the other maliciously.'® In fact, rays emitted
by the eyes, which are the gazes of the mind in Neoplatonism, are fatal for the eyes’
owners, when they are addressed in the wrong direction.'”

When we are dealing with €pog, the emanationist theory applies best, as the
lover’s eye is a vulnerable recipient of the effluxes issued by the beloved’s looks,
which generates the pathos in the lover’s soul. Vice versa, in the case of a malicious
emotion (like envy or the evil eye), the active emissionist theory applies, as it is the
agent (i.e. the possessor of the envious eye) who is the victim of the pathos of the

soul.’”?

172 is the preferred scientific base for the erotic process

The emanationist mode
as presented by novelists. However, in novels the emissionist theory also plays a role
in that the lover’s eye, passive recipient of the effluxes emanated by the beloved, is

constantly hungry for the beautiful,” as in Heliodorus 7.75, where Charikleia spots

' Heliod. Aeth. 3.7.4; [Alex. Aphr.] Probl. 2.42. Theophr. Char. 16. 14

1 Resentment travels through the eyes of Medea in Ap. Rh. Arg. 4.1669-73.

7 Plut. Quest. Conv. 5.7; Hel. Aeth. 3.7.5; Dickie 1991 deals with the question whether Heliodorus
depended on Plutarch, and on Heliodorus’ ironic re-elaboration of Plutarch’s passage.

'8 Cairns 2005, 140-1.

1 For Neoplatonic interpretations of the sick or weak eye as a metaphor for the impure soul which
cannot elevate to the knowledge of God see Giomi 2003, 366-67.

7 Giomi 2003, 371, on the interpretation of Claud. Gig. 21-22.

78 Plut. Quest. Conv. 681 A-E. See Cairns 2005, 140-41.

2 Simon 1988.

7 Xen. Symp. 1.9-10, where Callias and the other onlookers are drawn to Autolycus, and none of them
remained untouched by his beauty (tot AOToAOKoL TO K&AAOG TdVTWYV ETAKE T&G SPELg TPOG adTV:
ENEITA TOV OpWVTIWV OVJELC OVK Emacyé T1 TV PuxnVv U €kelvov); AP 5.100.2; Meleager AP 12.92;
Heliod. 1.2.5; Luc. Imag. 1.
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Theagenes from a distance and is stung by his sight, and 7.7.7, where the same
happens to Theagenes. Chariton states this clearly: &t yap 1dov €pwtog 10
@uA\dkoopov, “it is characteristic of Love to indulge in display” (6.4.3), explaining how
Love is the one instigating the desire to view the beloved in the lover: 6 "Epw¢ a0t ...
Evlov mapwv kal Aéywv “olov fv £vBdde KaAlipdny i8¢eiv, “love entered the King's
thoughts, whispering to him, “How wonderful it would be to see Callirhoe here” (6.4.5,
trans. B.P. Reardon).

This two-way affection explains how the process of falling in love in the novel
happens in a simultaneous and mutual manner, where each character is affected by
the other’s beauty. So, although the eye of the beloved, even if dispassionate and
unaware, has the power over the lover, and the eye of the lover is impotent, in the
first meeting’s scenario both parties undergo the same passive experience.”’* This is
what happens, for instance, in Achilles Tatius, where the reciprocal glances generate
eidwAa, and anoppoai emanating from the beloved’s body enter the soul of the lover
through their eyes, generating a sea of affections.””” The impressions received by each
other’s eyes are said here to be greater than ta é£pya, intercourse itself.”® A
contemporary of Achilles, Clemens of Alexandria, condemns wrong looking as sinful
just as much as wrong acting (discussing of idolatry), since worshipping a statue is

considered by him short of copulating with it."”’

So how does Helen and Paris’ behaviour compare to the above described processes of
erotic physiology? Helen appears smitten from the very first moment she sees Paris:
she starts by looking curiously at the godly doors, and, as soon as she sees him she
invites him to sit on a precious seat. The very first response of Helen to the sight of
the beautiful stranger says much about her, and the speed with which she acts implies

the sight of Paris has struck her.

74 See Meleager’s above-mentioned epigrams AP 12.109, 113 and 144, However, in these cases the

empbhasis is simply put on the swap of roles between beloved and lover (the beloved is tricked and
becomes lover), not on the simultaneous and mutual falling in love.
> Ach. Tat. 1.9.4-5 (Morales 2004, 130-5): this passage will be examined later in the chapter; 1.4.4-5
KAAAocg yap 0&0tepov Titpwokel PEAOUC Kal 1 TOV OPBAAUGDV €1 TRV YUYV KaTappel  dPOAAUOC
Yap 680¢ EpwTikG Tpaduatl, mévta 8¢ ue gixev Opod, Emaivog, EkmAnéig, Tpduog, aidwe, dvaideia,
“For beauty’s wound is sharper than any weapon’s, and it runs through the eyes down to the soul.
It is through the eye that love’s wound passes, and 1 now became a prey to a host of emotions:
admiration, amazement, trembling, shame, shamelessness” (trans. J. J. Winkler); also see Heliod.
3.5.4-6.
davrtaoia is a Stoic technical term, which plays a critical role in Achilles Tatius’ novel (Goldhill
2002, 377-9).
Y7 Protrep. 4. See Goldhill 2002, 381-2.
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The immediacy with which Helen is stung by eros is a standard phase of the

1,”* where the two young protagonists

process as described especially in the nove
usually meet and instantly are hypnotized by each others’ eyes, as in Ach. Tat. 1.4.4 wg
8¢ eidov, e0BV¢ dnwAwAerv.””” The motif, however, was not new: in h.Aphr. 56-7,
Aphrodite sees Anchises and instantly falls for him tov &1 &neita idoboa @iAouperdng
Appoditn npdoat’, EkmdyAwc 8¢ katd pévag Tuepog eihey.

It is worth considering further the timing of Helen and Paris’ falling in love
process: Paris had been prey to desire since before their meeting, and pursuing “the
one whom he had not even seen” (193), because Aphrodite had described her to him
as a lovely bride (164). He himself admits that he has heard of her reputation (294-
5)."% In novels, characters’ fame can drive desire for each other even before they
meet,”™ as it happens in Xenophon of Ephesus 1.2, where Anthia and Habrocomes long
to meet after they learn about each other’s reputation (Habrocomes, as will happen

with Paris later, is compared to a god for his beauty). The process is well explained in

Ach. Tat. 2.13.1-2;

o0ToC dxoVwV THV Twotpdtov Buyatépa eival kaArv, idwv 8¢ oddémote, HOeAev abT®
TavTnV yevéoBal YUVaiKa ... TOOAUTN yap TOIC AKOAGOTOG UPPIC, WE Kal TOI¢ WolV €1i¢
EpWTa TPLPAV Kal TaOTA TACXEWV ATO PNudTwY, & Th Puxfi tpwbévteg drakovodov
O0@BaApol... avamAdttwy yap £avt® TAG madog tO KAAAOg Kal @avtalduevog Ta
adpata EAabe o@Odpa kak®G drakeipevog.

He heard people speak of Sostratos’ daughter as a beautiful woman, and, although he
had never seen her, on this basis alone he wanted her for his wife...Such is the
audacity of men with no self-control on them! They can fall in love with a rumor and
suffer with their ears the agonies usually experienced by the soul from love’s wounds
in the eye..By indulging phantasies of her beauty for himself and forming an
impression of the unseen, he sank by imperceptible degrees into a miserable state.

In Lucian Paris is also so charmed by Helen before he has seen her that he thinks he
can see her: mAfv €p® ye 1N tiic EAEvNG kai ol 01d’ Smwg kal 6pdv adThv ofopat,
“but 1 am in love with Helen already and I do not know how but I think I see her”
(Dear. Iud. 15). The key to understanding Paris’ desire for Helen is precisely in those

eavtaciar mentioned by Achilles Tatius, the same ones that Cleitophon, in 1.9.1,

7% Rousset 1984, 14-15 and chapter 8; Fusillo 1989, 197-9.

17 Chariton 1.1.6 Taxéws o0V mdBog épwTikodV &vtédwrav dAArAo1G, and Heliodorus 3.5.4 duod te ydp
GAARAOLG EDpwV 01 VEOL KAl TjpwV.

Instead, Helen develops feelings of desire for him (Tlapiv noBéovoa 278) only after seeing him.

81 Fusillo 1989, 198.
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mentions to his cousin Cleinias: ndvrtote Aevkinmnv @avtalopal, “impressions of
Leukippe face me all the time.”** Reputation, then, as well as the sight of the
beloved’s beauty, can also create impressions in the lover’s soul, and these can drive
desire.

Helen’s first reaction is to invite the stranger into her house immediately. The
sight of Paris and the calling him inside are in fact contemporaneous (wg 1dev, (g
éxdAeooe 257); Helen leads Paris into the heart of the house (257), and then sits him on
a silver chair that has recently been made (veomnyéog OdBev €8png apyvpéng 258-9).
The reader can immediately see the effects of the sight of beauty on her by her search
for a contact. In the two famous precedents of the scene, the heroines behave in a
similar way: Penelope had Odysseus (still disguised as a beggar) sit on a well-polished
chair covered in fleeces (0d. 19.97-102), while Medea reached for Jason’s hand in
Apollonius (Arg. 3.1067-8). In Heliodorus, too, Charikleia hands a torch over to
Theagenes as soon as they meet: tv 3dda OAkdtepov 1 uev évexeipilev 6 d¢
vnedéxeto, Aeth. 3.5.5.

Helen is instantly affected by eros through vision and rushes to bring Paris
into her own personal space, eager to find out more about the beautiful stranger; she
wants to question him about his ancestors and his origin, like Penelope wanted to ask

Odysseus questions (¢8éAw &€ pv e€epéecban Od. 19.99).

The next phase of Paris and Helen's meeting involves staring and recognition, two
standard stages in scenes of lover’s first encounter, codified by the novel especially:
Helen tries to find something familiar in him; she searches his appearance hoping to
recognize someone she knows. I have mentioned earlier how the eye of the lover is
constantly hungry for the beautiful: we now find that Helen cannot satisfy her eyes
with gazing (képov & ok eixev dnwnfg 259). Once emanations of the beloved’s beauty
have travelled through the eyes into the lover’s soul, emotions start to flow inside and
staring becomes the vehicle through which they show on the outside, starting with
gnawvog, the admiration mentioned by Achilles Tatius 1.4.5, where Cleitophon admits:

TOUG O& OPBAALOUG A@EAKELY UeV amd TAG kdpng EPraldunv: ot 8¢ ovk fBeAov, GAN
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Goldhill 2002, 377-8 highlights how the passage expresses Stoic theories, which privileged viewing
as the access to knowledge of the world. As noted earlier, pavtacia and @avtalouar are technical
terms in Stoic and other materialist ocular theories, and define the impact which, in the form of
impressions, the external world has on the viewer. The same concept is also expressed in Chariton
6.4.7 tadta avalwypap®v kai dvamAdttwv &€ekaieto o@ddpa, “Painting this scene in his
imagination, the King burned with passion” (trans. B.P. Reardon).
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avOeiAKoV £auTOUG £KET TM TOD KAAAOLG EAKOUEVOL TelopaTl, Kol TENOG Eviknoav. “My
eyes defied me. I tried to force them away from the girl, but they swung back to her,
drawn by the allure of her beauty, and finally they won”. Chloe, like Helen, also stares
at Daphnis, captivated by his beauty: | uev yap yopuvov op&oa tov Adgviv €’ &0povv
Kai évéminte 16 KaAAog (Long. 1.24.1).

Staring is probably the most intense pleasure lovers can achieve before
intercourse; however, in the erotic visual language of antiquity this translates into an
even superior pleasure. The scientific explanation for this is given by Achilles Tatius

1.9.4-5;

o0k 01dag oidv éotiv Epwpévn PAemopévn: pa{ovcx OV epywv £xet mv ndovnv.
ocp@a)\pm yap cxM\n)\om avmvaKAwpwm cxnopartouow WG &V Katontpw TV
cWHATWV Ta eldwAar 7 8¢ ToD kdAAoLG amoppor), &’ adTGOV €ig TRV Yuxnv
Katappéovoa, Exel Tiva uiliv v dmootdosr kal OALyov 0Tl TAG T@V 6WHATWYV PiEews
KA1VH Yap £0TL CWHATWY CUUTAOKN.

You have no idea how marvellous a thing it is when a lover is looked at. It is a greater
pleasure than the Business. For the eyes receive each other’s reflections, and impress
from there little images as in mirrors. Such an emanation of beauty, flowing down
through them into the soul, is a kind of copulation at a distance. This is not far from
the intercourse of bodies. For it is a novel kind of embrace of bodies.

Helen’s hungry eyes at the sight of Paris make sense in a time of voyeuristic
scopophilia such as late antiquity.'® Nonnus, as seen in Chapter 2, indulged in detailed
descriptions of erotic fascination, rapes and wounded bodies: see, for instance, the
lengthy descriptions of Hymnus staring at Nicaea’s body in Dion. 15.220-54, and of the
Indian staring at the dead Bassarid in 35.37-43.

Besides the erotic nature of Helen’s looking in terms of pleasure versus the
sexual act itself, some considerations can be made around the context of gazing and
the gender of the viewer. Hawley deals with the male body as the object of the gaze of
both the audience and other characters.”™ 1 have discussed earlier on which
exceptional occasions it was considered acceptable for the male body (or corpse) to be
looked at. For female viewers, it was considered acceptable to gaze at men only in

185

certain contexts, such as when the gaze was not one of erotic desire,”™ and in

¥ Harries 1994, 65, Agosti 2006b, 352.

8 Hawley 1998.

18 For instance in the case of Euripides’ Medea, who considers it a wife's duty to look at her husband’s
soul (Med. 247), see Hawley 1998, 90.
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situations of disguise,'™ with the consequences described by Hawley,” i.e. that

masculinity is only expressed/able by female characters in tragedy as an inner

188 (

quality'® (such as strength or courage), and femininity by male characters only as

' (such as the garments or the moves). This is all in line with

exterior attributes
Aristotelic theories that masculinity is stronger while femininity is weaker, with
social conventions of the fifth century BC, according to which females are second
class, and with audiences being composed of all male spectators, mainly Athenians
and of various social classes. In the context of erotic gazing, the female gaze was
generally avoided by male characters as threatening, as we have seen in the case of
Euripides’ Hippolytus Kalyptomenos, who veiled his head not only (as traditionally
interpreted) because he was trying to avoid religious pollution, but also, in light of
recent theories, because he did not want his masculinity to be threatened by
Phaedra’s look of desire. Hawley contrasts Hippolytus to Odysseus, who, although
beautified by Athena before his meeting with Nausicaa (a female viewer) in 0d. 6.223-
35, is not feminised nor is his masculinity threatened at any stage, therefore, in epic
there was no serious concern about gender as there was in the fifth century BC.

What about Paris? Is he feminised through the scenes of his toilette, his beauty
glorified by the poet’s compliment, and especially now, under the scrutiny of Helen’s
gaze? Paris’ masculinity does not appear to be jeopardized by any of his vain features
(the hair that he does not want the wind to ruffle, the feet that he doesn’t want to
dirty, his pastoral attire) nor by Helen’s look, although he is unquestionably the object
of her gaze, and not vice versa. His beauty is the undisputable object of desire here,
while the notion of her beauty reaches him only through her reputation via
Aphrodite. This represents a radical twist versus classical tradition, where Helen’s
beauty was normally the object of the gaze and desire of men; however, from
Hellenistic times on, differentiation in the viewer’s gender seems to have disappeared:
Medea looks straight into Jason’s eyes (avédpakev Supactv &vnv, Arg. 3.1010), and for
a long time.”™ In the novel, females gaze as much as males, which shows that there is

no longer a boundary between genders in terms of who should be the object of the

1% As in Aesch. Choeph. 563-4, see Hawley 1998, 90-1.

7 Hawley 1998, 85-95.

' As Aeschylus’ Clytemnestra.

As Agathon in Aristophanes’ Thesmophoriazusa.

Medea looks at beautiful Jason for the whole scene (956-1162), and she also shows the physical
Sapphic symptoms of love: her heart misses a beat, her vision is blurred, she blushes (962-965 and
1009-10). For a focussed analysis of the nature of their visual interaction see Cairns 2005, 132-33.
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gaze and who should do the looking: in Longus, for instance, both Daphnis and Chloe
look at each other at various stages, as in 1.24.1-2.

One other consideration links, once again, our Paris to Apollonius’ Jason: first,
he happily plays a secondary role as the acquisition of the Golden Fleece is mainly
achieved with the aid of Medea’s magical powers, and when the Fleece is attained, his
delight is compared to that of a napbevog who sees the full moon caught in her fine
dress (Arg. 4.167-73). As Hunter noted, rites de passage often involve sexual reversal,
and it is paradoxical that, precisely at the time of Jason’s biggest achievements (the
Fleece and Medea), he is compared to a young girl to mark his transition into
manhood. Apollonius’ Jason is at a crucial transitional stage: “halfway between Apolo,
the model kouros, and the war-god Ares (Arg. 3.1282-3)"."" Colluthus’ Paris, a multi-
faceted character as we have seen in Chapter 2, does not suffer either from these less-

than-masculine attributes.

The hunger for gaze is closely connected to the next motif, that of recognition
(Gvayvapioig). In Hel. Aeth. 3.5.4-5, the prophet Calasiris explains the reasons why two

souls seek to find something familiar in the other’s features:

womep THG YPUXAG €K TPWTNG EviedEewd TO Guotov émyvovong kal mpog To kat’ afiav
oikelov mpoadpauovong. Mpdtov pév yap abpdov Ti Kal ENTONUEVOV £0TNOAV ... TOUG
dpBaApovg ateveig €l moAL kat dAMAAwv mrgavteg Domep el mov yvwpilovteg H
186vteg mpdtepov Taic pvrpaig Gvaneundloveg

As if the soul recognized its kin at the very first encounter and rushed to meet that
which was worthily its own. For a brief second full of emotion they stood motionless
... and while they gazed hard into each another’s eyes, as if remembering whether
they had previously met somewhere or seen each other before.

As per Dickie, Heliodorus’ passage owes to Platonic theories (Phaedr. 249d-253c),
according to which the soul fell due to the weight of men’s corruption, but gained
wings again once men got in touch with the beauty emanated by a boy." The soul
then remembers the time when it was in touch with truth, experiencing Sapphic
symptoms (fr. 31 LP) of erotic turmoil such as blushing, pallour, dismay, obsession,

and cannot live apart from that person, who has become its link to return to the
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Hunter 1988, 451-3. On war-like Jason, see especially 442.
92 Dickie 1991.
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> This is why the two lovers recognize (or try to recognize) themselves from

divine.
an obscure past, rather than knowing each other for the first time. Beauty is then the
ennobling mean that spurs a memory of the divine in the lover, and in Heliodorus
these Neoplatonic concepts are expressed clearly.” Heliodorus also codifies the
process of falling in love as a result of divine predestination, highlights the Sapphic
symptoms in the so-called phase of exchange' between the two lovers,”” and more
importantly updates Plato’s theory by applying it to female beauty."”

Colluthus does not put Helen through all the visible Sapphic symptoms of eros,
although she is stunned and shy (267) and her inner turmoil shows through her visual
behaviour. Later, she picks up courage (Bapoficaca 307 and o0 tpouéw 316) and
addresses Paris again as a stranger (but this time using the epic model of vocative
preceded by ®),"® like Hero does with Leander insistently in Mus. Her. 123, 174, 178
and 181. Her staring and immediate attempt to recognize the stranger can thus be
translated as her soul recognizing the person who is able to reconnect her to the
divine; what is more, her own process of falling love is also predestined by Aphrodite,
like that of Charikleia and Theagenes in Heliodorus."

Helen first thinks that she is looking at Eros, and then she realises that it is not
him; then, she sees no quiver of arrows and keeps searching Paris’ beautiful face with
her eyes, trying to see Dionysus. But she does not manage to spot any swollen fruit of

the vine, spread upon his well-proportioned gracious head (260-6):

' Fusillo 1989, 199-200.

" Hel. Aeth. 1.4, 3.45.4 and 5.7 see Giomi 2003, 374.

' Rousset 1984, chapter 6 (especially, 120) defines as “exchange” the phase in which the two lovers
throw signals at each other, such as making a spectacle of themselves: for instance, Anthia (in
Heliod. Aeth. 1.3.1-2) offers as much as it is possible of her body for Habrocomes to see, forgetting
what the appropriate costumes for a virgin like her are (see also Fusillo 1989, 198-99).

Hel. Aeth. 3.5.5-6 eita éueidiacav Bpaxd Tt kai kAentduevov kai uévn ti Sraxdoer tod PAéupatog
g\eyxduevov. "Eneita Gomep kata1deoBévteg TO yeyovoe émuppiacay, kai abBig, Tod mdBoug oipat
kal Vv kapdiav émdpaudvrog, wypiacav, kai AmAGC pvpiov €id0¢ év dAlyw 16 Xpdvw TAC SPeIC
au@oiv énemAavnon kal uetafoAn mavroia xpowd¢ te kai PAéuuatog thA¢ Yuxic TOV odAov
katnyopodoa, “Then they smiled a fleeting, furtive smile, discernible only as a slight softening of
their expressions. And then they blushed, as if they were embarrassed at what had occurred, and a
moment later - I suppose as their passion touched their hearts - the colour drained from their
faces. In short, in the space of an instant, an infinity of expression passed across both their faces, as
every imaginable alteration in complexion and countenance bore witness to the waves that
pounded their souls” (transl. ]. R. Morgan).

Plato never admitted this as a possibility (Plut. Amatorius 766e-f).

Giangrande 1969, 153 aligns to Helen’s newly found courage the use of this specific Homeric
(Giangrande 1968) module, not used by him before at 268.

The falling in love process is inserted into a ritual context: Charikleia hands over to Theagenes the
torch to set the sacrificial fire.
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d&AAote &N xpvogiov dioapévn Kubepeing

KoDpov omimevey Badaunmdélov—oPe & avéyvw,
0¢ 0Ok oty "Epwe BeAéwv & ok £ide Qapétpnv—
oAkt &’ ayAainolv EuyArjvolot TPOCWTWV
nantaiverv £éd6keve TOV NuePidwv PaciAfior

AN oUx fuepidwv Badeprv £80kevev OMpnV
TEMTAUEVNV XaplevTog émt EuvoxTol Kaprvouv.

In the space of a few lines we have multiple references to eyesight again, highlighting
the intensity of her gaze, at the same time inquisitive and full of desire. 'Omnedw
alludes to Helen's curious, spying gaze; avayryviokw excludes all possibilities of a
recognition of Eros; mantaivw adds a touch of fear in her eyes; dokevw goes back to
the inquisitive look. Helen’s emotional turmoil is made visible to readers through the
nature of her various glances, and visual behaviour here displays on the outside the
emotions that the woman is experiencing on the inside: curiosity, desire to recognize,
fear.

The famous antecedent of this recognition scene is Penelope, who hesitated

for a long time when she faced Odysseus upon his return in 0d. 23.93-5:

1 & &vew v Noto, Tdpog 8¢ ol fTop Tkavey:
SPer § &AAote pév uv evwnading Eoideokey,
dAAote & dyvwoaoke kaka xpot elpat’ £xova

She sat for a long time in silence, wonder filled her chest; looking at him, at times she
recognized him clearly, at times she did not, covered in rugs as he was.

Another very visual scene of dvayvwpioig is in Euripides, where Menelaus struggles to
believe what he sees, and Helen challenges the truth that comes from sight.”®

Helen attempts to recognize one of the gods through her memory of paintings
or sculpture, as it happens with Anchises in h.Aphr. 92-9, where the hero wonders
whether the beautiful lady he is looking at (Aphrodite) is Artemis, Leto, Aphrodite,

Themis, Athena or one of the Graces. On this occasion Aphrodite candidly lies about

20 Eur, Hel. 557-80 tic €1; Tiv’ &Yy onjv, yovai, npocdépkouat; /[... JEAévn o dpotav 81 udAiot’ idov,
yovai / [...] o mov @povéd uév e, td 8’ Suua pov vooet; / [EAX.] o ydp ue Aedoowy onv Sduapd’ dpav
dokeig; / [Me.] 10 oy’ Suowov, 1o 8¢ cagéc y' dmootatel. / [EA] oxképar ti oot del mioTtewg
oageotépag; / [Me.] Eowkag obtor To0Td v &apvricopar. / [EA] tig odv 818déet o° &Ahog  T& o
Supata; “Who are you? What a strange vision I see before my eyesl![...] I look at you, woman: you
look exactly like Helen! [...] How is it possible that I can think clearly and yet I see hallucinations?
{Hel.} Look at me. Do you not realise that you have your wife in front of you? {Men.} Indeed you do
look like her, and yet evidence stops me from believing you. {Hel} Look harder: what other
evidence do you want? Who can know me better than you? {Men.} Yes, you do look like her, I am
not denying that. {Hel.} If you do not believe your eyes, what would you believe?”
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her identity, claiming that she is not a goddess, but a mortal, so that he will be
reassured about whom he is about to join (109-10).

Interestingly, the two divinities that Helen thinks of when looking at the
stranger in the Abduction are Eros himself, the one who is possessing her right now,
and Dionysus, the god to whom Colluthus had compared Paris for his beauty just
before his arrival (251-3). Both gods are associated with the mysterious effects of
divine power on mortal life, particularly in human minds and emotions,* so
Colluthus may have wished with this choice to underline the impact of both gods on
his heroine.

The fact that Helen also mistakes Paris for Dionysus reinforces Colluthus’
evaluation and makes the association with the god even stronger. The poet had also
hinted at Dionysus as a model of beauty earlier, where he had alluded to the god while
describing Apollo’s Bacchic hairstyle with the term Bdtpuc in 26.* The god is
associated with aggressive eros, like Pan.”” In the Symposium, Xenophon describes a
dance at the dinner party in which the god is mimed as he seats Ariadne on his lap,
kisses and caresses her, while she can barely keep her composure (Symp. 9.3-7).
Dionysus is also presented as a model for beauty in Longus on various occasions:
Daphnis associates himself to the god while attempting to demonstrate to Chloe the
superiority of his looks over Dorcon (1.16); later, looking at Chloe, he also thinks he is
seeing a Nymph from the cave, i.e. a bacchant (1.24.1). During the festival in honour of
Dionysus, some women compare Daphnis to Dionysus: Olov obv &ikdg &v €optii
A10VU00U Kal 0IVOU YEVESEL Ol UEV YUVATKES ... TG Ad@Vidt Tovg O@BaApovg enépaAlov
Kal EMVouV @G Ouolov t@® Aloviow O KAAAoG, “As is only natural at a festival
celebrating Dionysus and the birth of wine, the women ... stared at Daphnis and

complimented him, saying he was as beautiful as Dionysus” (2.2).%

2 This influence is predominant and recurrent in the novel, see Reardon 1989, 303 n. 26.

Colluthus’ model is Apollo as he appeared to the Argonauts who had just arrived in the Thyniade
island in Ap. Rh. 2.676-7 xpvoeot 8¢ maperdwv EkdtepBev / TAoxuol BoTpudevie( Eneppwiovo Kdvr
“and about his cheeks on both sides his golden locks flowed in clusters as he moved” (transl. R.C.
Seaton). He mixes the Apollonius model with a metaphor based on the expression pétpug... xaitng
based on Nonn. Dion. 1.528 BaBuounpryyog dAfjuova Bétpuv é0eipng, “a straying curl of her thick
hair”. In 12.179 Nonnus reveals the etymological game when he describes Ampelos’
metamorphosis, which also involved that Béotpuxa Bétpues foav, “the clusters of his hair were
bunches of grapes”. Colluthus also contaminates this metaphor with Dion. 18.12

%% Longus 4. 26.2 (Reardon 1989, 312 n. 36, 334 n. 362).

%% In the same circumstance, the men in the winepresses praise Chloe’s beauty and their jumping
around her is compared by Longus to the dancing of satyrs around a bacchant: 2.2: oi 8¢ év taig
Anvoig mokidag @wvag €ppintov £l tv XAV kal Qomep €l Tiva BAKXNV ZATUPOL UAVIKWOTEPOV
énfdwv. Daphnis and Chloe make sacrifices to Dionysus in 3.9.2; an ekphrasis of pictures at a
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The comparison of the hero to a god for his beauty in an erotic scene is not
new: in Homer, Odysseus wonders whether Nausicaa is a goddess or a mortal (0d.
6.149-52), while she thinks first that he is ugly, but then changes her mind: npdofev
ugv yap 81 ot derkéAiog Séat’ eivar, viv 8¢ Beoiotv £oike, Tol oVpavOV eDPLV Exovoty
(242-3). Anchises appears to Aphrodite as dépag abavdroiory £€01kWg in h.Aphr. 54-5,
and 6s@®v dno kaAAog Exovta in 77. In Chariton, Dionysius, Chaereas’ rival, mistakes
Callirhoe for Aphrodite while the girl is paying her tributes to the goddess.*”
Colluthus makes things more interesting here, by not introducing a simile,”® but
making the viewer seek for clues in the face of the stranger, and attempting twice to
identify him. By doing so, he steps closer to Heliodorus’ passage mentioned above and
thus to a philosophical clarification of the episode. Comparing the beloved to a god
means idealizing the beloved,” a process that is displayed (to continue with
Chariton’s passage) in Dionysius remembering every single detail about the girl while
lying in his bed unable to sleep (2.4.3), and in the famous scene of Medea re-seeing
images of Jason’s looks, clothes, but also his words. Here, the subjective
representation of Medea’s interiority is built through visual and auditory pictures
that return to her mind and that contribute to her belief that no other man is like
him.*® In the case of Colluthus, there is no time (within the short epyllion) for the two

lovers to remember each other: the focus is all concentrated on their first and only

temple of the god is described at 4.3.1-3 (and the owner of these pictures is named Dionysophanes,
a sort of deus ex machina who resolves the problems of the plot; Cleariste is compared by Reardon
1989, 338 n. 68 to Alcinous’ wife Arete in 0d. 6.305-15, 7.54-5).

2% Char. 2.3.6-7. When Dionysius hears the girl speaking, the similarity of her voice to that of a god
makes him fall in love: AaAovong 6¢ avtrg n Pwvn T Alovuoiw Bela Tig scpavr] LOVGIKOV Yap
£@BéyyeTo kal (omep Kleapaq anedidov TOV MyOV. anopneslc o0V kal éml mAfov OUAElv
katodeobeig aniABev eig v EmavAty, @Aeyduevog §on td Epwrti, “As she spoke, her voice seemed
the voice of a god to Dionysius; it had a musical sound, with the effect of a lyre’s note. He did not
know what to do; he was too embarrassed to continue talking to her; so he went off to his house,
already aflame with love*“(trans. B. Reardon). Sapph. Fr. 31 L.-P. @aivetai pot kfjvog icog 6€o1o1v
guuev' Gvnp; in Ap. Rh. Arg. 3.956-961, Jason is compared to Sirius for his beauty when he appears
to Medea.

In Longus, 1.24.3, Daphnis and Chloe attempt to find similarities between each other’s features and

nature: kal 1 u&v eikacev avTod TV KONV, 8Tt uéAarva, uoptoig, 0 8¢ ufAw to Tpdowmnov avTHC,

&t1 AevkOV Kai EvepevBEg .

%7 Fusillo 1989, 201.

i Ap Rh. Arg. 3.451-58: moAAa &¢ eupw / G wppaw 8ooa T spwtsq snorpuvovcn ps?xeon / nponpo &
&p’ oancx?\pwv €11 o1 ivddAAeto névra, / autoc 8’ oiog snv oloiof te cpcxpecw noro /oldt seup W 0’
€leT’ &ml BpSvou (¢ te BOpale / Hiev: o0dE TV’ GANOV dlooato moppvpovsa / Eupeval avépa Tolov:
&v obaot 8" aigv dpper / addn te piboi te uehippoveg obg dydpevoev, “But in her soul all the love’s
troubles were in turmoil: in front of her eyes still the images formed of every detail: the
appearance of Jason and his clothes, how he spoke how he sat, how he moved to leave, and while
she was thinking it seemed to her that no other man was like him; his voice and the sweet words
that she had heard always kept returning to her ears”. Paduano and Fusillo 1986, 437 and Fusillo
1989, 201.
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meeting. Thus, by making Helen search for a god in her beloved, the poet may be
somehow anticipating what in Apollonius happens later; the effort that Helen makes
to recognize someone in Paris’ face works therefore as a sort of memory that she is

trying to retrieve.

The next phase in Paris and Helen’s meeting involves Helen's astonishment
(BauPrioaca 267) and her questioning Paris about his provenance. Helen’s amazement
represents another standard erotic symptom: in Heliodorus, both lovers also stand in
amazement when they first meet: p&tov pev yap aBpdov 11 kai Entonuévov Eotnoav
(Aeth. 3.5.5). This phase is particularly crucial as it denotes visual interaction:** The
intensity of Helen’s gaze comes back to her in the form of astonishment: Baupéw
expresses a stupefied wonder, and it often describes the reaction to some other visual
impact on the viewer.”’ For instance, in Homer Helen is amazed when Aphrodite, who
is looking at her with flashing eyes in an epiphany,*"" invites her to return to Paris: wg
oDV événoe Bedc ... Supata papuaipovra, Odupnoev (I1. 3.398).

Helen, once she has realised that she is not standing in front of Eros or
Dionysus, attempts to discover the stranger’s origins, again, by trying to fit the
stranger into a domain of her knowledge, as if putting the pieces of a jigsaw back
together. She organizes her speech in a rational way, first acknowledging his beauty
and thus assuming he may be a king, then proceeding to list the famous (and
beautiful) Greek heroes known to her, and concluding that she has never seen his face
before (268-77). In Il. 3. 234-35 Helen also claims she can list the Greek heroes.?**

Her first question (Ecive, moOev teAéBelg; £patov yévog eime kal Muiv 268)
echoes Medea’s question to Jason in Ap. Rh. Arg. 3.1071-2 gin¢ 8¢ por npdppwv t6de i
tot éaowv dwparta; In Heliodorus, Charikleia also inquires about Theagenes’ origins
(tivwv 8¢ gotiv i éBev;),”” and in Musaeus, Hero is also curious about Leander’s

origins (eine 8¢, un xpovYPng, téov olivoua Kal oéo natpnv 185). The interest for the

29 Constantinidou 1994, 11.

219 Prier 1989, 87-8.

21 Aphrodite’s flashing eyes are a traditional feature of the goddess’ beauty and a clue for her
recognition (she here appears disguised as a Spartan woman), see Constantinidou 1994, 12.
Kennedy 1986, 12 noted how however her inability to see and visually represent (in her web) the
heroes (for instance, she is unaware that her brothers Kastor and Polydeukes have died) reflects
the superiority of oral poetry, as the bard can represent also sound and dynamism, and is
omniscient.

Hel. Aeth. 4.5.5. Charikleia’s question also involves an interesting Freudian twist as she wants to
know about Theagenes “whether he looked at me with an evil eye or not”, as Calasiris had told her.
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beloved’s origins reveals a desire to approach, and become more familiar with, the
stranger.”"*

After excluding that the stranger belongs to the divine category, Helen
considers whether he may be a king, based on his beauty (dyAainv pév €orkag apilnAw
BaciAft 269) which has impressed her so much. Helen claims to know Deucalion’s
offspring, Antilochus, the lineage of Aeacus, and other heroes (Peleus, Telamon,
Patroclus and Achilles). She knows for a fact that he does not come from Pylos or
Phtia, and she reiterates that she is certain she has not seen the stranger before (aA\a
TenV ok oida map’ Apyeioiot yevéBAnv 270, and tenv & olk idov dmwmnv 273). The
line echoes Mus. Her. 76 toinv 8’00 not’ 8nwna vénv 1daviv 0’'anaAnv te, “but I have
never seen such a sweet and beautiful young woman”. Helen is trying to impress Paris
by listing the Greek heroes with whom she is familiar, perhaps noticing that her
beauty has not had the same effect on him that his looks have had on her. Paris’
beauty has clearly impressed Helen, but since he fails to react in a similar way, she
uses her credentials to gain his attention. Helen is also the most beautiful woman in
the world: she may be used to men’s attention or reaction to her appearance, but
nothing seems to be happening with this attractive stranger, and her mindset may be
“you impress me with your beauty, but who are you? Let’s see your credentials”. She
speaks from the height of her status as Menelaus’ wife, her reputation as the most
beautiful woman in the word, and her familiarity with famous Greek families and
heroes, while the stranger so far has only beauty to claim for.

Paris on his part has gained (in the eyes of the readers) a higher profile
through the various stages of his description: when he arrives at Helen’s house, we
already know that he is a prince, the son of Priam, and that he is beautiful, while
Helen does not know him. His status, however, is not demeaned by the fact that Helen
does not know who he is, as she claims to know only Greek heroes. Therefore, her
erotic gaze does not affect his status in any shape, differently from Euripides’
Hippolytus, who protected his purity from Phaedra’s gaze.””

At the end of her speech, Helen’s desire for Paris is finally declared (Tlaptv
noBéovoa 278): the contrast with Paris, who was desiring Helen since before their
meeting (193) is evident and based on power of both vision (in the case of Helen) and

of fame (for Paris). The prince-shepherd is the clear object of desire in the scene, as

A4 Fusillo 1989, 206.
5 Hawley 1998, 90.
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her eyes are fixed on him, while nothing is said about Paris’ visual behaviour towards

Helen.

Next, it is Paris’ turn to speak. His speech is articulated in two parts: first, he declares
his identity and his ancestors (280-90), and then he explains his role and the reason
behind is visit, urging Helen to leave with him.

His speech wants to be seductive and persuasive. The prince demonstrates
here what he has learnt from Aphrodite’s speech earlier; Colluthus adds rhetoric
skills® to his beauty and his status by making Paris a skillful orator. Helen’s brief
welcome (266-75) echoes the shrill pastoral music (Atyv6poog 278 - Aryvpnv 112 -
Atybmvoov 311), while Paris opens a honeyed speech (uethixinv fjueifeto yfpuv
avoi&a, 279) to Helen. He employs the same climax that Aphrodite had employed in
188-89 in 302-3, and in 300 he asks a rhetorical question and plays with the revealing
ambiguity of KUmpiv. Paris’s speech reminds us of Jason’s, who appears as a skilled
diplomat from Pindar (Pyth. 4.136-8) to Euripides (Med. 446-7, 455-6, 621-2) to
Apollonius (Arg. 3.385-96), especially in 2.621 and 1.294-305, where he employs
uethixiog énéecor and mapaPAndnv. However, such honeyed words, notes Hunter,
need not to convey the whole truth, but rather aim to comfort the listener, and
napaPAndnv is not associated with truth either (3.1078-101).?”” Readers, remembering
the impression of deceitfulness associated with Jason’s speech to Medea, would have

perhaps perceived Paris’ words similarly.

Odysseus had explained how a man may be inferior in looks (gi8o¢ dxivdvétepog) but
wrapped in beauty in his speech thanks to the gods (popenv &neat, Od. 8.170): in Paris’
case, beauty is not in question as we have seen. Odysseus had also decided to invest in
énéeootv pethiyiowot (Od. 6.143, 146, 148) to impress Nausicaa, instead of begging at her
knees; our Paris does not hesitate between options.

The prince relies on his ancestors and on their deeds to impress Helen: he
speaks of his father’s wealth, of his ancestor Dardanus, son of Zeus, and how he was
served by the immortals, Poseidon and Apollo, who built the towers of Troy (281, 289-
90), where as a prince he pursues the duties of his lineage (284). This last statement is

the only credit that Paris can claim for himself: he trusts his divine origins to impress

21 Harries 2006, 543 n. 94 notes how the whole speech is modelled on Theocr. Id. 18 (Epith. Hel.).
27 Hunter 1988, 446-7.
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Helen much more than anything else, failing to realise that his beauty has already
done that.

Through his confidence in the reputation of his lineage Paris attempts to
match Helen’s fame. To do so, he reveals his identity and re-creates his own kAéog
assuming the position of a self-singing bard, like when Odysseus*® sings among the
Phaeacians of his own glory, playing the unusual role of singer and object sung at the
same time.”" Paris’ self-introduction, however, appears closer to the speech of Aeneas
to Dido in Aeneid 1, a re-elaboration of the Odysseian passage: in Virgil, Aeneas, like
Paris, boasts about his Trojan origins (Coll. 280-83, Virg. 375-76); he is sent by sponsor
Aphrodite (294-5, 298 - Virg. 382 matre dea monstrante viam),””® and, before revealing
his identity (Coll. 285 - Virg. 283), questions Dido with two conditional clauses (280-83
- Virg. 372-6), of which Colluthus’ first echoes closely Virgil’s second: &i Tivd mov
dpuying évi melpact yaiav dxovelg, "TAtov 280-1, si vestras forte per auris Troiae nomen fiit

! His refined speech proves effective

375-76). However, Paris omits to state his name.
and stylistically superior to his previous rustic song (aypotépwv kKaAduwv Atyvpnyv ...
aodnv 112).

In the Homeric model, Odysseus is removed from the heroic context of battles
and prowess, so his speech presents a retrospective kA¢og (he has already fought at
Troy, thus his heroic achievements belong to his past), while in the case of Paris the
heroic successes are still ahead of him, and he cannot brag about his achievements in
the war even if he wanted to. He invests in telling Helen about his lineage because this
is all he has. Moreover, Odysseus makes himself proud of his d6Ao1, not his apetn.*
He needs a more universal type of kAéog, that goes beyond apetn},”” to defeat and
intellectually overcome the monsters he meets during his journey back home, and

now that he is about to tell the Phaeacians about his travelling adventures his

astuteness is all the more valuable as nobody cares about his physical appearance any

28 0d. 9.19-20 iy’ "0dvoee Aagptiddng, 6¢ maot d6Aoiory / dvBpwmoiot uéAw, Kai uev kA£og ovpavov
iKel.

2 Segal 1995, 204-5 highlights how kAéog identifies both the songs sung by bards in praise of gods

and heroes, as well as the eternal fame that lives forever among men and keeps the hero’s name

alive.

And so is Leander in Mus. Her.152 coi 8¢ ue Konpic Eneue.

21 Harries 2006, 544. A detail picked up by Helen who addresses him again as {eive at 308, like she had
done at 268, prior to his introduction: he remains a stranger to her. See also Giangrande 1969, 153
on the “cocky” use of vocative preceded by & here.

2 As per Penelope’s portrait in 4.725-6=4.815-16: mavtoine’ &petiiol kekaopévov év Aavaoiorv, /
€60A0V, ToD KAf0G €0pL kaB ‘EAAGSa kal péoov "Apyog, “who among the Danaans excelled in all
virtues, a brave man, whose fame goes wide through Hellas and the midst of Argos” (trans. Segal).

2 Segal 1995, 206-10 analyzes the hero’s ethic progression from apetr to kAéog.
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longer.” Paris, on the other hand, cannot claim any similar qualities yet, and even
when he does he is actually using his lineage’s deeds again (284). A further difference
between Paris and Odysseus concerns the audience of their speech: while Odysseus
asks Penelope (his beloved) not to ask about his lineage as this would bring back
painful memories and grief (0d. 19.116-18), Paris, in front of Helen, boasts about his
name, his ancestors and his fatherland, as heroes typically do in heroic (but not
necessarily erotic) contexts.””

Paris’ speech seems to reflect the emotional interaction of Jason’s speech to
Medea in Apollonius,”” when she asks him about his hometown: the hero specifies
that he also wishes to share information about his origins (el 8¢ tot rfjuetépnv
g&iduevan ebade matpny, e€epéw: uAAA ydp pe Kai avTtOV BLUOC AVWYEL, Arg. 3.1083-4).
However, while his sincerity is not questionable, what his speech reveals is the
superficiality of his feelings towards Medea, as he later on rhetorically asks what is
the point of telling her about his provenance, openly devaluing the importance of the
information: GAAQ tin Tdde TO1 HETAUWVIX TTAVT &yopedw, NUETEPOLG Te ddHOoVG, 1096~
7. This does not come as a surprise from aurjxavog Jason, a “disappointing” hero who
needs encouragement, reassurance, and the aid of Medea’s magical powers.”” Our
Paris also concludes his speech by asking Helen a rhetorical question about the
uselessness of the information he just gave her (o0k €péw ti 8¢ Téoo0V Emotapévny oe
d18d&w; oloba ydp, wg MevéAaog &valkiddg éott yevéOAng 300-1), thus showing a lack
of consideration and understanding of the real nature of Helen’s interest similar to
that shown by Jason towards Medea. Jason demonstrates in his speech that he views
Medea as her own father, and although she is reassured by his promise to bring her
away as his bride, his reply disappoints and mortifies her by showing a potential
exploitation of her feelings. Moreover, he positions her in a much lower place in his
hierarchy of values by only providing information she already has, and insisting not
on the erotic involvement with her, but on the political aspects of his role (especially

his deal with her father and the figure of Ariadne).

224

Il. 3.223-4: what a change from when Odysseus’ looks had impressed Nausicaa in 0d. 6.237; see
Constantinidou 1994, 4-5.

For instance, Glaucus speaking to Diomedes in II. 6.150-211. See Segal 1995, 207-8.

¢ Hunter 1987.

7" Hunter 1988 provides a thorough analysis of Jason’s “heroism”, which reads the behaviour of
Apollonian Jason against the offset of the Homeric model, rather than in light of what the poet
chooses not to say (a school of thought which has led to many interpretations of the psychology of
Jason from the perspective of modern concern with a central hero rather than with a pattern of
events- see for instance Beye 1982 and Vian 1978.
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The imbalance of Jason and Medea’s feelings appears clear from the start.”®
Although Paris does not have another priority as Jason has (recovering the fleece), his
interest in Helen is not purely erotic, but also based on his expectation of the prize
awarded to him by Aphrodite. Like Achilles in the Iliad, he demands what is owed to
him. He thus proceeds to announce to Helen what their respective roles are and what
the purpose of his visit is: he first presents himself as the dikaondrog bedwv, and
explains to her what his achievements are (i.e. settling a suit among the goddesses
and praising Aphrodite’s beauty, dxnyxeuévnotv €movpavinot dikdlwv Kompidog
ayAainv kal énnpatov fveoa popenv 292-3), then justifies his intentions by sealing
them with divine intervention (“it is Aphrodite who offered this prize to me”, 294-6)
and personal accomplishments (“I have endured to cross such seas”, fg &vexev
TéTAnka kal ofduata tdooa mepijoar 297). At this point Paris distances himself
completely from Helen by speaking of her in the third person,” as if she were absent:
his emotional detachment makes Helen a recompense (avta€iov) that is owed to him,
putting her in a similar position as Medea, an instrument to Jason. He then urges her
(in the first person plural) to marry him, but not because of her beauty or personality:

230

he is simply urging her to obey the goddess’ orders (298).”° What is more, he supports
his request not by begging her to reciprocate his desire, but by expressing his fear of
being humiliated by her refusal (uf ue kataioxVvelag, éunv un Konpwv éAéyéng 299).
Leander, in Mus. Her. 157, uses the same concept to persuade Hero: meifeo kai o0,
QIAN, un Konpdt ufiviv éyeipng. Paris concludes his plea with a clumsy observation

(302-4):

oV toial yeydaoly £v 'Apyeiolot YUVAIKEG,
Kol yap akidvotépoiorv defduevan pedéesorv
avdp@v eidog Exovot, vobor §’ EyEvovTo yuvaikeg.

Women born among the Argives are not like you: for although they grow with weaker
limbs, they look like men, and are just counterfeit women.

There is no reference to Helen’s beauty at all, and no visual sign to denote any

unspoken reaction of the prince at the sight of the most beautiful woman in the

228 paduano 1986, 505.

2 See Chapter 4.

Similarly, Jason's promises, including the one to marry Medea, appear only at the end of his
speech, as a somehow forced last resort to convince the girl to help him, in Ap. Rh. Arg. 3. 1122-30.
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world. Paris’ speech does not exude any erotic signal in his words or in his visual
behaviour, and does not match Helen’s interest in any form. All the clichés of erotic
meeting scenarios have been used by the poet in Helen’s behaviour, but not in Paris’,
and his speech demonstrates that he has read the woman’s hints all wrong. While she
is impressed by his beauty, he just speaks of his father and the gods who are his
friends, and relies on a divine command to persuade the lady to marry him. Similarly,
in Gorgias’ Encomium of Helen 19.4.1.3, Helen cannot fight back the eros generated by
her gazing over Paris’ body, and for this reason she is not guilty: Colluthus may be
exploiting a similar technique to balance responsibilities and to highlight to readers
what the reasons behind Helen's actions are. This erotically imbalanced scene
contrasts with the harmonious meeting of Hero and Leander in Musaeus, where the
poet not only highlights at various points how the two lovers read and respond to
each other’s signals (6 & &vd061 Buuov 1avOn, 6ttt 6oV cUVENKE KAl OUK ANEcEISATO
Kovpn 107-108, “he rejoiced in his heart because the girls had understood his desire
and had not rejected him”; ¢ & €patfic événoe yaligpova veduata kovpng 117, “but
the lover understood her weak signals”) but also theorizes the psychology behind
contradictory signals: @nAeing 8¢ Aéavdpog 6t #xAvev olotpov dmelAfg, €yvw
neibouévwv onuna napbevikdwy: kal yap 6t mbéototy aneideiovot yovaikeg 129-31,
“Leander understood the deep meaning of the girl’s threat and recognized in it the
sign of the girl’s surrender. In fact, when women threaten young men, this is almost a
preannouncement of loving affairs”,” and neifodg yap tdde mavta mpodyyela:
napBevikiig d¢ meiBouévng motl Aéktpov Undoyeoi €0t owwny| 164-5, “all of these are
signs of surrender, as silence is the promise of a young virgin persuaded to love”. In
contrast, Colluthus presents a one-way communication that reveals Paris’ disinterest
in Helen.

The lack of reaction to Helen’s beauty is not only evident from the fact that
Paris does not refer to her beauty (differently from Luc. Dial. Deor. 14, where, inquiring
about Helen, he asks noia 8¢ tnv 6y1v éoti; “what is her appearance?”), but also by the
fact that Colluthus does not describe Paris’ visual behaviour, while he provides plenty
of information about Helen's. Her obvious interest is imbalanced versus his

impassivity. Similarly, Helen’s entrance is described in detail during Telemachus’ and

%1 Note Colluthus’ reappraisal of olotpog in 97.
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Peisistratus’ visit to Menealus’ house,”” but not one of the present men looks at or
comments on her: Telemachus keeps crying, while Peisistratus and Menelaus are busy
with identifications and tearful memories of Troy. The most beautiful woman in the
world does not provoke any reaction in the whole passage. The common trait among
the two passages may confirm an established tendency to avoid precise descriptions
of Helen,”” as this could set boundaries to a legendary beauty, and may be in line with
the intention to entrust her beauty to the reputation of it, which would leave the
imagination of whoever hears of her run wild. So Paris, who heard of her from
Aphrodite, immediately creates pictures of her in his mind, and this generates desire
in him, but now that he faces the woman herself and can see her with his own eyes, he
does not react. The irony of this paradoxical situation is created by the expectation
that Colluthus has generated in Paris (the viewer),” and by his laconic and

emotionless reaction.

Helen now responds to Paris’ invitation with a behaviour that confirms an imbalance
between the two: his speech leaves her perplexed, speechless and stunned (305-7); she
then expresses admiration for Apollo’s and Poseidon’s intervention in building Troy’s
walls and she wishes she could see that (308-13).?* Finally, she orders him to bring her
to Sparta, and confirms her willingness to obey the dikaondAog Paris and Aphrodite’s
orders, a formal commitment (sealed by cuvBeinv 317) that goes beyond the fear of
her husband’s reaction (aypéo vOv Inaptnbev ént Tpoinv pe kouilwv. €Poual, wg
Kvbépera yapwv Pacideia keAever. ov tpouéw Mevédaov, Stav Tpoin Ue voron. toinv
oLVBeInV kaAAiopupog Evverne vOUEn 314-16).

Once again, Colluthus’ first concern is to describe Helen’s visual behaviour: she
fixes her eyes onto the ground (1 & €pdeccav ént xOovi nii€ev dnwmnriv 305), an initial
sign of her perplexity at Paris’ words.”® Antenor described Odysseus as he looked

down and concentrated before speaking words that fell onto the ground like

#20d. 4.120-37. Helen sits on a throne with a woolen rug, and a stool is placed under her feet. Only the
poet compares her to Artemis.

¥ In Euripides’ Helen 1087-8 and 1186-8, the only details provided about her looks are her long curly

hair (which she cuts) and white robe, which she changes for a black one before celebrating the fake

funeral rite for Menelaus.

And in the readers, who also “see” Helen now for the first time.

2 Her desire to come in contact with Paris is evident here, similarly to Medea’s wish to appear

unexpected at Jason'’s fireplace in Arg. 3.116-17.

Similarly Hero in Mus. 160: Map6evikn & d@Boyyog émt x06va nAiev dnwmnnv, and 169 moti yaiav

£XEV VEVOLOAV OTLWTH V.
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snowflakes.”” Hera and Athena also fixed their eyes before their feet (mod®v napog
Supat’ €mnéav, Ap. Rh. Arg. 3.22) before resolving to consult Aphrodite. Interestingly,
Jason and Medea both fix their eyes onto the ground, in a shared moment of modest
emotion (Guew & &AAote pév te kat’ ovdeog Suuat’ €pedov aidduevor, Ap. Rh. Arg
3.1022-3), but here, Helen is alone in her confusion.

Helen is lost for words (dnpov aunxavéovoa kal ovk fueifeto vouen 306),
struck by aphasia, another common symptom of the erotic disease.”® Sappho first
spoke of how eros makes one speechless,”” and the physiological process became part
of the standard framework.”*® Penelope was also silent and stunned at the sight of
Odysseus: 1 & &vew dMv foto, tdpog &€ oi Rtop Tkavev, “she sat for a long time in

silence, wonder filled her chest” (0d. 23.93) and she admits to Telemachus(105-7):

Bupdg pot évi otribecot téBnmev
o0& T1 mpoapactar dVvaual £mog ovd’ Epéeabat,
ovd’ e1¢ wmna 1déa0at Evavtiov.

My heart is filled with wonder in my chest: I am unable to say a word to him, or to
interrogate him, nor can I look at him in the face.

In Apollonius, being lost for words is no longer just a symptom of the erotic
phenomenology but also represents Medea’s inhibitory scruples:**' she suffers from
aphasia from the very first moment Eros hits her with his dart (trv & dueacin Aape
Buudv, Arg. 3.284), and she is speechless time and time again during the meeting.”
More significantly, the symptom is, once again, shared with Jason as they first meet in
a long moment of silence: T &’ &vew kal dvavdor épéotacav dAARAooY,* “So they

two stood face to face in silence”, while in Colluthus Helen suffers alone.

#7 L 3. 217-22 Onai 8¢ 1deoke kata xOovog Supata mREac... Enea vipddeoorv éokdta xeuepinotv. See
Constantinidou 1994, 3-4.

2% Fusillo 1989, 202.

2% Fr. 31.6-7 L.-P. &G ue @dvaic' ovd' &v £T' eikel, dAAAG kap uév yAwooa Téayet.

9 For instance, in Char. 2.7.4. Dionysius is speechless when he hears that Callirhoe is there (&xovoag
o0V 811 KaAApdn mdpeotiv, dpwvoc EYEVETo).

#1 Paduano 1986, 417.

%2 Ap. Rh. Arg. 1011 008’ &xev St tdpoiBev €mog mpotiuvdioaito, “she did not know what word to say
first”; 1063 olya; in 1137-8 even Medea’s maids watch her from afar, upset, and in silence:
queimolot puev omnrebovoat &nwdev oryfi dvidleokov.

3 Ap. Rh. Arg. 3.967-72. The two silent lovers are here assimilated to two oaks (the model is Sapph. fr.
47 L.-P., where eros is compared to the wind that shakes the oaks). This scene is particularly
meaningful as it marks the first emotional process shared by Jason and Medea as a couple
(although he will detach himself from the erotic turmoil very quickly, by doing so enhancing the
fragility and temporariness of their common grounds). The silence, which is a vehicle of inhibitory
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The way Helen looks at Paris, a mixture of desire, amazement and wonder, discloses
the inner turmoil eros is causing her. The meeting of Helen and Paris is clearly based
on the meeting of Jason and Medea narrated by Apollonius, a scene in which visuality
also plays an important role, and that is in turn based on the encounter of Odysseus
and Nausicaa (0d. 6.135-97). While Apollonius elaborates the Homeric passage,”** we
have seen how Colluthus plays with both these predecessors and with other models
from the novel genre. In contrast to the encounter of Jason and Medea, however,
Colluthus’ scene does not include details of visual behaviour for both lovers, but only
for Helen. The counterpart here (Paris) does not show any emotion, does not
communicate at all through his gaze, and, more importantly as this is an erotic
context, does not pick up on any erotic hint Helen is sending him, thus does not
respond to either visual or auditory stimulation. While Jason and Medea’s episode
focuses largely on the visual interaction between both characters to each other’s
speech,” in our epyllion the visual activity works one way only, from Helen towards
Paris. As discussed in Chapter 2, Colluthus suggests many roles for his Paris, but his
characterization does not quite fit any of idem. In particular, the poet plays with
Paris’ role as a lover, but we have seen in this chapter that his performance in front of
Helen, anticipated through allusions from the beginning of the poem, disappoints,
ultimately making him unfit (in the eyes of the readers) as a lover, too. However, the
concern with a central hero and with psychological and romantic expectations is
anachronistic here, and what should ultimately be considered is the character
expressing his thoughts through his actions within his context,** independently from
his audience’s expectations. Textual expectations are, as we have seen, a different

matter.

scruple as what is illicit is also ineffable, becomes then paradoxically the highest form of emotional
communication (Paduano 1986, 493).

My approach on the interpretation of Jason’s behaviour owes much to Hunter 1987 and 1988.

The same can be said for Catullus 64, see Elsner 2007, 21, who defines the carmen as “a poem full of
gaze”, where the visual attention is directed at both natural beauty (Ariadne), through voyeurism,
and artificial creation (the ship Argo) which can attract the viewers’ gaze as an unnatural excess, a
monstrum. Wonder directed at both these types of spectacle is typical of late antique poetry, see
Agosti 2006b, 361.

¢ Hunter 1987, 436-8.

244

245

168



5. The Abduction of Helen and Pantomime

In the previous section of this chapter 1 have discussed how Colluthus’ detailed
descriptions contribute to the theatricality of the story, and how the visual
interaction of the characters emotionally affects characters themselves and readers.
Colluthus introduces his characters with their trademark attire or a behaviour that
has belonged to that character in previous tradition (Paris with the goat’s skin) almost
as if this were an obligatory step, like presenting Heracles with his lion’s skin. This
observation leads to some potentially new reading keys for the text, such as the
possibility that the dramatic features of Colluthus’ epyllion may point to its
performative dimension or to an actual theatrical performance.

As discussed in Chapter 2, late antique epic is characterised by a recovery of
the most genuine classicism (so, in the Abduction, bucolic and epic tradition), but also
by a sort of revolution in its fruition, which implies public reading (hence the
influence of rhetoric genres such as invective). Agosti argued that, especially in Egypt
from the third century AD, poetry goes back to a pragmatic and performative
dimension that implies a close connection with the audience, in both contexts of
private literary circles, and on the occasion of public readings for festivals and poetic
contests.”” These occasions offered poets the opportunity to compete not only with
each other, but also with their poetic predecessors, engaging with tradition through
emulation as well as competition. These aspects appear clearly in Agathias AP 4.67-70
and Nonn. Dion. 25.27. The Dionysiaca, in particular, contains some episodes that were
suitable for public reading as they are independent (books 15 and 16: Hymnus and
Nicaea, and book 38 with Phaeton), and some small auditoria, which have been
recently discovered in Alexandria, seem the perfect venue for this type of reading.”*®

The epyllion contains some features that reflect conventional aspects of a
specific type of dramatic performance, pantomime,’* and that therefore draw the two
genres near. In this chapter 1 suggest that Colluthus intentionally chooses to
introduce in his epyllion these pantomime-reflecting features, and writes his text as if

it were a pantomime. The poet is aware of this extremely popular art form and wants

7 Agosti 2006a and 2008.

8 Agosti 2006a, 49. Like most cities of Roman Egypt, Panopolis had a theatre, which did not survive,
but is mentioned in Pap. Beatty Pa. 1.333,375 (dated to 298 AD); see Gonnelli 2003, 321 n. 4.

The uniqueness of pantomime’s features versus other dramatic genres such as tragedy will be
discussed under each subject. The Abduction’s features remind us only of the pantomime features,
not, for instance, of tragic features, as we will see below.
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to offer to his readers a highly visual and scenic tale that would help them re-create
the visual experience of a pantomime in their imagination. To do so, Colluthus
exploits some of the conventional features of pantomime, such as the organization of
the plot in individual monodramas (as, for instance, in the case of Hermione), and
stylistic instruments (such as the concretization and personification of ideal concepts)
that ultimately contribute to the dramatization of the myth. From this perspective,
the observations discussed in the previous chapter about visuality, projected onto the
stage, acquire a new meaning that doubles the role of the addresses, that of the poet
himself and the occasion: readers are also spectators, the poet is also a choreographer,
the text acts as a script, literary characters are also actors with roles.

A further claim I plan to make in this chapter is that the pantomime-like
features of the text would have then led to, and facilitated, a mise-en-scéne of the
epyllion on stage as a pantomime. Towards the end of this chapter I suggest a
conversion of the Abduction into an actual pantomimic performance by building an
experimental stage script for the text to be acted on stage: this exercise confirms the
epyllion’s compatibility with pantomimic performance and at the same time

corroborates the theatricality of the text.

In the next section, I present a brief history of the pantomime in late antiquity,
reviewing the main sources, structure, occasions, and venues in which it is
documented as a great form of entertainment.” Subsequently, I examine the

theatrical features that the Abduction shares with pantomime.

a. Pantomime in Late Antiquity

Ancient pantomime was a ballet-style dramatic performance where a single male
masked dancer (6pxnotng)*' impersonated mythical or historical characters
accompanied by a chorus or a solo singer singing a libretto containing the plot and

** The main sources of information about ancient pantomime are the dialogue

music.
De saltatione by Lucian of Samosata (125-180 AD), the Oration 64 of Libanius of Antioch

(314-394 AD), and Colluthus’ contemporaries Choricius of Gaza’s Apologia Mimorum,

2% 1 found especially useful Lada-Richards 2003 and 2004, Hall and Wyles 2008, Vesterinen 2007, Webb
2008 and 2009a, Liebeschuetz 1998, Greatrex 1999, and, for the relationship between Imperial
performance and Christianity, Lugaresi 2008. More recently, Manuwald 2013.

Vesterinen 2007, 61-2. Sometimes, as we will see below, accompanied by an assistant actor.

#2  Lada-Richards 2004, 17; Vesterinen 2007, 56.
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and Procopius of Caesarea’s Secret History. Nonnus’ Dionysiaca, particularly book 19,
also provides interesting information.

All sources admire the versatility of pantomime dancers: they not only had to
master the knowledge of the story but also had to be extremely skilled dancers and
effective communicators. Lucian speaks of sagrveia: the performance was not just a
dance show, but a silent act. Paul the Silentiary, a contemporary of Colluthus, admires
the art of a deceased pantomime who was able to re-create “figures of men of old with
silent gestures”, elkévag apxeyovwy ... uepdmwv vevpaoty aeOdyyoiot. Dancers were
mimes who had to play their characters through movements of their bodies, steps
(popai), gestures (xeipovouia),”” facial expressions (especially winks of the eyes,
VevpaTa).

In Salt. 62-3, Lucian recalls how the cynic Demetrius, previously sceptical about
the capabilities of a dancer who, to convince him, had performed without music,
eventually admits: Axovw, &vBpwmne, & TOLEIC oUY Op® UdVOV, GAAG pot dokelg Taig
XEPolv avTaig AaAelv, “Not only do I see, but I hear the things you do, and it seems to
me that it is your hands themselves who are speaking”. Nonnus, in Dion. 7.19-20, also
speaks of the many communication channels of a pantomime: 6te otpo@adecorv
Epwaig Opxnotnp TMOAUKUKAOG €Alcoeto Aaidamt tapo®@v, vevuata uobov Exwv,
naAdunv otopa, daktvAa @wvhyv, “When the circling dancer twirled in twists and
turns with a tumult of footsteps, using only nods for words, hand for mouth, fingers

for voice”, and in 19.198-204 and 216-19, Maro uses his fingers to mime old myths:

WG elnwv £xOpeve Mdpwv EAMKWIET Tapo®,

de€10v €x Aatoio petriAvda tapodv dueifwv,

orynv motkiAdpvbov avavdél xeipl xapdoowv: 200
OpOauovg &’ EAéNlev aAnuovag, eikéva pdwy,

VEVUATL TEXVAEVTL VONova PLBUOV D@aivwv:

Kal KeQaAnyv etivacoe kai fj0ele Pdotpuya oeiery,

el un youva pérwna Mindtpiyog ixe kaprivov.[...]

€G Zatvpoug 8’ 0pdwv Favuundeog Eypage popenv 216
XEPOLV d@wvhTolot, Kal Onndte dépketo Bdkyag,

“HPnv xpvoomédihov Exéppovt deikvue o1yf].

Tola Mdpwv £xdpaccos moAvTpona dakTtuAa TEAAwY,

He spoke thus, then Maro with rotating step switching his prop in turn, now on the
right, now on the left, while with one hand he writes in the sky a silence that speaks
many words. He lets his eyes wander, imitating a story, embroidering with artistic
movement of his head an eloquent rhythm: he moves his head and would like to shake

% The sophist Lesbonactes of Mytilene (second century AD), calls pantomimes xgipocogovg(Luc. Salt.

69).
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his curls, if, bold as he is, he did not have a naked forehead [...] he looks at the Satyrs
and with his hands he paints Ganymede; when, on the other hand, he looks at the
Bacchants, he paints, with a silence that is easy to understand, Hebe with golden
shoes. This is what Maro depicts with multiple movements of his fingers.

A

The Dionysiaca have in fact been defined “epica della gestualita” as pantomime is so
influential in Nonnus that in his proem he establishes his poetic ideal of visual word
(but also acoustic- mowkiAia), evoking the apparition of Proteus (the ever-changing
god, like Dionysus), which symbolizes the variety of his song, and challenging himin a

virtuosity contest which he wins, securing Dionysus as his protector (Dion. 1.13-15):**

AN xopoD Ppavovta Gdpw Tapd YEITOVL VoW
otroaté pot Mpwthia moAvTponov, Sepa gavein
nowkiAov €i1dog Exwv, 8T1 mokiAov Upvov dpdcow

Evoke for me the image of multiform Proteus, while he joins your dance in the nearby
island of Pharos, may he appear in the variety of his shapes, as I wish to sing a
variegated song.

Lucian (Salt. 19) explains how Proteus, the transformer, represented a familiar model
for orators. He is nothing but a prototypical pantomimist who changes masks, and his
transformations are nothing but impersonations on stage. Stories of metamorphosis
such as Silenus’ transformation into a river in Nonn. Dion. 19.225-86, therefore,
provide ideal content for pantomimes.”” Like Proteus, Dionysus also shares a passion

for transformation, and his connection with pantomime is made clear especially in

»4 Agosti 2006b, 354-55, and Shorrock 2008.

»  Ingleheart 2008 and Schlapbach 2008, 314-337 explain how metamorphoses became a popular topic
of pantomime by arguing that pantomime and rhetoric shared models. In Salt. 19, Lycinus shows
how Proteus, far from being the pantomime’s ideal or content, is in reality a pantomimist himself.
The model therefore dissolves as the ideal of the medium is the medium itself: pantomime aspires
to transformation, and as this is what pantomime actually does, the model is not a myth. Thus,
pantomime is self-referential, as what a pantomimist aims to be is an actor, so a pantomimist
wants to be what he already is. This logic (Lada-Richards 2004 and 2007) can be extended to explain
other myths as pantomime performances. In mythology, many gods like to change shape: then, it is
easy to be a god on stage. So the divine skills of a metamorphosing god are really the good skills of
a talented dancer/actor, so myth is not pantomime’s content, but it represents pantomime, which
is prior to myth. The presentation of Proteus as a pantomime actor is a genial aition by Lucian, as,
working on an actor’s versatility or a performer’s expressive possibilities, it leads to
impersonation> visibility> eye-witnessing> truth. Plato had seen the danger of a poet who could
get lost in his character and the debate had lasted for centuries. In rhetoric, Proteus was a familiar
model like the octopus, to which orators are compared to, as mentioned by Pindar’s version of
Amphiaraus’ admonition (Philodemus, Rhet. Il p. 75, 32-4 Sudhanus): orator= octopus= rhetorical
ideal; however a pantomimist, being a model of versatility, fits this ideal better.
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the Dionysiaca.”® Already the god of tragedy and comedy in classical times, he
continues to be associated, in late antiquity, with theatrical arts. From Hellenistic and
imperial Egypt, in fact, dancers and travelling entertainers were usually called with

the name Dionysus.*’

Libanius explains how in a pantomime, dancers move from swift movements
to a still statuesque pose that creates for the spectator a living picture in a moment in

time (Or. 64.117-18):

6 Y€ To1 d'dkpiPeiag 0@Ofivar TV dpwuévwv Ekactov UTO TH¢ 0EVTNTOG Tpmdodn
MOAAGK1G peTamintovTog €i¢ 6 Tt PovAel t00 cwpatog. TMpwTeLg AlyUTTIOf HIKPOD
TOUTWV £KAOTOC. Paing &v avtovg T PaBdw thg ABnvag, 1 v idéav tol '0dvocéwg
Tpémel, mavia @aivesbal. mpeoPutag, Vvéoug, Tamelvovg, LYNAovG,  KATNEEIS,
avepévoug, dakdvoug, deomdtag. tw mode d¢ kav diepsuvrioantd Tig pn TMepoéwg
aUTOIG £VT] TAEOVEKTNUA.

Mind you, the possibility of each of the actions being accurately observed has been
taken away by the speed of their body repeatedly undergoing a change to whatever
you like. Each of them is almost Proteus the Egyptian. You would say through the
wand of Athena, which transforms the shape of Odysseus, they take on every guise;
old men, young men, the humble, the mighty, the dejected, the elated, servants,
masters. With respect to their feet, one might even question whether they possess the
advantage over Perseus (transl. Molloy).

A pantomime’s body was therefore like a canvas on which gender, age, divine or
mortal nature, and sexuality, could be displayed.”® The dancer’s versatility to switch
between roles of different sexes, nature and age®” is also argued by Lucian Salt. 75,
who defends pantomime performers’ physical symmetria (the beauty ideal canonized
by the Doryphorus of Polykleitus). Lucian’s point, that dancers fit in with the beauty
canon and are not what one sees on stage, is well demonstrated in a terracotta
statuette from Roman Egypt*® of a dancer who lifts his cloak to reveal his male

attributes while also removing his female mask.

¢ Gonnelli 2003, 319-25.

»7 Daris 1988.

#%  Vesterinen 2007, 132-3.

#? In the anonymous epigram AP 16.289, the ability of dancer Xenophon of Smyrna to change roles
during his performance in the Bacchae is praised: AbTov 6pav 16Pakxov £86&auev, nvika Ajvaig / 6
npéofug veapfic Npxe xopotpaving, / kai Kaduov T mdpnpa xopeduata kai tov &’ BAng / &yyehov,
ed1akV IxVeEAdTnV Bidowy, / kal v evdlovoav év aiuatt tadoc Ayavnv / Avoodda. @ed Being
avdpog vmokpioing, “We thought we were looking at Bacchus himself when the old man lustily led
the maenads in their furious dance, and played Cadmus tripping in the fall of his years, and the
messenger coming from the woods where he had spied on the tumult of the Bacchants, and
possessed Agave exulting in the blood of her son. Heavens! How divine was the man’s acting!”

20 Vesterinen 2007, 56 and 138-9, and Plate 4, Fig. 19.
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How were scenes structured in pantomime? Since we are dealing with a silent form of
art, some form of communication code must have been used by the dancer and/or the
chorus/solo singer to carry the audience seamlessly from one scene to the next, so
that there would have been no ambiguity about which part of the story was being
played. Plut. Mor. 747c explains how dancers would interrupt movements (kivnoeig)
and strike a pose (ox€éoe1¢) to create a pause and transition between roles.”! After this,

action was renewed, not resumed, so a new scene would have been acted.**

Earlier in this chapter I have discussed how the viewing process affects gender. How
did this process work in pantomime, where all communication travels through
viewing? Pantomimes, usually male actors, were generally considered effeminate.
Interestingly, displaying one’s body in public in a rhetorical context was considered
appropriate, while appearing on stage in public while performing a pantomime was
generally disapproved of. A male audience was thought to be affected by the view of
generic male dancers, as dancers’ effeminacy would extend on male spectators, who
would eventually lose their moral sense and become effeminate themselves. *** But not
all sources agree on the immoral effects of pantomime on the audience: Lucian, in Salt.
78-9, describes the effects of pantomime as edifying and morally uplifting for
spectators (a discrepancy that can easily be justified with the apologetic nature of his

text):

oUtw 8¢ BéAyeL Bpxnoig Wote av Ep@v Ti§ €1 TO Béatpov mapéAbor, Eowpovicbn idwv
Soa Epwtog Kakd TEAN kal AUy éxduevog e€épyetar Tob Bedtpov pardpdtepog womep
T1 @apuakov Anbedavov kal Katd TOV montny vnrevOEG Te Kal &oAov V.

Such is the potency of a pantomime’s art, that the amorous spectator is cured of his
infirmity by perceiving the evil effects of passion, and he who enters the theatre
under a load of sorrow departs from it with a serene countenance, as though he had
drunk that draught of forgetfulness that lulls all pain and wrath.

While we have extensive information on the introduction of pantomime in Rome

under Augustus,” knowledge of late-antique pantomime is less broad. Libanius’

' Hall 2008, 270, Hall and Wyles 2008, 78, 88-9 and Schlapbach 2008, 334-6.

*?  Lada-Richards 2004, 23.

% Vesterinen 2007, 135-7. The same applies to female dancers, who supplied a distorted image of
women that would be retained by spectators.

% Augustus introduced pantomime in Rome with Pylades from Cilicia and Bathyllus of Alexandria,
who was a close friend of Mecenates, around 23 BC (Cass. Dio 53.31.2-3). The most popular occasion
was the Ludi Saeculares in 17 BC, where at least one saltator performed. The games constituted an
important part of the princeps’ programme of cultural renovation (Zanker 1988, 101-2, and 167-93),
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Oration 64 was written in Antioch, and from it we learn that Antioch was a great place
to have fun.”® Lucian’s De Saltatione was also composed there, in response to Aelius
Aristides’ attack to dancers. With regards to dancers, we know that Commodus
(second century AD) granted public support for mimes and pantomime dancers, and
that it was certainly possible to hire dancers in Egypt. Pantomime was also popular in
Roman Britain and France®® around 300 AD, and sculptures of the Judgement of Paris
appear on the pulpitum of the theatre of Sabratha in Libya (175-200 AD).

Exploring the possibility that the papyrus known as the Barcelona’s Alcestis,
recovered in 1981, may have been a pantomime libretto, Edith Hall**” argues that the
poem fits in with the period in which pantomime flourished in Latin-speaking regions
of the empire (between the first and the sixth century AD) as the papyrus has been
dated by Marcovich to the fourth century AD. Pantomime’s popularity in imperial
times in the East appears clear from the information available, which comes mainly
from literary sources. Colluthus’ epyllion dates to Anastasius time (491-518), when, as
we have seen in Chapter 1, pantomime shows were extremely popular often
performed in festivals, where factions’ riots caused so much turmoil to force a ban on
pantomime shows in 502.° The festivals on which we have some information are
those of the Brytae, the Maiuma, and the Edessa.

The Brytae festival took place in Constantinople, likely in the Great theatre of
Severus,” and it involved water spectacles (as some spectators were drowned in the
disturbances), mime and pantomime. John of Antioch and John Malalas only refer to it
by name.”® The Edessa festival took place in May at the same time as the Brytae, and

surely in 496, 498, 499 and 502. According to [John the Stylite], at the festival pagan

joining archaic elements (dance) to Greek elements. Until 17 BC, pantomime had a poor reputation,
as it was considered an unfit form of entertainment for respectable members of equestrian range
and ladies, but Augustus aimed at rehabilitating it. Novelty was a key element to its success with
the Roman public: like tigers, elephants and other exotic animals, this previously unseen spectacle,
involving a silent dancer accompanied by a singer or a chorus, stunned the spectators. This new
show was in most cases based on Hellenic content (myths and tragedy plots), which were also new
to the public. Pantomime became an institution of Roman theatres, and reflected parts of
archaizing religious forms, which were the obvious connection with Augustean religious reforms.
Pompeii was certainly a pantomime-loving city, if we go by the number of theatres and testimonies
of pantomime, among which is a wall painting in the House of Apollo showing a dancer
impersonating many roles (Hunt 2008, 170-184).

2 Lib. Or. 64 11.218.

¢ Hall-wyles 2008, 19.

27 Hall 2008, 258-82.

%8 proc. Gaz. Pan. Anast. 16; see Chauvot 1986, 164.

% Greatrex and Watt 1999, 3-4, Liebeschuetz 1998.

770 Greatrex and Watt 1999 discuss the possible identification of the Brytae with the Edessa festival
described by [John the Stylite].
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myths were chanted, and an 6pxnotrig danced for three days on this occasion, which is
regarded as sinful and blamed for the famine and plague that hit the city.”* The
Maiuma festival also took place in May, from the third century AD, in various cities
(mainly Antioch and Aphrodisias, but also Rome) and it also involved water, mime and
possibly pantomime.”? All these festivals took place in theatres, in a context of official
contest. In addition to these, we know of a festival of Chemmis in honour of Perseus
(identified with Horus or Min-Pan), which took place in Panopolis and was already
known to Herodotus (2.91). This festival, which initially included only athletic
competitions, from the third century AD also included poetic, on-stage and musical

contests.?”?

Pantomime is often associated in imperial times with mime, especially in
iconography. The two types of performances shared a place in festivals, as seen above,
but mime involved speaking and singing actors, while in a pantomime a silent actor
danced wearing a closed-mouth mask.”* Mime is traditionally associated with an
audience of lower social status,”* while pantomime performances do not seem to be
socially confined: copious evidence that pantomime was not just enjoyed by lower
classes but was also popular with the literary world comes from Ovid, Nonnus,””® and
Xenophon, who, in Symp. 9.3-7, describes a pantomime performance taking place
during a dinner party for a well-educated audience. Another key difference involves
the themes for the two genres: mime is concerned with everyday-life sketches
involving lower-class characters, while pantomime is usually centered on
mythological or historical episodes. The training for the two types of performers may
have also differed: a pantomime dancer was expected to know the material and to
master the art of acting silently with his body. We do not possess information on the
training of mime actors, but, considering they acted through speech and singing, one
may assume that they did not need to be as skilled in exploiting their bodies for

expression as pantomime dancers. Pantomime is also often associated with acrobatic

71 Jos. Styl. 30 (AD 498) and 27 (AD 496). This detail about the pagan myth content and the pantomime
is confirmed by Jacob of Serug, see Moss 1935.

72 Greatrex and Watt 1999, 8-17.

7 A papyrus (POxy. 2476) dated to 289 AD lists the privileges for the competitors of the games called
Mepoéwg Ovpaviov TV peydAwv Maviwy (Gonnelli 2003, 320 n. 1 and 321 n. 3).

7% Vesterinen 2007, 56 and 138-9.

% Vesterinen 2007, 60 n. 157.

¢ Nonn. Dion. 7. 19-20, and Ovid Trist. 2.519.
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dance,”’” although the evidence for this last type of performance appears more
conspicuous from the fourth century AD in Roman Egypt, while the evidence for
pantomime performers around the same period is less abundant. Vesterinen gives an
excellent account of the dancers (of all types) in Roman Egypt, including iconographic
and papyri evidence dated between the first and fourth century AD. The monography
provides a complete picture of the professional category of dancers, with limited but
nevertheless useful references to the late antique period.””®

b. The Abduction of Helen and Pantomime

To substantiate her case that the Barcelona Alcestis may be a pantomime libretto, Hall
employs first some criteria such as chronology, provenance, meter and popularity of
the myth as a topic for pantomime performances. She then gains evidence through
some internal elements such as the level of dramatization of the myth and the
structural organization of the text in five monodramas, where characters’ roles never
overlap.”” In the next section, I follow a similar approach for the Abduction of Helen to
show which aspects of the poem reveal the influence of this theatrical genre on the

text.

With regards to provenance, Marcovich® suggested that the Barcelona Alcestis may
come from Eastern regions of the empire, and more specifically from Egypt, based on
the fact that in the poem Alcestis burns some Oriental spices while preparing her own
funeral. This detail is used to hypothesize that the plot is transferred from Pherae in
Thessaly.” He also took this theory one step further by proposing Egypt as the
precise place of provenance of the poem, since this country was the main producer of
papyri. Hall questions whether this may actually have been the origin of the libretto,
since the myth of Alcestis was quite popular as a subject for pantomimes,” and the
poem may have thus originated anywhere, although the actual papyrus was

discovered in Spain. The issue of the conflict between the physical origin of the

777 Although mimes only are associated with acrobatic performers in Roman papyri, a connection

which may suggest that shows including mimes and acrobatic performers gained widespread
popularity during the Byzantine period. The popularity of circus and races in late antiquity is also
reflected in drawings and textile decorations (Vesterinen 2007, 65).

7% Vesterinen 2007.

% Hall 2008.

0 Discussed in Hall 2008, 260-1.

1 This is also the setting for Euripides’ Alcestis.

The topic is considered a staple of pantomime repertoire by Juvenal 6.652, and is listed as one of

the most popular subjects for pantomime by Lucian, in Salt. 52.
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papyrus and the origin of the poem itself does not apply to our epyllion, as Colluthus’
text was discovered in Calabria, in Southern Italy, by Cardinal Giovanni Bessarione in
the fifteenth century. However, in the case of the Abduction of Helen, the generic
consideration about Egypt as the main producer of papyri stands on stronger grounds
since we know that Colluthus was from Lykopolis, a semi-Hellenized town in the
Egyptian Thebaid region, while the identity and provenance of the author of the

Barcelona Alcestis is unknown.

Lucian, in Salt. 36-7, tells us how a pantomime should approach the material for the

stage and where he should source it:

1 8¢ maoca @ £pyw yopnyla 1 maAaid iotopla £0Tiv, WG TPOEITOV, Kal N TPOXELPOG
aUTAG UvAUN Te Kol PeT’ ebmpemneiag enidefig amd yap xaovg 0OVE Kal TAG TPWTNG TOD
KOoUOL yevécewg apfauevov xpn avtov dmavia eidévar dxpt TOV KATA TRV
KAeomdtpav tnv Alyvmrtiav. Toutw yap t@® O1a0TAHATL TEPlwpiobw NUIv 1 TOD
dpxnotod moAvpabia kol Ta d1d pécov paAiota IoTw

For his materials, he must draw continually, as I have said, upon his unfailing memory
of ancient story; and memory must be backed by taste and judgement. He must know
the history of the world, from the time when it first emerged from Chaos down to the
days of Egyptian Cleopatra. These limitations we will concede to the pantomime's
wide field of knowledge; but within them he must be familiar with every detail.

From Lucian’s passage we learn that the pantomime performer was expected to
acquire a wide range of subjects, including mythology, history and literature,® and
also that Cleopatra’s story was considered “the last outpost of the “Greek rule”.”® In
particular, the erotic and dramatic nature of this last historical milestone, given
Cleopatra’s intense love life, fulfils the requirements of a suitable topic for
pantomime, and bridges the gap between myth and history. Lucian then provides a
list of the topics that a good pantomime actor should know in depth (37-61). The
actor, considering the size of the list, was to have an excellent memory, but also great
taste in choosing the story. Lucian also explains (62) that a performer was to be
extremely clear, so that his gestures would be understood and unequivocally linked to
the myth by the audience. I have hinted above at the popularity of the myth of

Alcestis: its popularity is also confirmed by its presence in the novel, in art and in

% In Salt. 61 Lucian states that a good dancer cannot ignore the works of Homer, Hesiod and the
tragedians. The level of education described implies that a pantomime artist could not have
embarked on this profession overnight, and is also aligned with the general reputation of
pantomime performers as socially one step or more above mime actors (Hunt 2008, 176).

% Vesterinen 2007, 58.
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tragedy.”® When it comes to Colluthus, all of the myths presented in the Abduction are
included in Lucian’s list, and the rape of Helen is the only story to be mentioned three
times in the dialogue.” Of course the fact that all these myths were popular as topics
for pantomime shows does not prove that the Abduction of Helen was performed as a
pantomime. However, Paris’ judgment features as the topic of the tenth book of
Apuleius’ Metamorphoses, which provides an invaluable account of a pantomime
performance, comprehensive of details about the stage setting, the props, the roles of
each actor, and their movements and steps.

Ovid’s Heroides were probably also performed on stage, and the judgement of

7 Most characters featured in the Heroides

Paris is also featured in epistulae 16 and 17.
also appear in Lucian’s list of popular topics for pantomimes.**® In Remedia Amoris 751-
6, Ovid says that love stories are danced and recommends broken hearts to avoid
theatres: indeed the erotic and emotive content of the popular myths that were
played on stage and their tragic end would justify his recommendation. In Tristia
2.519-10 and 2 25-30,” Ovid points his finger to Augustus as some of his works were
presented on stage as pantomime libretti: Cunningham and Sargent argued that the
poems that Ovid was referring to were no other than his Heroides.” A further
consideration of statistic nature can be made about Ovid’s Epistula 16 (Paris to Helen),
whose length is 378 lines, only 16 verses shorter than Colluthus’ epyllion: if Ovid’s text
was used as a libretto for a pantomime, the Abduction of Helen could also have been.
Finally, Dracontius, a contemporary of Colluthus, also composed an Abduction

of Helen, a text clearly structured in five scenes, and, according to Bright, heavily

influenced by the aesthetics of pantomime.”

It has generally been accepted that the hexameter was the preferred meter for

pantomime librettos, based on the fact that two of the texts that almost certainly

 In the Basilica of Herculaneum there is painting of Alcestis and Admetus, a drawing of which is

kept at Naples’ Archaeological Museum (Hall 2008, 262, fig. 12.1). Also see discussion of the topic in
the specific context of funerary art in Hall and Wyles 2008, 105. POxy. 4546 includes iambics
attributed to Admetus from Euripides’ Alcestis 344-82.

% The judgement of the goddesses (Salt. 45.8); the abduction of Helen (40.10, 45.8, 46.5); Phyllis and
Demophon (40.9); Hyacinth (45.2); Erigone (40.4).

7 Hunt 2008, 169-84.

88 Sargent 1996, 147. For a comprehensive analysis of the sources of Roman libretti, Hunt 2008,169-
184; Schlapbach 2008, 314- 337; Panayotakis 2008, 185-97; Zimmermann 2008, 218-26.

% Cunningham 1949, 101

#° Cunningham 1949, 100-106 analyses why other Ovid works cannot be the poemata he refers to as
saltata (Trist. 2.519). Hunt 2008, 176, Ingleheart 2008, 198-217.

#! Bright 1987, 219-20.
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were performed as pantomime were composed in hexameters: Ovid’s Metamorphoses
and Heroides, and the Dido episode from Virgil’s Aeneid.””* Hall argues that, since the
Barcelona Alcestis is also composed in hexameters, this aspect also points in the
direction of pantomime. The text has also been considered as the product of a

2 have

different genre: on the one hand, its similarities with rhetorical exercises
prompted some scholars to interpret it as a declamation; on the other hand, it has
been viewed as a cento, a mini tragic drama, and an epyllion. This last consideration is
based on the association with the Hylas and the Orestis Tragoedia of Dracontius, and
may represent an interesting point of contact with Colluthus’ text. Hall in fact
highlights how the Alcestis, compared to Dracontius’ epyllia, is “more consistently
emotive”, and contains more action and rhythmical patterns. These characteristics do
not apply to Dracontius’ Abduction of Helen, but they certainly feature in Colluthus’
version of the story, making it a more meaningful parallel to the Barcelona Alcestis.

Colluthus’ epyllion is also composed in hexameters; however, even if this
feature fits in with pantomime, it cannot in my opinion be considered as exclusively
pointing to this genre. Pantomime shared more than one feature with rhetorical
declamationes and with ethopoiiai in particular: in these rhetorical exercises, the
speaker impersonated a famous mythological or historical character and fought their
case. The speech also included some narrative in third person. Colluthus’ epyllion
contains sixteen speeches amounting to 36 per cent of the text. Although the
dramatic effect achieved in the Abduction is obvious, it cannot be said, as for the
Barcelona Alcestis, that the story is told solely through a series of monologues, as
Colluthus indulges in descriptions and some mythological digressions.

How did the text work with the visual part of the performance, i.e. the dance,
and its acoustic part, i.e. the music? Poetry, dance and music had to function together
to achieve success. Pantomime was normally accompanied by a hand percussion
instrument (like the tounava or xOuPaAa, Lat. scabellum) or a wind instrument (like
the adASg or oOpry€), sometimes with the addition of a k1Bdpa and water organ: in any

case the music was loud, very rhythmical and polyphonic.”

#2 Panayotakis 2008. See also Manuwald 2013 for the libretto of the Pseudo-Senecan Octavia.

#%  The Alcestis is the topic of a rhetorical exercise named Alcesta (Hall 2008, 264 n. 15).

#% Vesterinen 2003, 47-8 and 2007, 58. For a comprehensive summary of the musical instruments
accompanying dance see Vesterinen 2007, 185-94.
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The musicality of the hexameter began with the theory of one syllable
matching one step.” Andrieu”® lists the figures that, especially in a dialogue, could
suggest a scenic performance rather than silent reading. These are the same quoted

7 and Hall,”® who lists a series of stylistic features that, in the

by Mastromarco®
Barcelona Alcestis, would have worked well with the rhythm of the scabellum: they are
alliteration, rhetorical questions, isoteleuton, avoidance of enjambment,*’anaphora
and the repetition of similar words. For instance, the moment of Alcestis’ death was
represented on stage by long slow steps accompanied by long words. In the Abduction,
musical figures are numerous: alliteration is quite common (57, 71, 133-34, 159, 206,
226-27, 243, 283), as are anaphora (95-96, 105-106, 128-29, 283-84) and assonance (71,
256-57). Rhetorical questions are also used by the poet (300, 150, 162, 188-89, 340 and
350). The synergy of a stylistically script, the rhythmical steps and movements of a
skilled dancer, and the music would have required the librettist to be competent in

theatrical verse and experienced in pantomime technique if he intended to fulfil his

commission.

The relevance of monologues within pantomimes was noted in the nineteenth
century by many scholars who believed that the word canticum implied a form of
monologue, and who observed that the number of monologues that would have been
included in the pantomime about the adultery of Ares and Aphrodite described by
Lucian Salt. 63. Oratio recta offered the best medium for the dancer to express
emotions and pathos, as in an example from the Latin anthology where a series of
unconnected active verbs are used to describe a saltator.

The Barcelona Alcestis is clearly organized in blocks of 7-13 hexameters
corresponding to the five characters of the story (Admetus, Apollo, Admetus’ father
and mother, and Alcestis), which, as they are direct speeches, can be defined as
monodramas. As noted above, the quantitative weight of direct speech in the Alcestis
cannot be compared to that in Colluthus’ Abduction. However, direct speeches are

among the most powerful techniques used by Colluthus to dramatize his plot.

5 David 2006, 227-36.

¢ Andrieu 1954, 183-206.

#7 Mastromarco 1984, 19.

% Hall 2008, 279-81.

»?  However, the presence of enjambment in Alcestis’ role (in 112-16, where one sentence is composed
of four hexameters) is justified by Hall 2008, 281 with her role being the most dramatic and
emotionally intense of the plot.
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Characters speaking in the first person, using the present tense (for instance in
Aphrodite’s pre-contest speech, 87-98) fit in with a pantomime performance and can
be interpreted as a series of choreographic directions pointing at the props that the
dancer may have used (96-7: “I have my girdle, I ply my goad, I raise my bow”). The
dancer, later (155-7), would have lifted his robe to show Aphrodite’s chest (a prop).

The Abduction of Helen contains sixteen speeches, around 36 per cent of the
whole epyllion. If we exclude the descriptions of the wedding at the start, and the
description of Paris’ journey to Sparta, it can be said that the plot is actually narrated
through direct speeches. The feeling is that of a dramatic, dynamic story narrated by
its characters. The dramatization of a plot was also a vital requirement for plots
destined to pantomime (versus tragedy): mythological stories had to be first carefully
chosen on the basis of their erotic and pathetic potential, and then emotionally
enhanced when brought to stage for this type of show, in order to spur a wide range
of emotions in their audience. Lucian (Salt. 79) praises the effects of a performance, in
which spectators will benefit from watching sorrowful topics (6nétav 11 oiktpov kal
ghegvov @aivnrar “whenever anything is represented that calls for sorrow or
compassion”), and Libanius (Or. 64.110) mentions that death on stage also featured
regularly in pantomime shows as the ultimate pathos generator. This is a focal point
of distinction between pantomime and tragedy, as in tragedy the presence of corpses
or dying bodies was treated in a completely different manner, and death took place
almost always off stage (with the exception of Alcestis). Death on stage was not only
accepted by also expected in pantomime: in AP 9.254 Lucilius attributed the failure of
a performance to the fact that the dancer did not actually kill himself on stage while
impersonating Niobe. Hall notes how Alcestis’ death is expressed first by her
preparing her own pyre and arranging the perfumes to burn, then through
progressively slower movements and stiffer positions, and longer words, all
conveying the idea of a death-dance.

Close to the dramatization of the myth is another stylistic feature of
pantomime: the concreteness and physicality of its plots.’® Abstract concepts are
expressed through concrete images or objects, personifications, bodily parts,
movements, gestures; for instance, in the Barcelona Alcestis, destiny is envisaged as

two sisters who break the thread of fate in line 4. In Colluthus, sleep and death are

% Hall 2008, 277-8.
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personified as two brothers in 366-8; the night is also personified as she opens the two
gates (concrete objects) of dreams (abstract concept) in 318-23; Eris is compared to a
heifer stung by a gadfly in 41-45, and her anger and envy are expressed quite
physically in the passage that follows (46-63) through a series of gestures and
movements: she cannot sit still on her chair, and she thinks of different plans to
disrupt the banquet of the gods, until she finally throws in the golden apple. The
relevance of gestures differentiates the dancer from an orator and a tragedy actor: the
actor of tragedy and the orator use their gestures to express abstract ideas, or the
overall sense of what they are saying, while the saltatores use them to imitate things,
not ideas. Thus the libretto would have helped the dancer with the imitation of
precise actions, things, as sung by the choir or singer.

Let us consider Colluthus’ Abduction of Helen from this point of view. If we look
at Hermione's tearful awakening, the episode revolves around a series of questions
that the girl addresses to herself and her maids. She answers them, too. She suggests
possible scenarios and she disbelieves them. She cries herself to sleep. She has a
dream, and she even speaks in the dream, asking Helen what has happened. Helen
replies blaming Paris; this revelation awakens Hermione, and again, she voices her
decision to address a message to Menelaus. There is no need for description in this
dynamic scene: characters move fast, dramatically describing scary scenarios (a car
accident, an abandoned corpse in the woods, a floating body in the waters, a lost
woman who cannot find her way home at night, a lawless kidnapper who broke into a
house), and all is made even more dramatic as it is said through the voice of a helpless
child. This effect is also enhanced by the language used by Colluthus in this specific
passage: the child repeats herself, insists on her status of abandoned daughter, and
does not at any stage contemplate the possibility that her mother has left her
willingly.

Is the Abduction technically suitable to be staged? In-depth analysis of the text’s
compatibility with stage performance helps us conclude that, if we consider the
requirements for each scene (stage equipment, props and masks), bringing this text to
the stage would not have represented a challenging task.

Although the location changes a number of times (we move from the wedding

to Mount Ida, to Sparta, to Troy), the actual place of each scene is not vital for action
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to happen, and all the locations could have been made understood to the audience by
means of dance and mime. In addition, a chorus would have recited the hexameters
about the place, so the public could not have misunderstood. For instance, the change
of location in 193, when Paris sets off on his journey to Sparta, could have been mimed
by the actor with a rowing movement, and the same goes for Helen opening the doors
of her house to Paris in 254. Speaking of Herodas’ mime 4, Mastromarco™ examines
how the stage may have been set for representing at once the outside and the inside
of Asclepius’ shrine: in fact the women first have a conversation around the temple,
and then comment on the artworks that are inside it. Mime generally followed a rule
of unity of time, space and action, so the apparent obstacle of representing a change
of location on stage could be easily overcome by misrepresenting the architecture or
the exact archaeology, or by juxtaposing on stage places that in reality were not
beside each other. We can assume that something similar may also have happened in
pantomimes: in fact, if pantomime actors were so quick in switching masks and props
to impersonate multiple characters during the same performance, we can assume that
stage props were also being added or moved according to each scene’s requirements.
Props and accessories did not represent a challenge either: pantomimes wore a
neutral coloured tunic or xAaiva,*which facilitated a fast adaptation to the next
character through the addition of a new mask and some props. Therefore, the role of
Paris would have been accessorized with a pipe or a club and a goat’s skin, and when
the actor had to switch to Aphrodite’s role, he would have added an elaborated wig

and a prop simulating her breasts.

We have seen that dancers, orators and tragedy actors all used gesticulation.
Quintilian®” disapproves of the Greek habit of orators whose gestures are overdone
and synchronized with their words in a rhythmical way, and Hall notes how this
disapproval clarifies the difference between an orator and a librettist, who would
have aimed at matching text musicality and words’ shape to gestures. Colluthus’
epyllion, as the Barcelona Alcestis, does not include specific choreographic

304

directions.”™ However, characters’ gestures and movements can be read as directions,

as well as the announcement of the next character’s name. In the previous sections of

%1 Mastromarco 1984, 62.

2 Wyles 2008, 61-86 and Vesterinen 2007, 57.
% Quint. Inst. Or. 11.3.102.

3% Hall 2008, 281.
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this chapter I have discussed how characters are described in a very pictorial (or
ekphrastic) manner, highlighting their gestures and appearance. There can be no
doubt that the poet meant to present his characters in a very visual way, whether this
was meant simply for the enjoyment of a reader, or as a spectacle for a voyeuristic
audience.

In the Abduction, the 6pynotr¢ availed of all the material he required to
impersonate his characters at its best: through dance and gestures (that are described
in the text) he could express emotions and actions in a clear way. In particular,
characters pointing at objects or body parts constitute a standard code for a skilled

*® As in the Barcelona Alcestis each character points at specific body

gesticulator.
parts (for instance Admetus’ father points at his own eyes, Admetus’ mother at her
womb alluding to childbirth), so in the Abduction we have seen how gestures and
bodies, in particular heads (and hairstyles) often constitute part of the new role being

introduced.

As discussed earlier in this section, Colluthus may intentionally have composed a
poem that would have reminded readers of a pantomime performance. This leads one
to imagine that, exactly because of its pantomime-likeness, the text may have been
used for a pantomime performance independently from the poet’s intention, perhaps
after his death or anyhow separately from its fruition as a literary text, similarly to
what happened, for instance, to Virgil’s Aeneid. This consideration would offer a
different perspective on the allocation of visuality and action within the plot. The solo
dancer would mime the gesticulation and movements imitating, for instance,
Aphrodite styling her hair, while the solo singer (if there is one) would chant the lines
describing the clasp and gold. If we hypothesize that the poem was used in
patomimes, the descriptions of each character’s appearance, far from taking away
from the visual effect on the audience, do nothing but increase the visual impact. The
public would see and hear about the hairstyle, matching the information from the
dance and from the song, and compensating for what dance could not tell with the

words being sung. The synergy between the language of sculpture and poetry

305 Hall 2008, 275.
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described by Lada-Richards™ would actually have taken place on stage in this way,

and no information would have been missed in the process.

The number of artists (a single masked male dancer plus a solo singer or a chorus)
required for a pantomime performance varied according to factors such as the type of

® venues for pantomimes

venue destined to host the show. *” Like for mimes,*
depended on the sponsor of the show, so if the client was a rich aristocrat at the
Alexandrian court, his luxurious living room could have been an appropriate

** Obviously if a pantomime was being performed at a theatre in front of a

location.
large audience, the dancer may have been accompanied by a chorus rather than by a
solo singer. How many actors or dancers would have been required to stage Colluthus’
Abduction of Helen? 1f we exclude the singing staff, would it have physically been
possible to stage the text with one single dancer (and/or an assistant actor)?°*°

To answer this question, in the next section I analyze first the number of roles
involved in the plot, and at which point a pause to allow for changes of mask or scene
would have been required; then, I look at the text by scene, suggesting how the
performance and set would have been structured, and how the material would have
been allocated to a dancer and/or to a singer/chorus.

In the Barcelona Alcestis there are five characters, a number that, as noted by
Hall,™ is in line with Lucian Salt. 66, where the average number of masks used in
pantomime shows is said to be five.””” The roles never overlap, so the dancer would

have interpreted each role in a sequence, and would have been able to change masks

%% Lada-Richards 2003, 3-37.

*7 Mastromarco 1986, 46, analysing Herodas’ mimes, suggests that multiple mimes could be
performed in a sequence, given the shortness of some of them. For instance, mime 7 (129 lines)
would have required 7 actors and it could have been represented with mimes 1 and 5 (which share
a similar stage setting), where an actor would have played multiple roles across the various mimes.

%% Mastromarco 1984, 65 and 94-5, facing the question whether Herodas’ mimiambs were performed
in a theatre for the benefit of thousands of spectators, or at the court of Alexandria, in some
wealthy house at the presence of selected aristocratic elite, concludes that his texts may have been
performed in either of the two occasions, and could also have been destined for reading. The
written circulation happened probably without the author’s supervision, but thanks to the
goodwill of whoever was interested in keeping a copy of the mimiambs. Herodas probably designed
his texts just for scenic performance.

In Pompeii a living room that was undergoing extensive renovations at the time of the Vesuvius’

eruption (69 AD), and which apparently belonged to Poppaea (Hall and Wyles 2008, 16).

1% Quintilian 6.3.65 speaks of a second dancer. See Hall 2002, 29 and 2008, 267 n. 23.

' Hall 2008, 265, and Vesterinen 2007, 57.

* In Salt. 67 Lucian says that the dancer played four roles (Atreus, Thyestes, Aegisthus and Aerope) in
a pantomime about the Argos feud; in Chrinag. AP 9.542 a plot is shaped for Bathyllus so that it
offered four roles or more.
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and props without creating confusion either on stage or in the audience about which
role was being played at any given time. In the Abduction there are three main
characters (Aphrodite, Helen and Paris) plus Zeus, Hermes, Athena, Hera, Hermione,
and the maids. All of these nine characters (assuming one maid spoke for all of them)
have speaking roles. While the minimum number of roles of four (as stated by Lucian
and Chrinagoras) is reached, the high number of roles may seem out of the ordinary
and pose some questions. However, I argue that some roles such as that of the maid
speaking may have been sung by the chorus, while the dancer continued to play
Hermione, thus expressing her reaction to the maids’ words. A similar scenario has
been suggested by Hall for Admetus in the Barcelona Alcestis, who could have been
played by an assistant actor. This suggestion is made because Admetus does not
express himself as intensely as the other characters, and his position (lying on a couch
and kneeling) would not have been challenging to hold for an assistant. I suggest that
something similar may also have happened with Hermes’ role: his speech to Paris may
have been sung by the chorus or the solo singer accompanying the pantomime. In
both scenes, the chorus would have allowed the dancer to express their emotions in a
more serial way: so Hermione would have reacted to the maids’ speech expressing
shock, despair, fear, hope, deception, and Paris would have been allowed to continue

acting the naive shepherd who listens to his assignment.

The next point to be discussed is at which point the mask®” changes would have taken
place. The contrast between the speed of the dancers’ skilful steps and the stillness of
the transition poses worked effectively as an unequivocal signal for spectators that a
new scene, with potentially new characters and new scenario, was about to be
introduced. If Colluthus’ epyllion was used as a libretto for a pantomime, the
choreographer’ would have structured roles in a sequence, in order to allow the
dancer to comfortably change masks and props.

Sara Cascione, who choreographed an experimental version of the Barcelona
Alcestis as a pantomime in 1999, noted that the change of mask and accessories took
the dancer less than sixty seconds. In the Barcelona Alcestis, identifying the times for

mask changes is not complicated, since the text is a series of monologues, and the

313

For masks in pantomime, see Webb 2008, 43-60.
314 Vesterinen 2007, 62.
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next character is announced at these times.”” A similar analysis proves more
challenging for the Abduction, as speeches alternate with narrative parts. I suggest
allocating these to the solo singer (who would have performed a similar role to that of
the herald described by Augustine in Doct. Christ. 2.38.97).

In the table below, scenes have not been identified on the basis of pauses, but
as episodes where one or multiple characters have a part: therefore, all scenes but 1, 3
and 4 are dominated by one single character, while in scenes 1, 3 and 4 the dancer
impersonates more than one character. However, as each character’s role is quite
limited in scenes 1, 3 and 4, they have been grouped (scene 1: the gods’ arrival to the
wedding; scene 3: the reaction of the goddesses to the apple; scene 4: Hermes and then
Aphrodite). In some scenes I propose that the singer/chorus may have sung the lines
of a character, while the dancer impersonated a different character’s reaction: for
instance, in scene 6 the dancer may have continued to impersonate Paris, while the
singer/chorus sang lines 129-131, belonging to Hermes. This would have allowed
continuity to Paris’ performance (along with scenes 5, 6, 7) avoiding the interruption
to switch to Hermes’ role. I make a similar suggestion for scenes 15, 17 and 23, where a
new character is briefly introduced but does not play a fundamental part in it, so in
scene 15 and 17 the myths of Phyllis and Hyacinthus are introduced as digressions
within Paris’ journey to Sparta. Assuming that the singer sang the lines referring to
each myth while the dancer continued to play Paris would, again, allow continuity to
the overall journey episode, and thus scenes 13 to 18 (lines 193-253) would potentially
become one scene.

In scene 23, three different characters are on stage: Hermione, her maids, and
her mother Helen. Five different scenes (where the dancer would have impersonated
first Hermione, then the maids, then Hermione again, then Helen, and finally
Hermione again) should be acted. However, if we picture the dancer playing just
Hermione for the whole scene, while the singer sang the lines belonging to the other
roles (maids, Helen), the scene would flow better, as the dancer could have acted
distraught Hermione while listening to her maids and to Helen’s voice.

Scene 22 poses another challenge, as it consists of a passage about dreams
(318-327), without characters. This passage could represent a break before moving on

to Hermione’s scene, so the singer could have sung while the dancer performed

% Hall 2008, 268-70 identified mask changes at lines 11, 21, 31, 42 and 71, where the actor would have
impersonated Admetus, then Apollo, Admetus’ father, Admetus’ mother, and finally Alcestis.
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without impersonating anyone. I suggest that this part was also included in scene 21,

where, after Helen accepted to leave with Paris, the singer would have continued to

sing about how Paris brought Helen to Troy (as to wrap up on the key event of the

story), and only then did the dancer start his impersonation of Hermione.

Scene Lines | Dancer Solo Stage set
singer/chorus
1: Proem and 1-40 | During this descriptive scene with a number | sings lines 1-40 | No
wedding of of different characters, the dancer particular
Peleus and impersonates Ganymede, then the various stage
Thetis gods arriving to the wedding (with the use setting
of many masks): Zeus, Poseidon, Melisseus,
Apollo, Hera, Aphrodite, Peitho, Athena,
Artemis, and Ares
2: Strife 41- Strife in a series of dances: first in her | singsand No
63 wanderings overwhelmed by jealousy, then | accompany the | particular
her jumping up in her seat, her smiting the | movements of | stage
bosom of the earth, her unbarring the bolts | the dancer with | setting
of the hollows, her brandishing the | the verses
thunderbolt, her withdrawing in fear of
Ares, and finally her throwing the golden
apple into the banquet.
3:Reaction of the | 64- | The dancer impersonates in turn Hera, | singsand The gods’
goddesses and 78 Aphrodite and Athena, then Zeus ordering | accompany the | banquet
orders of Zeus Hermes to let Paris judge. movements of
the dancer with
the verses
4: Aphrodite’s 79- First Hermes obeys Zeus' orders, then | sings No
speech 101 | Aphrodite styles her hair and makes a | Aphrodite’s particular
speech to the Loves verses stage
setting
5: Paris 102- | Paris in his bucolic attire, playing his pipe sings verses Mount
126 Ida=
bucolic
setting
6: Hermes’ 127- | Hermes tells Paris to judge the goddesses sings this part, | Asabove
message 131 while the
dancer
continues
acting as Paris
while listening
to Hermes’
order
7: Paris judging 132- | Paris analyzes each goddess sings verses As above
the goddesses 136
8: Athena’s 137- | Athena promises excellence in war to Paris | sings verses As above
speech 146
9:Hera’s speech | 147- | Hera promises Asia to Paris sings verses As above
154
10: Aphrodite’s 155- | Aphrodite promises Helen to Paris sings verses As above
speech 166
11: Paris 167- | Paris gives the apple to Aphrodite sings verses As above
169
12: Aphrodite’s 170- | Aphrodite enjoying her victory and | sings verses As above
victory speech 192 | mocking Athena
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13: Paris sets out | 193- | Paris prepares to leave; his ship is built by | sings verses As above
to Sparta 201 | Phereclus
14: The omen 202- | Paris faces the sea storm sings verses A ship
210
15: Phyllis 211- | Phyllis wanders and waits for Demophon sings lines 211- | As above
218 218 (Phyllis’
story), while the
dancer
continues
acting as Paris
16: Paris’ journey | 219- | Paris continues his journey and washes | sings verses As above
and bath 240 | himself in the river
17: Hyacinthus 241- | Hyacinthus sings lines 240- | As above
248 248, while the
dancer
continued
acting as Paris
18: Paris’ arrival | 249- | Paris arrives to Helen’s house sings about Outside a
to Sparta 253 Paris’ beauty large
house
19: Helen 254- | Helen'’s first speech to Paris sings verses Inside a
278 house
20: Paris’ reply to | 279- | Paris replies to Helen speaking of his | sings verses As above
Helen 304 | ancestors and the purpose of his visit
21:Helen’s reply | 305- | Helen agrees to leave with Paris sings verses As above
to Paris 317
22: The dream 318- | Dancer dances without impersonating | sings lines318- | Asabove
327 anyone 327
23: Hermione 328- | The dancer impersonates Hermione in this | sings lines 338- | As above
388 | scene, reacting to the words of her maids | 347 (acting as
(sang by singer/chorus) and of Helen (sang | the maids); then
by singer/chorus) in her dream. lines 379-380 (
acting as Helen
answering
Hermione in
her dream)
24: Cassandra’s 389- | Cassandra sees Helen arriving and casts | sings verses On the
premonition 394 | away her veil. acropolis

What consequences would a performance on stage lead to for Colluthus’ text? In a
performance of the Judgment of Paris danced in a Corinthian theatre,’* each role was
played by a different dancer, and female roles were played by female actors (Ap. Met.
10.29-34). This type of performance justifies how pantomime is generally considered
the antecedent of modern ballet. Female entertainers are very widely attested to
between the fourth and sixth century AD,”” Theodora being probably the most
popular example. Certainly the high visual impact of the scenes that I have discussed
in the first sections of this chapter would increase even more if we imagine them

represented on stage. We have seen that characters act based on what looks best to

¢ Hall 2002, 29 n. 95.
77 See Webb 2002, 286-7, and Vesterinen 2007, 62 and 133-5 for gender-related considerations about
female performers.
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them, therefore, in the case of the beauty contest, the consequences of Paris’ decision
would be even clearer if we project the scene being acted by two average- looking
dancers, one exceptionally sexy dancer, and a naive shepherd. The visual impact of a
topless character would actually make Aphrodite’s victory triumphal on stage, as the
dancer acting as her would stand out beside armored Athena and anonymous Hera.
The audience would have expected and welcomed Paris’ choice. This is precisely the
scenario described by Apuleius in Met. 10.31, when he introduces the actress who

plays the role of Aphrodite in his pantomime at the time of the judgment:

Super has introcessit alia, visendo decore praepollens, gratia colouris ambrosei
designans Venerem, qualis fuit Venus, cum fuit virgo, nudo et intecto corpore
perfectam formositatem professa, nisi quod tenui pallio bombycino inumbrabat
spectabilem pubem. Quam quidem laciniam curiosulus ventus satis amanter nunc
lasciviens reflabat, ut dimota pateret flos aetatulae, nunc luxurians aspirabat, ut
adhaerens pressule membrorum voluptatem graphice liniaret. Ipse autem colour deae
diversus in speciem, corpus candidum, quod caleo demeat, amictus caerulus, quod
mari remeat.

After these another girl made her entrance, surpassingly beautiful to look at, with a
charming ambrosial complexion, representing Venus as Venus looked when she was a
virgin. She displayed a perfect figure, her body naked and uncovered except for a
piece of sheer silk with which she veiled her comely charms. An inquisitive little
breeze would at one moment blow this veil aside in wanton playfulness so that it
lifted to reveal the flower of her youth, and at another moment it would gust
exuberantly against it so that it clung tightly and graphically delineated her body’s
voluptuousness. Moreover, the very colouring of the goddess offered variety to the
eye- her body white because she comes down from heaven, her robe blue because she
comes up from the sea” (transl.J. A. Hanson).

The appearance of the dancer playing Aphrodite must have left very little to the
imagination, and beside two less-than-perfect actresses, her invective would have
been received as much more poignant. Another element of interest in Apuleius’
description of the actress is colour: the fact that her colouring is highlighted, while
that of the other two actresses is not, suggests that she alone wore colourful

garments, so the audience’s eyes would have been naturally drawn to her.

In conclusion, I have argued have argued that not only does the text reflect features
which are thypical of the pantomime, but also that but also that it would have been
possible to bring the text on stage. In composing a poem that mirrors pantomime,

Colluthus created a sort of metatextual epyllion: the poet tells a story in a text format
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as if it were a play about that same story, or a painting displaying the same story.’*® So
the reader opens a book, and finds a tale which is told as a play or as an ekphrasis; the
poet thus mimes theatre or art for the public. By means of a literary text, the poet
imitates a playwright, or a painter. The whole story is mimed for the reader, in fact:
characters act, and the poet describes them as they act to his audience. This textual
framework would not have been new in poetry, and in Chapter 4 I will argue how
Colluthus uses fiction-breaking devices such as indirect address to the audience and
auctorial intervention in the narration.

We could speculate further about whether Colluthus meant to compose an
actual libretto. The quality of his text seems truly too high to suggest a composition

320

for the stage; however, Mastromarco™ (although his theories behind the occasion
of Herodas’ mimiambs are not widely accepted) suggests that Herodas designed his
mimiambs for stage performance, and that only later did somebody copy them. I
argue that the inverse process is more likely to have happened with Colluthus’
epyllion, and that, if it cannot be certain that the text was performed, there can be
few doubts about the fact that the poet had pantomime in mind at the time of

composing the Abduction.

* A beautiful painting inspires Longus to tell the story of Daphnis and Chloe. The whole novel can be
thus read as a long ekphrasis.

For an industry of such a popularity and with such a high turnover in the entertainment world, no
actual libretto has survived, which makes any judgment very challenging. However, some sources
confirm that librettos did not have a great reputation as quality texts: Seneca (Suas. 2.19) speaks of
the son of one of his associates who wasted his talent on writing stories for dancing (fabulae
salticae). According to Lucian (Salt. 74), instead, a pantomime dancer should choose his librettos for
their quality: the question raised by these two opposite perspectives can easily be explained from
the fact that Lucian was writing an apology for the genre and was, thus, biased.

30 Mastromarco 1984, 65.
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CHAPTER 4
COLLUTHUS’ POLYPHONIC EPYLLION

The Abduction of Helen’s structure, organized in scenes individually enjoyable, has
already been highlighted by many scholars and by this dissertation. While in the past
scholars have criticised Colluthus’ unconcern with chronological order, today his
selection of the most dramatic stages of the story is praised as a winning technique
that fits the format of a short epyllion perfectly. In fact, Colluthus’ choice to delve into
the least-told but most pathetically-charged parts (such as Hermione’s role), and to
build on side-events such as Paris’ journey to Sparta exploiting its ekphrastic
potential, works well towards creating an effect of a dynamic text that switches
seamlessly across scenes as well as genres: we have seen Colluthus playing with
bucolic poetry in the proem, with rhetoric in Aphrodite’s speech, among other genres.

The epyllion’s multi-coloured nature is in line with Nonnus’ ideal of moikiAia
as expressed in the Dionysiaca’s proem, centred on the multifaceted figure of Proteus,’
a model for ever-changing pantomime actors, and Colluthus made the most of many
devices such as genres, vocabularies and narrative techniques such as digression and
allusion to create the effect of variety within his poem. There is little time to be bored
between changes of scenery, of characters, of linguistic register in the space of less
than four hundred lines.”

One important ingredient that contributes to achieving this variety effect is
the effective employment of narrative techniques’ such as the switch of voice
(whoever is speaking) across the poem, the addresses to readers, the direct or indirect
address characters employ in unmatched contexts, and the emotionally-focused use

of direct speech within the poem. Colluthus provides different points of view by

' Shorrock 2008, 102-3.

It is interesting to note that in Claudian’s Abduction of Proserpina 3.13, Proteus attends the wedding

of Pluto and Proserpina, but he had decided to adhere to one appearance: certo mansurum Protea

vultu.

*  For the definitions in this chapter I refer to Porter Abbott 2008, 67-99, Herman 2007, 3-108, Bal
1997, especially 3-10 and 142-61, and De Jong, Nunlist and Bowie 2004, XV- 10.
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letting his characters speak,’ and also allowing his own voice to be heard; he
acknowledges his narratees, he addresses divinities (Dionysus, the Nymphs) and
mythological characters (Phyllis); he makes his characters speak to other characters
as if they were not there (Paris speaks of Helen as a reward to Helen herself) or as if
they were (Hermione interrogates Helen - who is absent - while speaking to her
maids).

The employment of these techniques is part of the earlier epic tradition:
Homer first employed many of them, and so did Apollonius, Callimachus and also late
antique poets; Colluthus chooses the devices he borrows to achieve different effects
that all share dynamism and pathos. We hear many voices aside from Colluthus’, and
also different versions of the same story:® this contributes to building a polyphonic
text, a multicoloured story that is told by different people at different times, and the
majority of which is not narrated by the same voice. Colluthus enjoys narrating when
this involves ekphrastic descriptions that offer him the opportunity to display his
erudition, as, for instance, the wedding of Thetis and Peleus, the geographic scenery
of Paris’ journey to Sparta, the digressions about Hyacinthus, and when narration is
centred on particularly picturesque moments, such as the behaviour and formidable
plans of furious Eris. When it comes to speeches, however, Colluthus prefers direct to
indirect speech, limiting his role to adding a short comment after or before each
character has spoken.® His choice ensures that the plot becomes current and vivid for
the readers, who hear many of the characters’ voices telling the story and are not
simply told of what happens by the narrator.

I have hinted earlier at the possibility that Colluthus may have been influenced
by contemporary forms of theatrical performances such as pantomime: his preference
for techniques such as direct speech, direct addresses, and apostrophes may add
further evidence to this thesis. What cannot be questioned is the poet’s concern with
bringing the story to life for his readers: when Paris tells Helen: “it is for her sake that

I have endured to cross so many seas”, he is really addressing his audience of readers,

*  There are sixteen speeches in the poem: Zeus (lines 71-7), Aphrodite (86-98, 160-6, 172-89), Hermes
(128-31), Athena (139-45), Hera (148-53), Helen (268-77, 308-16, 379-80), Paris (280-304), Hermione
(332-4, 349-64, 374-7, 383-6), maids (338-47).

°  For instance, Hermes gives directions on the beauty criteria to be followed by Paris, but he uses
different criteria; the goddesses undermine each other’s offers to Paris; Paris tells Helen about the
promise Aphrodite had made to him; Helen lies about the circumstances of her “abduction”, after
we witness the facts.

¢ As toinv ouvBeinv kaAAio@upog #vveme vougn, “such is the agreement the fair-ankled lady
proposed”, 317.
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and his statement comes across ironically, as we shall see later. Equally, when
Hermione stops speaking to her maids to call upon Helen, who is no longer in the
house, the child’s cry is heard by us readers. In fact, if we picture the two scenes as
performed on stage, the techniques used by Colluthus gain power from the physical
presence of an audience that the characters can actually address. A similar conclusion
can be made about Ovid's Heroides 9: in 143-144, Deianira’s narrative is suddenly
interrupted by the news of Heracles’ death. The theatrical potential of these lines,
which would seem much more effective if we picture them being played on stage, is

unquestionably aided by the choice of this narrative technique.’

The aim of this chapter is twofold: in the first part, I explore the nature of the
Abduction of Helen’s narrative, its narrator and narratees, and how they compare to
previous tradition; in the second, third and fourth parts I focus on two narrative
techniques (addresses and use of direct speech) used by Colluthus to achieve different
effects on readers’ perception and to implicitly provide information about his
characters’ emotional journey in order to ultimately enhance the pathos and
vividness of the scene. For Colluthus’ use of direct speech, I examine the case-study of
Helen® to demonstrate the psychological underlying factors and the evaluation of the
character’s behaviour that can be drawn from it.

A precious instrument for my analysis is comparison with previous epic
tradition (in particular Homer and Apollonius) and also late antique models such as
Claudian, Musaeus and Christodoros; Claudian’s Abduction of Proserpina and Musaeus’
epyllion Hero and Leander not only share a similar topic to Colluthus’ Abduction of Helen
but also the preference for the same narrative techniques mentioned above. As we
shall see, the context and the effect achieved by both authors when using these
devices are similar: this could suggest that the two poets belonged to the same poetic
tradition and that the features of late-antique epyllia were by the late fifth century AD

standardized.

7 Cunningham 1949, 100-6.
® 1 have chosen Helen’s role as she is the one who is narrated about the least: her role is almost
entirely consumed by her speeches, and Colluthus’ narrative around her is minimal.
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i The Narratology of Colluthus’ Abduction of Helen

Colluthus’ narrative approach follows closely that of Homer and Apollonius; in the
Abduction, almost every narrative technique that had previously been used in epic
tradition is employed. What appears from the overall consideration of the poem from

this perspective is the originality of Colluthus’ purpose.

a. The Narrator
In Colluthus’ epyllion, the narrator’ is external, overt and omniscient: he, who
identifies himself as the poet in the proem (uor in 6 and in the narratorial
intervention-apology to Dionysus in 252-53) knows the full story from the very
beginning; in fact, his numerous questions to the Muses in the proem already contain
the answer he is demanding: vn@v apyexdkwv of line 8 already indicates that these
ships were up to no good, and veikeog apxn of line 10 already refers to a feud, like
dikaomoAin in 12. This approach follows Homer, who was a similar type of narrator
(although less overt later on in the Iliad):* he also invokes the Muses in his proems as
well as in Il. 11.218-20, and addresses one of his characters, Patroclus, in Il. 16.692-3.
Apollonius’ approach, on the other hand, was also that of an omniscient narrator, but
more overt and self-aware than Homer, as he interacts with his narratees and the
Muses constantly, compensating with this for the physical distance that separated
him from his readers."” Callimachus also reveals himself as omniscient in dialoguing
with the Muses and Delos in h. 4.1-10 and 82-5, and shows even more self-awareness
than Apollonius in his commitment to his patron-god and his genre.”” In Claudian’s
Abduction of Proserpina, the narrator is overt and also omniscient, as we see from the
preface of his book 2, where he tells us that the poet returned to play his lyre again to
compose a festive work."

The narrator knows his characters’ inner emotions inside out and can read
their psychological turmoil through their actions: Eris is prey to the pangs of jealousy
(44); her desire to create trouble is revealed by ¥jfeAev (in positio princeps in 49 and

52) and éunoarto (55); her fear is exposed by deipaivovoa (58). Paris’ feelings are also

°  With narrator I refer here to the primary narrator. The second narrator will be indicated as such.

1 De Jong 2004, 14. For the discussion about Homer’s active but implicit evaluative interventions, see
De Jong 2004, 17.

" Apollonius in fact interacts also with his oral sources; see Cuypers 2004, 43, 61-2.

2 Harder 2004, 63-4.

¥ Claud. Rapt. Pref. 2.13-16.
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under scrutiny as he, too, is scared in 124 and 127, and his intentions as he bathes
before his meeting with Helen are revealed in 233-4. We have already seen how
Helen’s emotions are made visible through her visual behaviours; in particular, in 260-
4 the narrator exposes her attempts at guessing Paris’ identity. The narrator knows
that she is already attracted to Paris (ITdp1v moBéovoa 278), that she is amazed by him
(BaupPricaca 267 and 307), and that she is lost for words (dunxavéovsa 306). The
narrator of the Homeric poems also knows his characters’ emotions quite well, like
our narrator: for instance, Eris restrains herself from her plans in 53, like Odysseus
restrains himself in 0d. 17.235-8.

The narrator’s omniscience is also clearly confirmed by some instances of
prolepsis, where he alludes to later events: Hermione asks her mother whether she
has followed Aphrodite (377), showing a glimpse of truth that had not occurred to her
before, and in 388 her wandering is described as in vain by the narrator, who clearly
knows how things would go from there.” Homer also uses prolepsis, for instance in IL.
11.604.” In Claudian, the narrator’s omniscience is also overt: Proserpina weaves in
vain a gift for her mother, and in vain she calls upon the clouds; Proserpina is the
glory of her mother, “soon to be her sorrow”; secondary narrator Ceres recalls how
she lamented and prayed in vain, blaming herself for not having guessed how things
would go.*

Occasionally, as in Apollonius' , the narrator temporarily forgets or pretends
to forget his omniscience: this can be deducted especially from his use of indefinites,
as in 45, where Eris is wondering how she could ever disturb the banquet of the gods,
and whether the gods will leap up in fear (56), and in three instances in which Zeus
and Paris ask their interlocutors whether they have ever heard of Hermes, Troy and
Priam (71, 280, 282). In his digression on Phyllis, the narrator tells her of how she
waited for whenever Demophon would return home (218): he of course knows that he

will not return.” The use of reported speech is also employed to fake the narrator’s

The multiple occurrences of dpxn, np&tog and their compounds (9, 10, 62, 197, 394) should also be
mentioned here, as they imply that the narrator not only knows how the story goes, but has also
evaluated responsibilities and identified the root cause of the strife.

¥ DeJong 1987, 86-89.

' Claud. Rapt. 1.246, 2.249, 2.37 and 3.228-9.

Y Cuypers 2004, 51.

In some instances, note is used to refer to an indefinite time, but these vague references cannot be
attributed to the narrator’s will to fake ignorance about the exact time when Hyacinth and Apollo
played together (242) and when Poseidon and Apollo laid the foundations of Troy (308): he rather
wishes, in my opinion, to keep the distance from those events and to highlight Helen’s amazement
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ignorance with regards to the development of the events: he is not, however,
questioning his authority (as Apollonius does as a Muse-inspired bard, resorting to
historiographical evidence to persuade his narratees of the veracity of his story)* but
confirming again to know his characters’ emotions inside out and also confirming his
omniscience, as the narrator knows that things did not go as his characters thought
they would. In the first instance Hermione thinks she is seeing her mother (untépa
nantaivelv wicato 372); in the second Helen thinks to be looking at the golden youth
who attends to Cythereia (&AAote dn xpvoeiov disapévn Kubepeing kodpov dmmeveLy
Badapunmdrov 260-1): in both cases they are not seeing the persons they believe they
are seeing, implies the narrator. Differently from Apollonius 1.196, however, our
narrator refers to a character’s critical thinking, not his own, therefore once again
indirectly establishing his omniscience that goes beyond the characters’ knowledge.

Interesting is the use of @nui in the poem: in all instances (90, 142, and 174), a
secondary narrator comments on other characters’ reputation, refusing to
acknowledge it and somehow questioning it.

In terms of evaluations, the narrator presents his view on how his characters
behave very often: Paris is labelled as Avomapig (194), by virtue of his unlucky
romances but also of the consequences of his lust on others; the narrator also tells us
that Paris exults exceedingly in Aphrodite’s promise (kvdidwv & UnépomAov
Unooxeoin KuBepeing 326): here, again, his judgement is based on what will happen in
the future, providing an implied prolepsis of the events. Aphrodite’s lack of modesty
is also judged heavily and pointed at twice by the narrator: o0k fdéocaro Konpig... kal
ovk guvrioato pal@v (156-8). On three occasions the narrator speaks of events that
took place in spite of the characters’ nature preventing them, playing with the
narratees’ expectations and somehow attempting to surprise them with an
unexpected course of events: Artemis attends the wedding in spite of being a huntress
(&ypotépn mep €oboa 35); Eris gives in to Ares although she was untamed (Guoipakétn

nep €ovoa 53);' Poseidon and Apollo come to serve Dardanus although they are

at the novelty of them. This last point is also supported by his use of keiva in 310: the beautiful
buildings she wishes to see are far in place and time. See Cuypers 2004, 55-6.

¥ Apollonius’ narrator is half-Homeric in presenting himself as a Muse-inspired singer, and half-
Herodotean in his constant references to autoptic evidence and oral sources; this sometimes leads
to the paradoxes of especially Arg. 1.23-5 and 1.153-5, see Cuypers 2004, 49-50, 61-62.

% Cuypers 2004, 51.

2t A possible model for this may be Pluto who reluctantly desists to Lachesis, quamvis indocilis flecti in
Claud. Rapt. 1.69.
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immortal (&0dvatol nep €dvteg 288); and Hermione speaks, however prey to anguish
(&xvouévn mep €ovoa 373). Similarly, Troy opens its gates to the pair who will cause
the city much trouble, in spite of Cassandra’s prophecy but also in spite of what
narratees and narrator alike would have expected (Tpoin &’ 393).

The narrator also provides his views on concepts: in 230 he comments that
Paris’ crew tied the anchors tight as it is custom of those who work at sea; in 227
narratees are told that the journey, from that point, was not long at all, therefore
judging the distance and evaluating how long it would have taken for Paris’ crew to
reach Sparta. Homer also provides evaluative comments (more frequently in the
Odyssey)?, as in IL. 2.35-40 and 0d. 20.291.

Gnomai are rarely uttered by the narrator, like in Apollonius,” but curiously
our narrator insists on sleep and dreams: in 318-23 we find the image of the double
gates of dreams, the truthful and the deceitful ones, and in 366-70 that of brothers
Death and Sleep.”. More often, gnomai are uttered by secondary narrators: in 302-305,
Paris says: “Women born among the Argives are not like you: for although they grow
with weaker limbs, they look like men, and are just counterfeit women”, a statement
that recalls closely that which is uttered by Aphrodite at 187-89: “Don’t you know that
the Athenas like you are much more impotent when, while exulting in glorious wars,
they realise that their body is not men’s nor women’s?” Aphrodite is in fact the
narrator who utters most gnomai: “that girdle, from where women catch my sting of
desire, and travail many times, but never to the point of death” (97-98), “It is thanks
to beauty that women triumph by far” (163). Athena also makes a statement: “A leader
commands the valiant and the peaceful. The winners are not always those who praise
Athena. The slaves of Enyo fall into an early grave!” 151-3. Homer also makes himself

seen through gnomai, for instance in I1. 16.688-70.

b. The Narrative

In Colluthus’ poem, the narrative is subsequent (events are told after they have
happened); in fact, they are told two eras after they happened, as the events around
the rape of Helen are presented as the antecedent of the War of Troy, which, as we

gather from the final lines of the epyllion, has also already happened (“But Troy

?  De Jong 2004, 16.
#  Cuypers 2004, 53.
“  For more on these images see further in this chapter.
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unlocked the bolts of her high-built gates and welcomed back on his return the citizen
who will be the first cause of her ruin”, 393-4).

In the proem, the narrator addresses the Nymphs in the first person. The
narrative is organized in a sequence of questions (lines 5-13) which creates a fiction
where the narrator pretends to ignore or forget the causes of the whole story (when,
where, why). He also states clearly that he wants to find out exactly the primeval
cause (10) of the feud, thus setting and also sharing expectations with the narratees
about the nature of this curiosity. Aetiology is then established as a primary interest
of the narrator and the clear trigger to narration, as in Callimachus’ Aetia, where the
story is told to satisfy Callimachus (secondary narratee) who questions the Muses
(secondary narrators), or in h. 4.1-10.” Claudian had also structured the proem of his
Abduction of Proserpina with an invocation to the gods followed by a series of
questions.”

With regards to closure of the narrative, it could be argued whether the
narration actually comes to an end or not: the events that the narrator had set out to
cover in the title and in the proem, i.e. the rape of Helen, are told in full by the end of
the poem; however, the last four lines of the poem open a path for what comes after,
almost introducing a sequel to the story. The narrator fulfils the expectations that he
had set up in his narrative, but he also engages with his narratees confirming them
what happens next.

Moreover, the very last line (8é€ato vootricavta tOv dpxékakov moAtiTnv 394)
refers back to vnGv dpyekdkwv of the proem (9-10), sealing a ring composition also
reinforced by vootroavta, “returning”: the narrator begins and closes his narrative
confirming the rape of Helen as the primeval cause of the events that are yet to
happen and are not narrated. As in Homer, the closure of the narration goes back to
its beginning, and does not clearly put the words ‘the end’ to the story, but is more
like an implicit closure.”” Once more, however, it is Callimachus who offers the closest
model as he often ends his narratives with a reference back to their beginning, as in h.

4,273, h. 5.131-3, h. 6.116-117.%

®  Harder 2004, 64, 67, 70.

% Claud. Rapt. 1.20-31.

¥ De Jong 2004, 18; Cuypers 2004, 45 n. 6.
% Harder 2004, 78.
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G, The Narratees

Narratees are referred to as engaging with their narrator in Colluthus’ poem: for
instance, Hermes (secondary narratee) acts on his father’s command (secondary
narrator who has just spoken): matpgnotv épnuocvvnotl mbnoag 79, and the Loves
hear the bidding of their mother: untpyng épatfig diovteg 100.

However, in some passages the narrative reveals shared expectations between
secondary and primary narratees, who are therefore acknowledged and implicitly
invited to participate: in 71, 280 and 282, a secondary narrator (first Zeus, then Paris)
asks whether Hermes and then Helen have heard, respectively, of Paris, Troy and
Dardanus. This technique is also used by Callimachus,” where similar passages
worked to flatter the narratees’ erudition and to invite them to cooperate. The
narrator also involves his narratees by inserting rhetorical questions in the goddesses’
speeches (Hera: ti yap moAéuwv PaciAfit; 150; Aphrodite: T yap cakéwv A@poditn;
162). By doing so, the secondary narrator is questioning directly the secondary
narratees (Zeus>Hermes 71, Paris> Helen 280 and 282, Hera>Paris 150, Aphrodite>
Paris 162), but also indirectly his primary narratees, who also hear and try to answer
the question. Narratees can also be perceived in Homer through rhetorical questions
as in II. 17.260: “of the others, who could recall their names in their mind?” However,
it is in Callimachus that narratees are expected to participate the most in the
storytelling process; for instance, in fr. 178.1-34, a lengthy introduction to Theagenes
narrated by Callimachus builds up curiosity in narratees and works as a revision of the
stories.”

Let us now consider lines 300-304:

oUK £péw’ Ti 8¢ Téooov Emotauévny ot 10d€w;
oioBa yap, wg Mevédaog avaAkiddg ott yeveOANG

I will not tell you: why should I tell you, who already know so well?
For you know that Menelaus comes from a feeble race.

The passage above features Paris as a second internal narrator telling Helen,
secondary narratee, that he does not need to tell her something she already knows.
This consideration can be expanded to the primary narrator, who is adapting the

requirements of the second narrator and the second narratee’s expectations to

2 Call. Aetia 3-4, fr. 64.5-6.
% Harder 2004, 69, 75.
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himself and the primary narratees: in fact, why do we- as the primary readers- need
to be told about the whole story, since we know it already? Homer also adapted his
narratees’ requirements to his narrator and to those of other narrates: for instance, in
0d. 4.535-60, where both a narratee in the past (Menelaus) and in the present
(Telemachus) benefit from the secondary narrator’s information (Proteus); the same
story is also adapted for different narratees: the Oresteia is told to Telemachus with
emphasis on Orestes as he is presented as a model for him (0d. 1.298-302 and 3.193-
200), but when Odysseus is told about it, emphasis is placed on Agamemnon, whose
destiny he should avoid (0d. 11.409-456)*". In Colluthus, denying the need to narrate
something that, in fact, he has already narrated and keeps on narrating, is a technique
that we also find in Pindar Nem. 5.11-6, where the poet creates an “oral subterfuge”,
i.e. a fictional mimesis of spontaneous speech (and oral improvised composition) to
pretend that his narrative has just come to his mind by simple association arisen from
a detail he has just mentioned.” The narrator in Apollonius also wondered why he
should tell the story of Aethalides in extensor in Arg. 1.648-49, showing concern for
his own evaluative skills with regards to the narration’s material (the full story may
be too much information) and for his narratees’ requirements.

In 268, Helen (secondary narrator) asks Paris (secondary narratee) to tell her
about his origins, but by saying eine kai nuiv she actually joins him as a secondary
narratee, and she further joins primary narratees, who want to find out about Paris as
well; also in this case, then, requirements and expectations of secondary narratees are
shared by secondary narrator and primary narratees. Callimachus uses the same
technique in fr. 75.13-14, where he employs the first person plural twice (13-14 and
53-54) and he refers to Calliope as “ours” (76-77) to join narrator and narratees;” he
also mixes apostrophes and secondary narratees in h. 5.51-57, where he addresses the
men of Argos (narratees of the tale’s warning), Athena, then the women attending the
ritual, who are also narratees of a story to kill the time while waiting.*

The narrator manages narratees’ expectations by sometimes offering more
information than is necessary (considering that narratees’ knowledge of the story is

assumed): for instance in 206 he clarifies that a moAvtArjtwv onufia ... uéxBwv

' De Jong 2004, 23-4.

12 Pfeijffer 1999, 37.

¥ See also Call. Aetia fr. 75.48-49, where the narrator invites those who have experience of Eros to
witness; see Harder 2004, 69, 74.

¥ Harder 2004, 72-3.
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appeared to Paris: he could have just said that they met with a storm. Also in 167-69
many words describe the apple received by Aphrodite as the primary cause of the war
(6 & ayAadv .. ufidov, ayAaing avabnua, péya KTépag AQPOYeVeln, @uTaAnv
moA€poto, Kaknv moAéuoto yevéOAnv): the narrator is probably not concerned that
narratees may overlook or miss the apple’s profound and symbolic meaning , but he
rather wishes to involve them in evaluating this.

The list of negatives used to list the guests at Peleus and Thetis’ wedding (28-
40) also deals with narratees’ expectations and works as a review of who was there for
the narratees, similarly to what happens in Claudian’s Abduction of Proserpina 2.147-
150, where Diana did not despise the dances, and in Apollonius. Arg. 1.224-226, where
the departure of Acastus and Argos is told by denying that they remained at home.”
The “if not” technique is also used in 269-77, where Helen tells Paris how he does not
fit into the offspring known to her: this of course gives the narrator the opportunity
to tell which heroes she knows. In some cases, the “if not” technique is also used to
project a scenario of how things did not go: in 227-8, for instance, narratees are told
that Paris’ journey was almost over through the negation of the facts that the sail was
long and the noise of oars was still heard. Equally, the list of Eris’ plans of revenge (49-
56) suggests a parallel story of how things did not go, therefore evoking and then
contradicting narratees’ expectations; in 342-7, the many scenarios offered to
Hermione by the maids for Helen’s disappearance also work in the same way; in 233-4,
Paris ensures his hair is not tossed by the wind and his shoes are not soiled:
ultimately, in all these cases narratees’ cooperation is gained in confirming the actual
version of events. Homer also used this technique™ in 0d. 5.436-7, where narratees are
told that Odysseus would definitely have died, had Athena not come to his help.

Primary narratees are made aware by the narrator of secondary narratees
through their involvement in an all-round scenario where the story is told through
the sounds that are heard: the song of Peleus and Thetis’ wedding was being sung (17-
18);” the sound of oars was not heard for long (227-8); the cries of Phyllis (216) and
Hermione’s especially are heard loud and clear (329, 331, 335, 337, 338, etc.), and so is
Paris’ music (111-112, 115-116, 122-23, 125-6) and the silence created by it (117-121).

*  Cuypers 2004, 54-5.

** DeJong 2004, 16, 22.

An interesting parallel is Claud. Rapt. 2.230-31, where a wedding song heard announces the
wedding of Pluto and Proserpina.
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All these sounds are heard (or not heard, but imagined) by secondary narratees, who

become like other characters for primary narratees by virtue of their perception.”

It is clear that a number of effects are achieved through the use of the above-
mentioned narrative techniques in Colluthus’ epyllion, and that they build a dynamic,
dramatic and polyphonic text being told by multiple narrators in various ways. So
what was Colluthus’ objective overall? In earlier tradition, auctorial interventions and
other narrative techniques had been used to create illusions of various forms: Pindar
does its best to make his elaborated, much rehearsed, commissioned and occasion-
bound odes look as if they were improvised and composed on the spot, according to
the canons of oral poetry.” Apollonius, to disguise his elaborated epic, creates the
illusion of a narrator talking directly to you, the reader; from his proem, modelled on
Callimachus’ Hymn to Apollo, he suggests that his epic should also be read as a hymn to
Apollo, and therefore that the narrator is an epic singer performing in front of a live
audience.” Callimachus’ narrative, which is made up of stories of written and erudite
nature (unlike in Apollonius, where sources acknowledged are only oral)”, creates the
fiction of an oral narrator performing in front of an audience.” In the Abduction of
Helen, narrative techniques work closely with the poem’s ekphrastic and visual impact
to create a fiction of performance: Colluthus’ poem therefore is written as, and
reflects, a theatrical performance such as a pantomime.

In my chapter about the visual aspects of the Abduction, I have hinted at the
possibility that Colluthus may have meant for his poem to be narrated as a

performance or an artwork. ** This interpretation would explain the presence of the

*® In Catullus 64, narrative via ekphrasis is focalised through the internal viewer.

¥ Pfeijffer 1999, 34-7.

“ Traditionally, epic recitation was preceded by the singing of Homeric hymns: see Cuypers 2004, 44.
' Harder 2004, 79-80.

2 As in Apollonius’ ironic paradox between his Homeric and Herodotean sources mentioned earlier,
in Callimachus occasionally the narrator creates a tension between the reality of written
communication and the fiction of oral communication: for instance in Aetia 1-2 old Callimachus is
really writing about the fictional and oral dialogue between the Muses and young Callimachus; see
Harder 2004, 79.

Longus, in the programmatic start of his novel, admits: i8évta pe kai 6avpdoavta ndéBog Eoxev
avtrypapar tf] ypaer, “As 1 gazed in admiration, a desire to depict the picture in words seized me”.
The whole novel is in fact presented as being inspired by a picture that he himself has found:
elkéva ypamthy, iotopiav épwtog, “a painting that told as story of love” (Transl. C. Gill); the story
becomes thus twice as emotionally effective: not only did it originate from a beautiful work of art,
but also that painting was found personally by the author (see Reirdon 1989, 289 n. 1), who was so
touched that he was compelled to describe it through words. Ekphrasis is common in Greek novels,
and it becomes more common in Byzantine works: Eustathius Makrembolites, a novelist from the
second half of the twelfth century AD, includes large ekphrasis of paintings in books 2 and 4 of the
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visual effects in the poem, and would offer insights into Colluthus’ audience and
occasion. If the poet used his text to achieve a mismatched effect (stage-facing
reactions), this would force us to explore the places between narrative and dramatic
performance. We would be dealing with a two-level text, in which the author uses
dramatic artifices in a text to mime a performance to provoke in his readers reactions
similar to the ones experienced by a public of theatre-goers, not readers.

Another aspect links Colluthus to performance: he also wrote panegyrics,*
which were recited in public normally in the presence of the emperor, as it happened
for those of Procopius of Gaza® and Priscian of Caesarea for Anastasios. This genre
usually borrowed extensively from rhetoric, employing graphic and dramatic effects
for enhanced reaction. During the last stage of education, the most challenging
exercise students faced was ethopoiia, a speech impersonating a famous mythological
character; rhetoric and theatricality worked together towards the aim of sounding
sensational and shaking the audience.” Colluthus, like his predecessors but perhaps
also his contemporary poets, consciously or unconsciously wrote his epyllion in a
similar way, employing narrative devices to create the illusion of a public
performance: the result is a text that shares aspects of rhetorical and theatrical

nature.

2. Auctorial Addresses

I now intend to consider in more detail some of the preferred narrative techniques
used in the epyllion; these, in some cases, offer the narrator the opportunity to make
himself seen by his narratees, and their evaluative nature contributes to enhance the
drama of the single episodes. If we take the Abduction at its face value - a short epic
poem - why does the poet feel the urge to share his views with the readers? In this
section, I intend to explore the reasons for Colluthus’ interventions and the nature of

his evaluations.

Story of Hysmine and Hysminias; Theodore Prodromos, his contemporary, also included a lengthy
ekphrasis of a gemstone cup in his Rhodanthe and Dosicles, 4.331-411, modelled on Theocr. Id. 1 and
Ach. Tat. 2.3.

In this logic, his other works are compatible with the epyllion, proving a literary consistency.

His panegyric was recited in public on the occasion of a statue of the emperor being sent to Gaza,
similarly to Paul the Silentiary, whose ekphrasis on Hagia Sophia (including a panegyric of both
Justinian and the patriarch Eutychius) was recited inside the building in 563, see Whitby 1985.
Rhetorical exercises influenced many other genres: see for instance Peirano 2012, where their role
on the Latin pseudepigrapha of the early empire is argued.
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Auctorial interventions, especially those in which the poet speaks in the first person,
achieve the immediate effect of breaking the fiction. This type of direct address was
employed in epic tradition since Homer, and continued to be popular in Apollonius,
Callimachus and Nonnus, but was also used in other genres, such as Pindar’s choral
poetry and epigram. My concern in this section is limited to the literary purposes of
Colluthus’ addresses as narrative techniques, in light of earlier tradition and
especially contemporary writers of the late fifth or early sixth century AD.

It should also be specified that the standard definition of “address” as a
narrative technique identifies an address to the reader,”” such as Mus. Her. 23-7: oV &',
el mote keibr meprioelg, diled ol Tva mupyov, 6y mote Inotiag Hpw Totato Avxvov
gxovoa kai Nyeudveve Aedvdpw: 8ileo & dpxaing aAinxéa mopbuov APvdov eicétt mov
KAatovta pépov kal Epwta Asdvdpov, “if you one day will pass on those places, I beg
you: look for a tower, where once Hero of Sestos stood, who, holding a light, was guide
to Leander, and look for the loud undertow straits of ancient Abydos, that perhaps
still cries over Leander’s destiny and love”. Colluthus does not address his reader: my
aim is to explore the instances in which the author addresses other characters, thus I

define these as auctorial addresses.

Colluthus makes himself seen on three occasions in the epyllion: in the proem, where
he addresses the Nymphs (NOugat Tpwiddeg 1) and asks them to come over (de0te 5)
and tell him (eimaté por 6) the origin of the story; in 251-52, where he addresses
Dionysus; and in 216, where he addresses Phyllis. For the purpose of this study, I will
focus my attention on the last two instances, since the poet’s address to the Nymphs
fits in with the standard features of proems, i.e. a sub-genre of its own, and I do not
believe it conveys any additional meanings other than those already discussed in the

section about Colluthus’ proem.

¥ Herman, Jahn, Ryan 2005, 4-5.
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a. Address to Dionysus

Colluthus breaks the fiction by directly addressing a god,” Dionysus, with a cheeky
statement. In 251 he says: iAfxo1g, Aidvuoe: Kai €1 A1dg €001 YeVEOANG, KaAdG €NV Kal
kelvog €’ ayAainot mposnwy, “forgive me, Dionysus! Even if you are the son of Zeus,
he too was beautiful, for the grace of his face”.”

When Paris has just arrives at Menelaus’ house, and just before Helen opens
the door for him, the poet feels the urge to praise his beauty, so much so that he
apologizes to Dionysus for saying that Paris’ beauty was superior to that of the god’s.
By voicing his opinion, the poet demands a role for himself; moreover, by interacting
with Dionysus, Colluthus adds two more characters to the scene: himself and the god.
It is as if the meeting of Paris and Helen were paused for a moment to allow for
contemplation of the shepherd’s beauty, a contemplation that is enhanced in such a
way that Dionysus must be called and apologized to in an almost official way. As we
have seen earlier, Paris’ makeover had put him in the same aesthetic league as
Aphrodite and Hera, as he iotato Oeonesinoy dyaAAduevog xapitesotv in 250: his
beauty is described as “divine graces” just before he is compared to Dionysus;
Colluthus’ compliment does not come as a surprise.

With this artifice, the poet is forcing his readers to admire Paris in all his grace
(in case they had neglected to appreciate his beauty previously, when he was bathing
in 231-5), and thus to pay tribute to his magnificence. Not only that: he is also making
us readers see Paris through his eyes, in a way that we would not otherwise have seen
him. Would have we realised, even after witnessing his beautifying ablutions from
which he re-emerges as a new man, that he was actually superior to Dionysus in
beauty? Probably not. Now that we are made to see him through the appreciative eyes
of the poet, do we actually believe Paris is better looking than a god? Probably not.
The narrator, which in this case also functions as the focaliser® through whose eyes
we see Paris, appears to care very much about the matter.

Colluthus is evaluating Paris’ beauty as an internal narrator, and this by

default makes him a less reliable narrator than he would be if he had let this

*®  Callimachus also addresses gods, for instance Hera in h. 4.106-107 and 215-216, Artemis in h. 3.72-
90, Apollo in h. 2.69, 72, 80, and Zeus in h. 1.6, 7, 43, 46; see Harder 2004, 74. Claudian also makes
Ceres address Latona in Rapt. 3.306, and the goddesses in 295 and 311.

In Apollonius, Jason had been compared to Sirius, beautiful to look at but a bearer of anguish for
Medea (Arg. 3.956-61). Paris is likewise a carrier of ill fate.

°* Porter Abbott 2008, 67-99; Bal 1997, 142-61.
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judgement to the readers alone.” His evaluation is quite personal and shows a high
level of involvement, as he feels the need to apologize to a god for Paris’ beauty; and
yet, Paris is only a mythological remote character, unrelated to the narrator (i.e.
Colluthus is the author, not another character within the story in which Paris stars).
Then, how can Colluthus’ position be justified? The poet is obviously taking sides, and
attempting to drive the readers’ opinion to “bend a gentle eye” (to say it, again, with
Colluthus 132) for Paris; 1 suspect he is preparing us to be well disposed towards

Helen, when she reacts to his beauty with an immediate and irresistible infatuation.

The formula chosen by Colluthus for the apology is also found in Apollonius, who
closes his epic by pleading with the Argonauts to be favourable to his singing (Aat’
Arg. 4.1773-81), apologises to the Muses (TAate 4.982-6) when he has to tell an
unflattering story about the gods and, more interestingly, apologises to Apollo in
2.708-10 for referring to his hair, which, of course, is intact (iAko1g).”* We find
iAnkoig very often in epigrams: Ruf. AP 5.73.3 and in Colluthus’ contemporaries Paul
the Silentiary (Descr. Hag. Soph. 179) and Agathias (AP 5.299.9 and 9.154.1):
interestingly, the only other passage in which the exact formula used by Colluthus
(IAnkoig, Atdvuoe) appears is Agathias’ AP 6.74.5, which may suggest an imitation by
Agathias®. Nonnus borrows the formula extensively from Apollonius in the
Dionysiaca™, to mitigate what the poet is about to say*, and Colluthus may have had in
mind two Nonnian instances in particular, where beauty is at stake: the closest
reference could be 10.314- 317, where Dionysus apologizes to Zeus* for saying that his

beloved Ampelos is better looking than his father’s lover Ganymedes:

' Porter Abbot 2008, 74-7.

*2 Cuypers 2004, 48-9.

> Not the other way around, since Agathias was born around 536, 18 years after Anastasius’ death

(which is the only reference we have for Colluthus’ life).

Livrea 1968a, 196. Other occurrences include 46, 297, where Agave apologizes to Dionysus for he

destroyed the whole offspring of Cadmos (iArjkor Aidvuvoog); in 4.50 Harmonia apologizes to

Hermes; in 8.73 Semele to the Olympus; 16.325, where Pan apologizes to his pasture; 25.211 the

poet apologizes to Iolaos because he killed the Hydra but only Heracles took the credit; in 29.115

Dionysus apologizes to Aristeos, as he would not suffer so much for his death as he is for that of

Ymeneos, and in 135 to Aphrodite; in 30.287 Athena to Zeus’ glory while trying to instil courage in

Dionysus. Also see Theocr. 15.143.

**  Accorinti 2004, 480.

* The formula Zed ndtep has a long tradition in epic: Il. 1.503, 3.276, 320, 365, 5.421, 0d. 5.7, 7.331; Call.
1.43; Ap. Rh. Arg. 4.1673; Quint. 3.499, 4.49, 8.431; Nonn. Dion.11.315, 32.48. It also enjoyed much
popularity in other genres: Theogn. 1.731; Soph. Oed. Tyr. 202; Opp. Hal. 1.409; Opp. Cyn. 3.237; Pind.
Ol. 7.87, Nem. 8.35; Archil. Fr. 177.1; Alc. Fr. 691 L.-P., and in late antique and byzantine literature:
Procl. In Plat. 3.185.5; Theod. Prodr. Rhod. 2.468; Eusth. Hysm. 6.10.4.
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Zed matep, IANKOLG, TAVUGITTTEPE: KN KOt EVIYPTNG
Tpwiov oivoxofja Te®@v dpnotiipa KUTEAA WV,
OTT1 PAEIVOTEPOLO PEPWV AUAPLYHA TTPOGWTIOV
"Aumelog iuepdeic Tavuurdeog e180¢ EAéyxetr

Zeus father, wide-winged god, forgive me: do not speak to me of your Trojan wine
pourer, the servant of your cups, since Ampelos spurs desire and defeats the beauty of
Ganymedes with the brilliance of his face, which is more radiant!

Here, like in Colluthus’ passage, the face is the beauty criterion that determines
superiority; in the other Nonnian passage, interestingly, breasts are the key: in 48.361
Aura apologizes to Artemis’ beauty, when she mocks her breasts while swimming:
iAfikot TedV £180¢ Eyw oéo uaAAOV dpelwv.

It has already been mentioned that beauty is all about the face in Colluthus”
(see lines 30 Swakpivwv mpogepéotepov €ido¢ dmMwmic, 75 kékAeo kai PAe@dpwv
Euvoxnv kai kKUkAa mpoownwv, and 87 orjuepov dyAaial pe dakpivovst TPOcWNWY,
plus the already discussed attention to heads and hair), although paradoxically Paris
chooses breasts in the end. In complimenting Paris’ beauty, Colluthus once again
reiterates his point on facial beauty, and does so employing dyAain, the same quality
on which Aphrodite was tested (87), and that is the reason behind women’s
superiority (163 ayAain moAd pd@Alov dpiotevovot yuvaikeg), against nvopén, the
valiance promised to Paris by Athena and mocked by both Hera (152) and Aphrodite
(164).

Another interesting point is the choice of the myth included in the Nonnian
passage of reference: Dionysus, the lover of Ampelos, and Ganymedes, the lover of
Zeus (together with Hyacinthus, who is also recalled by Colluthus in 241-8) share the
destiny of beautiful young boys kidnapped by divinities, and now Colluthus puts Paris
in this league too. If in the Dionysiaca Dionysus was apologizing to Zeus, in the
Abduction the poet is apologizing to Dionysus, acting as the god did in the Nonnian
passage.

The invocation to the Nymphs at the incipit of the poem is, with the meeting
of Paris and Helen, one of the two most crucial points of the epyllion; it is at these two
particular points that the poet can count on the highest level of attention of his
readers. It is therefore not accidental that Colluthus calls upon the immortals

precisely in these two circumstances: on the one hand, he is granting a connection

7 Paschalis 2008, 144.
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with the gods; on the other hand, he wants to exploit the momentum by breaking the
fiction and revealing himself as the craftsman. In the proem, as seen in Chapter 2, the
poet also makes a precise statement about his poetics, by means of the sea metaphor
and the water-related terminology: this element, associated with the narrative
techniques that break the fiction, reveals Colluthus’ awareness as a poet and his clear
intention to be recognized. By presenting himself in both cases as interacting with the
immortals, he is ensuring that his memory is aligned to that of the Nymphs and
Dionysus: he can interrogate them and challenge them, although he makes sure not
to go beyond the limits of human nature, when he apologizes to the god for

complimenting Paris’ beauty.

Musaeus, whose Hero and Leander tells another story of seduction, interestingly
employs similar narrative techniques when it comes to describe Hero’s beauty: first,
he addresses the reader® inviting him to agree that Hero’s body is like a meadow of
roses: | Taxa @aing év peAéeoot pédwv Aetu@va @avijvat 59-60; here, the direct @aing
is a narrative address as defined above, from the narrator to the reader, and, like
Colluthus’, it implies a high level of involvement on the narrator’s part as it seeks
agreement from the readers. Musaeus also appears as an unreliable narrator then, as
his opinion of Hero’s beauty as something sublime is enhanced by his simile with a
meadow of roses: he is not only presenting his opinion but also projecting his idea of
it to something half surreal onto readers’ imagination, similarly to Colluthus, who
projects Paris’ beauty into the level of divine beauty. Moreover, his invitation to
approve of his image reveals his desire to seek his readers’ involvement too.

Another interesting parallel with Musaeus is that Hero’s beauty is described by
one of her suitors as unlike any of the beauties that he has seen in Sparta: kai Zndptng
¢néPnv, Aakedaiuovog Edpakov dotpov, Ayt uébov kai deBAov dkovouev &yAaidwv-
toinv &’ ol mot’ Snwna vénv 1davryv O anaAnv te 74-6. It is curious that the young
man refers to Sparta here, the hometown of Helen. In Colluthus, she had said
something similar twice to Paris, when she struggled to identify him: dAA& terv ovk
oida map’ Apyeiotor yevéBAnv (270), and tenv & ok €idov dmwmhv (273), so our poet

could be entertaining an allusive game with Musaeus’ passage on more than one level.

**  (Claudian also addresses his readers on a number of occasions: Rapt. 1.257, 2.29 and 124, 3.374
(credas, “you would believe...”)

210



Finally, it is worth noting that Christodoros, in his ekphrasis, also addresses many of
his characters (i.e. the statues he describes) by name.” His invitation to engage in a
conversation with him works as a rhetorical device to revitalise the monotony of the
ekphrastic catalogue, and aims to achieve an illusionistic identification between art

and reality.

b. Phyllis
While describing Paris’ journey, Colluthus suddenly addresses Phyllis in the second
person singular (214-18):

®uAALdo¢ dvtéAdovta prARvopog Edpake TOpPOV
kai §pduov EvvedkukAov dAruovog ide keAeOov,
£vBa draoteiyovoa kivopeo, ®VAAIG, dkoitnv
dexvupévn maAivopoov Gmrpova ANpo@owvTa,
onndte vootroetev ABnvaing amod dnuwv.

[Paris] saw the nine-circled course of the wandering path, where you, Phyllis, went
through bewailing, while waiting for your husband Demophon to return safe and
sound, when should he come back from the land of Athena.

Phyllis is a character who does not play a role within the story®, but Colluthus makes
Paris see her grave, a landmark that awakens memories of her sad wanderings, and
exploits this as an occasion to paint a sorrowful digression. By addressing her directly
he reveals himself as the poet, again bringing two more characters on the scene:
himself and Phyllis. The fiction is thus broken for a few lines, and readers are brought
back to the “reality” of a poet building an imaginary environment.

The lexical insistence on her wandering and waiting (8pduov évvedaxkvkAov
AANUOVOG...KEAEVBOV...KIVUpEO...0exvuuévn TTaAivopoov...Onndte VooTHogle) paints a
circular picture that is all of a sudden brought to life, although just for a moment.
Phyllis’ wandering also comes back to mind at the end of the epyllion, when Hermione
wanders, in reality (388) and in dreams (371, 376), through the paths where Helen
perhaps got lost, while, again, wandering or while, precisely, wandering once again

(343, 354).

> Christ. AP 2.398 117, 131, 143-4, 175-6, 197, 256.
% Unlike Helen, addressed by Paris and Hermione in the cases discussed below.
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Kutzo® highlighted how these interruptions of the fiction (“indirect audience
addresses”, where the address is indirect since the fiction is not interrupted by the
poet himself, but through some other indirect way: in these cases, the characters)
happen in Theocritus, Herodas and Virgil at key transitional points, often when a new
scene is about to be introduced, so that they serve the purpose of jarring the audience
and prepare them for a change of action. The question of whether these works may
have been brought to stage has been explored at length, but he focuses on the textual
elements that break the fiction, exposing the artifice of literature. These elements
interrupt the poetic artifice for a moment, although the characters all remain in role,
and make the audience unequivocally aware of the fiction and of the poet, albeit not
long enough to shatter the creative spell and the fictional escape in which they have
embarked. In these three works, the audience is addressed by a character, who
comments on an external element which exposes the artifice (the meter in Herodas’ 1,
the Dorian dialect in Theocritus’ Id. 15, Pollio in Virg. Ecl. 3). By momentarily stepping
out of the story, the characters acknowledge both the audience, and the poet and his
art.

In Herodas 1 the technique is used to prepare the audience for an unsettling
end of the mime, where where how and if the two women settle their argument
remains unclear. In Theocritus 15, on the other hand, the effect of his dialect-related
interruption achieves a very different effect: the discussion about Doric in fact brings
the idyll together, achieving a sense of unity. Herodas instead does not achieve this
effect: at the end of the mime, we are left with a feeling of dissonance, or lack of
clarity about the outcome of the discussion. Kutkzo explains this with the different
aesthetic goals and concerns of the two poets.” In Homer, addresses in the second
person to another character are used more often by a secondary narrator who tells a
secondary narratee about a common experience, as in I 15.18-33, where Zeus
reminds Hera of how he hung her from the sky; here, fiction is broken to tell the

embedded narrative that then works as a reference for narratees who can relate the

% Kutzko 2007, 151-3.

% Kutzko 2007, 143-6. In Theocritus’ Idyll 15, a man interrupts Praxinoa and Gorgo’s chat by
commenting on their dialect (Dorian), and she replies to his comments (78-93): suddenly the fiction
is interrupted. In Herodas’ Mimiamb 1, Gyllis invites Metriche to cheat on her husband, and
Metriche indignant responds that she would not have tolerated such comments from another
woman, also alluding to the choliambs, the meter of Hypponax (69-72). Both passages have
programmatic goals linked to literary instruments, while Virgil's Ecl. 3.84-5 includes a reference
not to a narrative technique, but to a contemporary of the poet, Pollio, who also loved pastoral
poetry.
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rest of the story to that episode.63 In Apollonius, apostrophes of single characters are
rare,” but Argonauts are addressed directly by the narrator in 4.1383, as well as in the
already mentioned epilogue. Callimachus uses the apostrophe frequently:* for
instance, he addresses Acontius many times in Aet. 3. (e.g. fr. 75.40, 44-48, 51, 53): here,
the narrator’s interventions cut the distance from the narrated story, but the
narrative never becomes sentimental as he continuously intertwines it with erudite
material.®

However, once again the closest model of Colluthus seems to be Claudian, who

addresses Hyacinthus in a brief digression in Rapt. 2.131-6:

Te quoque flebilibus maerens, Hyacinthe, figuris
Narcissumque metunt, nunc inclita germina veris,
praestantes olim pueros. Tu natus Amyclis,

hunc Helicon genuit. Disci te perculit error,

hunc fontis decepit amor. Te fronte recussa
Delius, hunc fracta Cephisus harundine luget

You also they harvested, Hyacinthus, mourning with your letters of lamentation, and
Narcissus - now famous buds of spring, but once pre-eminent boys: you, Hyacinthus,
were born at Amyclae, Narcissus helicon begot; you the swerve of the discus struck,
him love of the spring deceived; for you mourned the god of Delos with battered
forehead, for him Cephisus with broken reeds.

Colluthus, in 240-8, also introduces a digression about Hyacinthus, narrated in the
third person. With the digression of Phyllis, which is narrated partly in the third and
partly in the second person, as a direct address to the character, it is possible that
Colluthus meant to play with his model, by mixing content and form of narration.
Colluthus alludes and varies his model by applying the address to another character
but still pays homage to him by exploiting the same anecdote.

So what does Colluthus achieve with his address to Phyllis? At this point in the
story, readers have already gone through about 20 lines of Paris and his travelling: an
unexpected break comes just at the right time to awaken the audience before
continuing for about another 20 lines of the journey. The address to Phyllis is placed
roughly halfway between the first and the second part of Paris’ journey: in the second
half, the 30 lines (218-48) are also interrupted by Paris’ ablutions (231-5) and the

Hyacinthus digression (240-8).

®  De Jong 2004, 6.

*  One example is Pollux is also addressed directly by Lykos in Arg. 2.798; see Cuypers 2004, 48.
% Call. h.5.1-4,13-17, 27-32, 134-8; h. 6.1-2, 118-19); see Harder (2004), 72, 74.

% D’Alessio 1996, 485.
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What about the content of this digression?*” As in his previous references to
other myths, Colluthus once again chooses a sad story, that of a love affair that ends
with death. The story of Hyacinthus shares the same tearful ending, and is equally
powerful as an omen to the unsuccessful ending to Paris and Helen’s love affair;*
however, Phyllis’ loyalty to her husband is strategically placed ahead of Helen’s
contrasting behaviour towards Menelaus.”” Moreover, the closest connection to the
story could be that Phyllis killed herself, like Oenone, the wife of Paris whose
existence is only barely referred to in 165, and whom the poet seems to want to erase
from the story,” together with the other “inconvenient” partner, Menelaus.”

It has been noticed that Phyllis’ death, in all versions of the myth, happens
after the War of Troy,” but Colluthus is unconcerned with chronological sequence and
precision: as with the other previously mentioned, supposed inaccuracies (the type of
animals tended by Paris, for instance), this too can be explained with the poet’s
intention to paint a picture that was intended to be dramatic, not precise.

By personally addressing the protagonist of such a sad myth, Colluthus reveals
his own reaction to the myth; as if moved by the tale of Phyllis’ aimless wanderings,
he jumps in as though to bring her back to life, as if she were a contemporary and he
could feel her pain. The narrator’s sympathy and compassion towards the characters
is similar to that shown to Patroclus in II. 16.692-3, where Homer addresses the hero
compassionately.” This technique does not fail to add theatricality to the story, and
the switching of subject forces the readers to look at her, as if she were suddenly on a

stage beside Paris and Helen, and the poet were pointing right at her.

Musaeus addresses Leander, the main character of his epyllion, on two occasions: first
in 86-89 Ailvomafeg Asiavdpe, oL &', wg 10eg evkAéa kovpnv, ovk £BeAeg kpuiolot
KATATPUXEWV PPEVA KEVTPOLG, AAAQ TupiPAriTolot dauelg adoknToV d16T0lG 0K EBEAEG
{wev meptkaAéog dupopog ‘Hpolg, “O Leander, you prey to an unhappy passion: at

the sight of the noble maiden you could not stand for your heart to suffer in secret

7 The story of Phyllis was included by Lucian in On Dancing 40.9 as a popular subject for pantomimes.

% Paschalis 2008, 140.

% Magnelli 2008, 160.

 In Christodoros’ ekphrasis 215-217, Oenone (her statue) is described as jealously spying on Paris
with an insane look (see Tissoni 2000a, 176): surprisingly, Colluthus decides to pass on this
opportunity to build on a picturesque detail.

7t Prauscello 2008, 176 and Paschalis 2008, 145.

72 Rocca 1997, 175.

7 DeJong 2004, 16.
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pains, and at once, overwhelmed by the fire-burning darts, you no longer wanted to
live without the beautiful Hero”. Then in 300-304 &AA’ 00 xetleping o€ POPOG KATEPUKE
Baddoong, xatepdBupe Afavdpe. daktopin 8¢ oe mlpyov nB&da onuaivovca
PAECPOPINV VUEVAIWY UALVOUEVNG WTpuveV d@edrioavia BaAdoong vnAeng kal
dmotog, “but the fear of the stormy sea did not stop you, brave- hearted Leander; the
message of the tower, the familiar light, preannouncement of hymenaea pushed you,
and you did not care for the fury of the sea, cruel deceitful message”. Both moments
are equally crucial for the development of the plot, and Musaeus sympathises with his
character’s inability to restrain himself, first from falling in love with Hero, and then
from swimming across the stormy sea.

Musaeus’ address to Leander reveals once again his involvement with the story
but also with Leander’s passion and courage. Another interesting point is that
Musaeus highlights that Leander ignored the omen to his fate, the stormy sea; it has
been highlighted earlier that Paris, in Colluthus, is oblivious to the many omens that
appear to him. But Paris also crosses a stormy sea, a waterspout to be precise: he rows
through it with his crew, once again oblivious to the foreshadowing of his sad destiny.
In Musaeus, Leander recognizes the omen but decides not to pay attention to it: the
narrator also justifies his behaviour as Leander is pushed by eros; in Colluthus, on the
other hand, Paris does not recognize the omen (the poet does), is totally unaware of it,
and is not even said by the poet to be pushed by any particular force such as eros (he

is moved by greed, but Colluthus is not prepared to state this explicitly).

3. Characters’ Addresses

On two occasions Colluthus makes his characters speak switching from a narrative
form (in the third person) to a direct address (in the second person). Hermione,
speaking to her maids, suddenly calls upon her mother, while Paris, standing in front
of Helen, speaks about her, as if she were absent. In both instances the psychological
condition of the speaking character is emphasized and clarified to the reader, their

emotions made readable through a sequence of phrases with different subjects.
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a. Hermione
Hermione is speaking to her maids, when suddenly she switches to the second person

singular, addressing her absent mother (349-64):

018ev 8pog, motau@v £8dn péov, 0ide keAebBoug

£G pSdov, &g Asip@var Ti pot pBEyyeabe, yuvaikeg; 350
AOTEPEG LTTVWOULOL, KAl £V OKOTEAOLOLV 1aVEY

AoTEPEG avTEAAOLOL, Kal 00 TAAIVOPOOG IKAVEL.

pfitep &pn, tiva x@pov Exeig; tiva & olpea vaieig;

mAalopévny Bfipéc oe katéktavov; dAAa kai avtol

Bfpec apiliAoto A1d¢ tpouéovot YevEOANy. 355
Apuneg € dxéwv xOapalfic émi vdta koving

oov dépag olombAorory évi dpupoiot Aimoboa;

GAAQ ToAvmpéuvwy ELASKWV VIO ddokiov VANV

dévdpea mantAvaca kal abT@V péxpl TETAAWY

o0V dépag ovk évonoa: kai ov vepeoilopal UAR. 360
pn Siepoi otovdevtog &’ Ebpditao peébpoig

vnxouévnyv ékdAvev vrofpuxinv oe yaArjvn;

GAAQ kal év motapoiot kol £V teAdyeoot Baddoong

Nmadeg {ovat kal oL KTElVOUGL yuvaikag.

She knows the hill, she knows the flow of the river, and she knows the paths that
bring to the roses, to the meadow. What are you saying to me, women? The stars are
asleep, and she spends the night among the rocks; the stars arise, and yet she does not
come back home. Mother of mine, where are you? On which hills have you stopped?
Had you lost your way, and have the wild beasts slain you? But even wild beasts fear
the offspring of much respected Zeus! Have you fallen from your chariot on the back
of the dusty ground, abandoning your body in the lonely woods? But I did look around
searching the trees of the copses full of trunks, even down to their every leaf, and yet
I could not see your body. And I do not blame the wood. Have the still waters covered
you in the depths while you swam in the liquid streams of the rippling Eurotas? But
even in the rivers and in the open sea the Naiads live, and they do not kill women!

Hermione begins her speech (349) by telling the maids, in the third person, about
Helen who does know the hills and the paths to the roses, but then switches suddenly
to the second person plural, addressing the maids directly (350). Colluthus then
dramatically contrasts, within two lines (351-2), the stars, which sleep and rise in the
third person plural, and Helen, who sleeps among the rocks and does not come home
in the third person singular, 351-2. In 353 Hermione addresses Helen directly in the
second person singular and asks her about her whereabouts (353), then switches to
the third person plural wondering whether wild beasts have killed her (in 354-5, and
then back again to the second person singular in 356. At 360 Hermione switches to the
first person singular. Finally, the last changes of subject refer first to the water that

may have covered Helen, in the third person singular (362) and then plural, referred

216



to the Naiads, 364. In total, there are 12 subjects in the space of 16 lines. The full series
of subject is: Helen/you maids/the stars/Helen/the stars/Helen/you Helen/the
beasts/you Helen/I/the still water/the Naiads. Similarly, in Her. 7, Ovid makes Dido
switch three times from the second to the third person™.

The overall impression achieved by this rapid and continuous subject change
is one of emotional disorder:” although in the words of the maids (338-47) there are
fie subjects in the space of seven lines (you Hermione/Helen/you Hermione/your
eyes and your cheeks/Helen), the effect of lines 349-64 is much more dramatic and
makes Hermione’s desperation almost tangible. As her speech develops into a
monologue and an intimate conversation with her absent mother, the interaction
sought by Hermione with the third parties in this Helen-gone-missing case becomes a
continuous source of anguish for the reader, too. Her behaviour is that of anyone who
is searching for something and cannot find it: first she questions the trustworthiness
of her maids’version (that her mother has gone to a girls’ meeting or for a bath, and
she will come back); then she asks her mother directly where she is; she interrogates
third parties (the wild beasts - perhaps they have killed her mother, but this is not
really a possibility, as beasts would have been frightened of the daughter of Zeus).
Hermione addresses her mother directly once again, desperately trying to fit her in
one of the various possible scenarios she imagines. Finally, she returns to check again
in the same places that have already been searched,” hoping to see something that
has been overlooked, and she questions herself: she searched among the trees, even
down to each single leaf, and she has not seen her mother. The same doubt about
overlooking something reappears in 376 when she wonders which mountain has she
forgotten to search. The last possibility that Hermione explores is that Helen has
drowned in the river Eurotas, but this scenario also proves unlikely, as river nymphs
do not kill women.

There are a number of similarities between Colluthus’ dialogue of Hermione
and her maids, and Claudian’s speech of Pluto to his bride in the Abduction of
Proserpina: both include a prayer to stop crying (338 tékvov ddvpouévn, ydov ebvacov

- Claud. 2.277-8 desine festis animum, Proserpina, curis et vanis vexare metu) and the

7 Ov. Her. 7.25, 103 and last 6 lines of the epistula.

7> Speaking of Ovid’s Heroides, Cunningham 1949, 103 noticed the theatrical potential of similar
passages: “A passage of this sort provides an opportunity for presenting a remarkable sequence of
various emotional states, and this presentation might suitably be accompanied by considerable
physical activity on the part of an actor”.

’*In Claud. Rapt. 3.163-5 Ceres also surveys all the places where Proserpina had once sat.
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reassurance that things are not as bad as they seem (in Colluthus 338-47, the
reasonable scenarios for Helen's disappearance, in Claudian 2.278-306 the promise of a
brighter future in the Hades). Even more relevant is the similarity with Ceres’ speech
to Proserpina’s maid after the tragic discovery of the girl’s abduction: like Hermione,
she asks questions and wonders about the whereabouts of her daughter (heu ubi nunc
est nata mihi? 189);” the same questions are uttered again, more dramatically, in Ceres’
final monologue at the epilogue of the poem, where she wonders whether she will see
her daughter again only in her dreams, and in the monologue of Proserpina herself
straight after her abduction, where the abducted girl also calls upon her mother:

mater, io!”®

I believe that this case is slightly different from the previous instances: as in Phyllis’
case, the person addressed here is not a divinity, like Dionysus (and the Nymphs in the
proem); Helen is a character who plays a role in the plot and is not, like Phyllis,
brought into the story in the form of a digression.

This appeal to Helen cannot, in my view, be classified as an indirect audience
address:” in fact the poet does not reveal himself, as in the previous instances, and
the person addressed is not alien to the story. Since the poet does not speak himself in
first person to Helen, the fiction is never broken, and the readers are not brought out
of the artificial environment; furthermore, because the scene involves an upset girl
(in fact, a child, although her reasoning sounds more like that of an adult) who is
trying to make sense of her mother’s disappearance in the company of her maids, it
makes perfect sense that she herself addresses Helen in a completely natural manner.
We could say that her continuous switching from one addressee to another grants her
behaviour that touch of naivety that we would expect from a child interlocutor.

Colluthus’ dramatic effects do not end here, however. Hermione’s address to
Helen works as an invocation, and, shortly after her frantic speech, she falls asleep

and, thinking she is seeing her mother, once again she calls upon her in 374-7:

X010V ddvpopévny e dduwv Extoobe puyodoa
KAAAITTEG LTVWOLOAV DTEP AEXEWV YEVETTPOG.
moiov 8pog pebénka; tivag mpoAéloima KoAwvag;
oUTw kKaAAIKGHO10 ped’ apuovinv Appoditng

77 Claud. Rapt. 3.180-92.
% Claud. Rapt. 3.428-37 and 2.258-9 and 267.
7 Kutzko 2008, 151.
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Yesterday, escaping out of the house, you left me to my sorrow, while I was asleep on
my father’s bed. Which mountain have 1 missed? Which hills have I forgotten to
search? Or maybe you went with the harmony of Aphrodite’s beautiful locks?

Her first address to Helen, followed by this second one, responded to by Helen who
appears to her in her dream, now gains dramatic effectiveness: the child calls upon
her mother while she is awake and asleep, and in the second instance she finally
receives an answer. The questions Hermione addresses to Helen are also addressed to
the readers or an audience: Colluthus sets some form of expectation, as nobody can
answer those questions until Helen does.” This passage also seems to echo a similar
scene in Claudian’s Abduction of Proserpina, where it is the mother of missing
Proserpina who sees her daughter in a dream and asks a number of questions; *' then,
Proserpina responds like Helen in Colluthus: but, differently from Helen, Proserpina
accuses her mother of having abandoned her and makes her responsible for her

 This comparison reveals the interesting twist between a missing/

abduction.
abandoning mother (Helen) and a searching/abandoned daughter (Hermione) in
Colluthus, and a missing/abandoned daughter (Proserpina) and a searching/abandon-
ing mother (Ceres) in Claudian.® One difference between the two texts is the
daughters’ awareness of their mothers’ responsibilities: Proserpina, differently from
Hermione, calls Ceres neglectful,* while Hermione is oblivious of Helen’s voluntary
departure; but despite the different roles played by the two characters in each poem,
both daughters end up being abandoned by a neglectful mother, and both mothers are

perceived as neglectful.

% Andrieu 1954, chapters X and XL, and 204, 347, analyzing dialogue in Greek and Latin tragedy and
comedy, was convinced that classical authors had not designed their works with readers in mind.
He support his thesis by showing how the indications related to scene instructions, or to
announcements (such as those for characters coming to or leaving the stage) that were
unnecessary for spectators, were on the other hand insufficient for a reader who was trying to
rebuild the text as originally played. The indications are inconsistent: sometimes they appear too
late, so that a reader could not possibly use them as a help to interpret the text. The ancient
reader, which Andrieu describes as careful and active towards the text, i.e. able and keen to
interpret the text with much less information than what we nowadays require, would have then
studied the text carefully to decipher it and rebuild its original development on stage. Andrieu
concludes that these elements cannot be considered to be a technical system of indications for
readers, and that therefore the authors did not aim their works at readers, but at spectators.

# Claud. Rapt. 3.80-96.

$  Claud. Rapt. 3.97-108.

¥ Hermione's tears (Coll. 329, 340 etc.) correspond in Claudian to Ceres’ tears (Rapt. 3.128-9).

Claud. Rapt. 3.97-104 Heu dira parens nataeque peremptae / immemor [...] tantane te nostri tenuere oblivia?

[...] saeva [...] si non omnem pepulisti pectore matrem.
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I would now like to return to the final supposition about Helen’s whereabouts that
Hermione suggests: at 377 she hints at the possibility that her mother may have left
with Aphrodite. How did this idea enter Hermione’s head? It is an important detail,
considering that there is no reference to this possibility in her previous speeches, nor
have the maids suggested anything remotely close to this. In fact, the elements that
Hermione presents to her mother in the dream all refer back to what the girl had said
before, except for this one: a) you left me while I was asleep escaping from the house
(374-75), already mentioned in 332-34; b) 1 have searched the hills but I have not
found you (376), already mentioned in 349, 353 and 360. After all the theories that the
girl and her maids have thought of, the final supposition that comes from Hermione is
surprisingly the right one. Thus, paradoxically, Hermione almost reaches the truth in

a deceitful dream, the realm of illusion in which even her mother lies.

With the direct address to Helen in 349-57 Colluthus is creating a three-dimensional
space in which Hermione, while talking to her maids, is also able to bring into the
discussion her absent mother to question her. Later, her appearance in the girl’s
dream, in response to her second appeal, fulfils Hermione’s expectations but also that
of the readers, who finally hear Helen’s version of the story, or, better still, what she
wants her daughter to believe. Of course, by reminding readers that dreams are
deceitful, Colluthus plants in his readers the seed of doubt, leaving them wondering
whether Helen’s voice in the dream should be believed or not. I am convinced that
Helen, and not her eidolon, speaks here, since if this were not the case, her behaviour
would not offer any room for judgment to the poet and the readers. The whole scene
lies on the contrast between her actions and her own version of the story: she, who
first takes ownership for her departure, is not happy to blame Paris. If an eidolon were
speaking, this contrast would not arise. Paschalis wonders who else would have
believed this version of the story; the fact that Colluthus makes Helen tell her version
of the story to a child, in a deceitful dream, is quite ironic.* Helen’s lie can be
interpreted as a selfish way to protect Hermione from the harsh reality of a mother
who has consciously abandoned her family; Helen could be lying due to guilt, or she
could be simply refusing to take responsibility for her actions. In any case, by making
Helen lie to her own daughter, as we shall see later, Colluthus is indirectly judging her

as a neglectful mother.

8 Paschalis 2008, 139-140.
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b. Paris

Another similar case is found in 294-9, where Paris, who has just explained to Helen
the purpose of his visit, speaks of her first in the third person, as if she were not

standing there in front of him:

1 8& mepikAfioTov, Eudv avtaglov Epywv,
VOUQ@NV 1HEPOECOAV EUOL KATEVEVGEV OTATOAL,
v ‘EAévnv événouoat, kaotyvAitny Appoditng,
f¢ évekev TETANKa kai ofduata téooa mepfoat,
delpo yauov kepaowpeyv, £nel Kubépeia keAsver
U1 pe Kataloxvvelag, Eunv un Komprv éAéyéng.

And she promised that she would give me a worthy reward in return of what I did for
her, a famous and desirable bride, the one who they call Helen, sister of Aphrodite. It
is for her sake that I have endured to cross so many seas. Come; let’s join together in
marriage, since Cythereia commands. Do not dishonour me, and do not test Cypris.

He then suddenly switches to the first person, initially in a jussive subjunctive
exhorting Helen to join him in marriage according to Aphrodite’s orders, and then
prompting her directly in the second person singular not to despise him or his
protector goddess.

Paris’ progression, within three lines, from a detached account about
somebody else into a straightforward invitation, and finally into a plea not to be
rejected, says much about his psychological condition at the time of his arrival to
Helen’s house. Speaking to Helen about Helen as if she were a third person shows his
lack of emotional connection with her: as noted before, she is just a reward. Her
beauty is not something he is experiencing for himself there and then, but is only
something he has heard of (repikAfiotov... iv ‘EAévnv évémovot).

His claim to have endured such seas,”® which comes straight after this attempt
to cash in his prize, sounds ironic, as it brings to mind other heroes who legitimately
made such claims, such as Odysseus” and Leander.®® However, Colluthus probably

meant to ironically respond to Jason’s disenchanted words in Ap. Rh. Arg. 3.388-9 tig &’

%  The motif is present in Nonnus, see Livrea 1968a, 211. Paris’ exaggeration of his travelling effort is
possibly closer to Hermes’ words in Od. 5.100-101 ti¢ & &v ékwv t000dvde Sradpduol aAuvpov
Bdwp / dometov; “who would willingly accept to cross so much endless sea?”

Odysseus was moAUTAag (Paris boasts tétAnka), but Paris’ journey is not comparable to Odysseus’ as
it must have lasted no more than six or seven days; Magnelli 2008, 157.

Leander, in Musaeus 203, says [apBéve, oov 81’ #pwta kai &ypiov oidua mepriow “Maiden, for the
sake of your love I will cross even the wild sea”. This line is modelled on Nonn. Dion. 42.363
napbéve, oov 8t Epwta kal ovpavov oVkET vaiw. However, Leander was really risking his life for
Hero!

87
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&v téoov oidua mepfioat tAain kwv 68veiov ém ktépag; “who would willingly dare to
cross so wide a sea in order to rob someone else’s good?”. Although Paris is not said to
steal in Colluthus’ version of the myth, in some versions of the story his abduction of
Helen is associated with stealing from Menelaus’ palace.”” The linguistic parallel
(Colluthus tétAnka ..ofduata téoca mepficar 297, Apollonius tédoov oidua mepficat
TAain 388) is obvious, and an educated reader would have been able to detect this
subtle irony.” He then asks Helen not to despise him or put him to shame, as if he
were not sure that Aphrodite’s will is actually going to be fulfilled, as if he feared
failure. Paris’ fear of being let down by Helen, despite Aphrodite’s promise, also
explains the compliment he pays to Helen at the end of his introductory speech,
where he alludes to Helen’s superiority among Argive women (300-304).

On this occasion I believe that Colluthus’ aim is mainly to portray Paris as
completely uninterested in Helen as a person and as a woman; as discussed earlier in
the chapter about the visual aspects of the epyllion, he appears insensitive to her
beauty and unreceptive to the signals she unconsciously sends him. Ultimately, the
poet’s technique of switching subjects in this case achieves the effect of presenting an

uncommunicative and imbalanced pair.

What does Colluthus aim to achieve by using this narrative technique? In both cases
the switch from narrative to direct address shows the level of interaction the
speaking character wishes to have with the third character; for instance, Hermione
speaks of Helen first in the third person, then, by switching to the second person and
addressing her directly, she shows her desire to become close and contact (see, touch)
her mother. In contrast, Paris speaks of her interlocutor, Helen, in the third person
first: by doing so, he shows his unconscious wish to stay emotionally detached from
Helen, and to treat the whole matter as a business with no sentiments involved; only
after stating his entitlements to her as a prize he addresses her in the second person,
but only to order her to respect Aphrodite’s will and marry him.

In the case of Hermione, the reader can hear the pitiful cry and participate in
her desperation, not least thanks to a number of elements heightening the pathos of
the situation: she is a child, it is a girl, she has been abandoned by her mother, in her

sleep, her father is also absent. With Paris, the opposite process takes place, and the

¥ As in Cypria, and in Dictis 1.3, for which see Rocca 1997, 171.

% Magnelli 2008, 157-8.
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reader witnesses a very unemotional man knocking on the door of a woman whose
beauty he is insensitive to; she is such an object in his mind that he speaks of her as a
distant reward. The lack of visual and erotic interaction shown by Paris towards a

very involved Helen works in harmony with the way he chooses to speak to her.

4. Direct Speech, Psychology and Evaluation of Characters

Psychological interactions between characters and emotions are not exposed in
Colluthus’ poem in direct ways, but they are revealed clearly through characters’
behaviour and speeches. For instance, the one-directionality between Helen and Paris
is revealed by the imbalance of their reciprocal visual communication. In the cases of
Paris and Hermione that I have just discussed, the characters’ feelings towards their

interlocutor are revealed by the direct or indirect way they address them.

Direct speech is the key instrument used by Colluthus to tell the story but also to
allow characters to express their view. It can convey a subjective view, a lie, a
reasoning that the character is processing, like in the case of Hermione. Direct speech,
as well as descriptions, is generally considered a non-narrative element, although it
can convey an embedded narrative told by a secondary narrator.” In the Abduction,
the narrator chooses to tell most of Helen’s story through direct speech; it is through
her words that narratees are made aware of her decision, while the description of her
visual behaviour helps in revealing her inner emotions.

In this section, I will analyze how Colluthus presents Helen’s psychological
developments with regards in particular to the choice she makes to leave her home.
The poet brings to light how Helen thinks and justifies her decision to herself; I focus
on how her reasoning can be perceived as that of a liar or an innocent woman, and

ultimately on how it can lead to an evaluation of her behaviour.

Helen’s charm and popularity was directly linked to the ambiguity of her behaviour.
While this duplicity was accepted as part of her appeal by Greek sources, Latin sources
always present her in a negative light,” with the exception, as we shall see, of Ovid.

According to Rocca the choice of Roman literature to opt for a negative interpretation

' De Jong 2004, 8.
% Virg. Aen. 2.567-74 and Sen. Troad. 866-7 and 87-887 for instance offer a contemptible portrait.
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of Helen’s behaviour (a choice which seals her role in the story as guilty) is explained
with the inability for realist Romans to assimilate Helen’s two-faced nature into their
tradition;” Roman authors therefore chose the easiest path of denigration.™

The main concern is whether Helen has left out of her own free will (which
would make her guilty and adulterous) or her actions can be blamed on somebody else
(Eros, Aphrodite, Paris): how does Colluthus deal with Helen’s duplicity? Does he make
her an adulterous woman and hard-hearted mother, or is she a pitiful female victim of

external forces such as love, persuasion or a god’s will?

The issue of who was to be blamed for the war is already present from Homer:* in IL.
3.128-33 responsibility is imputed to Ares, Helen, and also the armies who crave

¢ although it is never in question that guilt lies with Helen. Alcaeus

victory,’
condemned Helen’s mad decision to follow Paris (fr. 42 L.-P.), while Sappho defends
her actions in the name of love (fr. 16 L.-P.). Stesichorus’ palinodia of Helen”, in which
Helen is rehabilitated to a faithful and innocent wife, is partially shared by Herodotus,
who accepts that Helen did not go to Troy but keeps within the Homeric tradition in
speaking of adultery. For Herodotus, all guilt lies with Paris, who has betrayed his
host’s trust and Helen®and is responsible of adikia and £€pyov avooiwrtatov.”
Euripides offers the first direct tradition of the “new Helen”, redeemed of all
responsibilities: first in the Electra of 414, an anticipation of the version of the story
that he will bring to stage two years later in the Helena: embracing the Stesichorean
palinodia completely, he makes Helen’s faithfulness (and, in particular, her active
intention to stay faithful)'® the key to the new perspective. Helen is sorry for the
tragedy she has caused, but she is not apologizing: responsibility lies with the
eidwAov, which has gained her a bad reputation (8UokAe1a). Her rehabilitation is also

full in the eyes of Menelaus, and she manages to return to her previous status, from

which she had been removed by Hera and Zeus’ will. Euripides had a clear ethical

”  Rocca 1995, 34.

*  Hellenistic versions of the myth could not have inspired Romans, as these mainly focused on the
pastoral aspects of the story and did not add anything new to the version of the Cypria: Theocr. Hel.
Epith. 26-31 for instance lingers on Helen’s divine beauty that makes her superior to all women.

% Palumbo Stracca 1993, 302.

% Kennedy 1986, 9.

" Known to us only via Isocrates Hel. 64 and Plat. Phaedr. 243 a-b and Rep. 576c.

Her. Hist. 2.114 é€anatrioag TNV yuvaika.

»  Her. Hist. 2.115.

1% Monaco 1981, 150.
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message to convey: the battle between c®ua and 6voua, and between being and
appearing, plays a large role in his version, which was followed by many.

Gorgias redeems Helen completely in any possible scenario: in whichever way
we choose to read the events, somebody else is to blame. Isocrates goes further by
even redeeming Paris. Ovid’s rhetorical organization of Paris’ speech depends on him.

Theocritus, in his epithalamion of Helen, portrayed her as a radiant girl on her
wedding day and managed to avoid almost completely the thorny matter of her

responsibilities.'

Ovid rehabilitated Helen by blaming the persuasive power of the logos and offering a
version of the events which clarified the psychological processes behind her
emotions. Ovid’s version, aided by the fact that the medium of the epistula supports an
intimate dialogue, presents Helen’s duplicity from an emotive perspective: the reader
can clearly feel her not-too-hidden wish to leave, her struggle with the weight of her
conscience. Readers can then sympathize with Helen, as they are first brought along
her emotional journey, and secondly they can testify to the impact of peitho on her
decisions. According to Rocca, in Ovid there is no trace of an alleged responsibility of
Helen: the poet acknowledges the almost magical influence of persuasion'”, which up
to then had been affirmed in the Roman tradition only in relation to public contexts,
to the world of private and interpersonal relationships, and by doing so he redeems
Helen from any guilt. Rocca spreads this consideration to Colluthus as well,
identifying this lack of blame in Helen’s silent and hesitant reaction to Paris’ words in
305-306."

However, Colluthus’ imitation of Ovid Her. 16 (discussed point by point by

)104

Rocca)'™ is not limited to specific stages of the story but is, in my opinion, clear also in

101

There is a subtle note of tragic irony in the wedding wishes in Id. 18.50 (Palumbo Stracca 1993, 302-
3).

Persuasion has often been compared to magic fluid.

1% Rocca 1995, 36.

1" Rocca 1995, 41-4. Colluthus imitates Ovid Her. 16 only for the speech of Paris to Helen. He then
stops following Ovid altogether for the rest of the story (there are a number of discordances
between the two versions of the myth, listed in Livrea 1968a, XVIII- XX and in Rocca 1995, 46 n. 48:
among these, Paris sails with favorable winds in Ovid, while he meets a storm in Colluthus). Livrea
explained this partial imitation of Ovid with a lost Hellenistic model which would have been
followed by Colluthus; Rocca 1995, 38-41, instead, suggests that Colluthus may have used scholastic
suasoriae or ethopoiiae based on Ovid, taking into consideration that Latin was studied in Egypt and
many papyri of Cicero, Livy and Virgil have been found with interlinear translations, and also
considering Virgil’s influence on Quintus’ poetry, for instance. For more on the relationship
between late Greek poets and Latin literature see the Conclusions.
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his treatment of Helen’s behaviour. As concluded in the chapter about the visual
effects in the epyllion, Helen’s visual behaviour reveals her psychological and emotive
reaction to Paris’ words and especially sight'®; her emotions are clearly readable
through her body language and the codified visual behaviour she displays.
Amazement, curiosity, the search for familiarity and hunger for physical contact are

all easily detectable from her description.

In the same way, her hesitation reveals the weight of her conscience: as in Ovid, she is
aware of the moral questions that will arise from her choice to leave with Paris.
Helen’s desire, however, only needs a few seconds to surface again: she is left hesitant
and speechless after Paris’ words (305-306) but then suddenly she finds her voice
again as her admiration for the walls of Troy that have been so courageously laid by
Paris’ ancestors cannot be kept silent and she admits her desire (fifeAov) to see them
(308-313). Immediately afterwards, her wish becomes an order for Paris to bring her
to Troy (&ypéo vOv ... ye xouilwv 314) and climaxes in £pouat (315), a clear admission
that her decision is voluntary and active. Here, Helen wants to follow Paris jut as
much as she wanted to commit to faithfulness to Menelaus and to defend her honor in
Eur. Hel. 63-64 tov ndAat & éyw mdéowv Tipudoa.'” The two passages show the two
extreme opposites of how Helen’s behaviour could be interpreted, but share the same
readiness for accountability and action. In Colluthus, Helen feels confident in her
decision, as she justifies it with her intention to duly obey Aphrodite’s orders (wg
KvBépeia yauwv Pacideia keAevet 315): in her mind, it is not Paris’ beauty what makes
her leave with him but a religious duty.

With her conscience at peace, Helen can now leave. On the other hand, the
reader, who has witnessed Helen'’s erotic fascination with Paris, is not fooled by her
explanation and is very aware of what has made her leave. Differently from Ovid then,
where her justification is offered by the poet in the form of the persuasion of Paris’
words, in Colluthus Helen does not avail of the same option, as Paris’ speech is not
what convinces her to leave. Helen’s duplicity in Colluthus is resolved once again, like

in Ovid and in Gorgias, with the psychological interpretation of her behaviour;

1% His speech on the greatness of his ancestors does not produce an effect on her as much as his looks;
the same conclusion has been drawn from Paris’ reaction to the sight of Aphrodite’s bare chest
versus the speeches of the goddesses before the beauty contest. With Colluthus, it is all about looks.

1% Both statements are in first person, and in particular the ¢y in Euripides marks Helen’s self-
declaration of loyalty to her previous husband, see Monaco 1981, 149-51.
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however, while in Ovid persuasion is what manipulates her destiny, in Colluthus it is
eros.

At this stage there can be some forgiveness for her: readers may sympathize
with her, whose destiny to abandon her husband and daughter has already been
decided by Aphrodite, and whose mind has been blurred by Eros. Moreover, let us not
forget how beautiful Paris was (even the poet could not restrain himself from
complimenting him as being superior in beauty even to Dionysus), and the boredom

or loneliness Helen may have endured during Menelaus’ absence.”

But is this the final evaluation of Helen that Colluthus wants to convey? After Paris
carries her to Troy, proud beyond reason of Aphrodite’s promise (324-7), Helen only
makes one more appearance in the story, in circumstances that, as highlighted before,
deserve more attention.

She appears to Hermione, who falls asleep while desperately seeking her
mother, in a dream. First of all, it should be noted that Colluthus clearly wants to warn
us about the nature of dreams: immediately after Helen’s decision to leave and before
her appearance in Hermione’s dream he inserts two descriptions of what sleep and
dreams are. In the first passage (318-23), Night opens the two gates of dreams;'*® one is
that of truthful oracles, but the other is that of illusion, feeder of vain dreams,
(doAogpootivng, kevedv Bpénterpav Ovelpwv 323). In the second passage (366-71),
Sleep and Death are said to be brothers who share the same destiny, and dreams are,
again, an illusion (doAo@pocvvnowv Ovelpwv 371). Unsurprisingly, there is a close
resemblance between Colluthus’ lines 318-20 vOE &¢, mévwv dunavua pet’ feliolo
keAevBovg, Umvov EAlagpilovoa, mapnopov GOmacev NG dpyouévny, “and night
dispensed sleep, rest from the works after the journey of the sun, and brought along
with her the beginning of a new dawn”, and Claudian’s Abduction of Proserpina 3.404-

405: iamque soporiferas nocturna silentia terris explicuere vices, “and now night silence

7 Which is not told by Colluthus until line 384; Menelaus, like Paris’ wife Oenone, is almost cancelled

from the story, with bare references made to them, see Paschalis 1008, 145.

The image of true and false dreams is borrowed from Mosch. Eur. 1-5 EDpwnn mote Kompig €ml
YAukbv fikev velpov, / vuktdg Ste tpitatov Adyog fotatan &yyobt 8’ Awg, / Bnvog 8te yAukiwy
uéhitog PAepdporotv Eilwv / AvoiueAng neddg pahak® katd @dea deoud, / edte kai dTpekéwv
nowpaivetal £#8vog dveipwyv, “Once upon a time Europa had of the Cyprian a delightful dream. ‘Twas
the third watch o’ the night when ‘tis nigh dawn and the Looser of Limbs is come down honey-
sweet upon the eyelids for to hold our twin light in gentle bondage, ‘twas at that hour which is the
outgoing time of the flock of true dreams” (transl. J. M. Edmonds). However, as always Colluthus is
mixing Homeric with Nonnian references: in 320, Coll. doia¢ 8¢ mUAag - 0d. 19.562-7, dowai ydp te
nOAat; Coll. di€ev - Nonn. Dion. 27.2 GvtoAing aile. See James 1981, 141-2.
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unfolded upon the earth the ever-returning time of sleep”;'” Claudian had also
mentioned the deceitfulness of dreams in Rapt. 3.96, where Ceres wonders whether it
is a vain shadow that is deceiving her, an vana fallimur umbra?

We are reminded of the deceptive nature of dreams just before Hermione and
Helen speak in the child’s dream: in fact, while she has already entered her dream,
Hermione thinks she is seeing her mother (untépa nantaivelv wicato 372), but she is
not really seeing her. In this dream, Helen responds to her daughter’s call and says:
“My sorrowful child, do not blame me, for I have suffered a terrible fate. The
deceptive man who came yesterday took me away” (380). Her statement, if compared
directly with the one she delivered as her decision to leave with Paris (“Come now;
carry me from Sparta to Troy. I will follow you, as Cythereia, queen of marriage,
commands” 314-315) is unquestionably a lie: she had actively declared her own
decision to follow Paris (£pouai), and now she blames him for kidnapping her
(Mpracev).

Helen, who had previously taken ownership for her choice and even had
justified it in her own head with religious duties, now denies all responsibility for her
actions and asks not to be blamed, since she has been the victim of a terrible fate (un
péugeo derva mabovon); '’ it goes without saying that she is here putting the blame on
the divine will, but also on Paris, who is now an anatfiAiog avrip. His deceptiveness,
however, had not been detected before by her (with the exception of Paris revealing
his sweet voice, uetAiyinv fueifeto yfipuv 279) and is labelled as such only now for the
first time: as discussed above, Helen had been persuaded to leave not by Paris’ speech
but by his looks. This contrasts with Mus. Her. 101-102, where Leander’s seducing
strategy is openly treacherous: Ao & dminedwv SoAepdg EAEAlev OMWTAC VEUUAOTY
apBdyyoror mapanAalwv @péva kovpng, “with oblique insidious looks and silent hints
he attempted to seduce the girl’s heart”, and his desire is doAdevta (103).

With &ratridiog, Helen is clearly referring to the deceptiveness of his words,
the irresistible power of the Adyog that made her innocent in toto for Gorgias.'' In
Claudian, Proserpina’ s abduction is blamed by her mother Ceres on Venus’ persuasion

in Rapt. 3.227 persuadet.

1% Transl. C. Gruzelier.

Helen also played the victim in II. 3.176.
Gorgias 4.1-3 €l 8¢ Adyog 6 meloag kal thv YPuxnv anatioag, but especially 5.1-2: el Adywr énelodn,
oUk Ndiknoev &AN’ fjtoxnoev, eipntar
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There may be a number of explanations for the false version of the story given
by Helen to Hermione. Helen could wish to tell her child a story that would be less
upsetting than the truth: it would be hard to imagine a scene in which a mother
openly admits to her daughter of nine years of age that she has voluntarily abandoned
her (maybe in a tragedy?). Helen could also be lying to herself: once she has left
Sparta, she could have suddenly realised the mistake she has made, and now puts the
blame on Paris to cover up her responsibilities as there is no turning back. It is not
clear whether the dream is voicing Helens’ true disenchantment or if it is Hermione’s
own imagination."” But if we look back at how Colluthus has introduced the
circumstances in which this lie is told, we should know that dreams are deceptive, and
therefore we should expect nothing but a false version of reality. In this logic, it
makes perfect sense that Helen lies.

The fact that she lies in a dream, to a young child, makes it even more ironic to
the reader: who else is going to believe her version of the story?'® Once more, readers
are not fooled by Helen, and, as they earlier knew that the real reason for her escape
was her lust for Paris, they now know that she has left of her own accord. Ironically, it
does not seem that even Hermione will be easily convinced by her mother’s version of
the events: in such deceptive circumstances, she eventually sees the truth, as, for the
first time since she has started searching for her mother, she wonders whether she
may have left to pursue harmonious Aphrodite (oUtw xkaAAikéuoio ued apuovinv
‘Appoditng 377). The child had never before considered a voluntary departure in the
wide range of possibilities that she and her maids had considered, but now she
associates her disappearance with a marriage' to another man. However, it is only a
short-lived glimpse of truth for poor Hermione, as, when she wakes up, she sends for
her father by presenting the same, false version that Helen has just told her in the
dream: a lawless (&0epiotiog) man came yesterday and stole the house of all its

beauty."

L Magnelli 2008, 165.

% Paschalis 2008, 139-40 notes how Colluthus uses Hermione as the perfect vehicle for Helen’s
version of events.

Aphrodite is harmony as conjugal mind-likeness, that very accord that Athena lacked (in 186).
Interestingly, in Claudian Ceres disbelieved the dream in which Proserpina appeared to her, and
gaudet non vera fuisse, “she rejoiced that it was not true”, Rapt. 3.111. But later she reconsiders the
omens that have appeared to her, and guilt for having abandoned her daughter while indulging in
dances emerges, 3.124-33.
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There can be no doubt about where Colluthus stands on this. The poet makes no
secret of his opinion of Helen, referring to her as a reward (avtda&iov 294), but
certainly he states his position in 327, where he defines her a @dptov: this word can
mean “freight of war” but also “rubbish” or “burden”; whether the poet meant either
of these meanings, his definition is certainly not flattering. Another more subtle
allusion to what the poet’s evaluation of Helen’s behaviour is may be perceived in one
of the possible scenarios that Hermione’s maids suggest to the girl to explain her
disappearance: in 342, they hypothesize that she may have gone to a gathering of
women (VOupdwyV £¢ OURyvpLy dypouevdwy). In Musaeus Her. 34, Hero, who is said to
be chaste and modest, has never taken part to gatherings of women (&ypouévnot
...yovai&iv). Nothing is said about the nature of these gatherings, but it is hard not to
draw some conclusions from the contrasting behaviour of the two characters.

In conclusion, Helen’s responsibility appears clear in Colluthus. The poet
makes her fully accountable for her own destiny by making her state herself first both
her own intention to follow Paris and then the lie in which she blames Paris. If
Colluthus had made his evaluations in the narrative, we could have deduced that that
was his opinion of Helen, but the fact that the character is speaking in the first person
in both cases makes her ethical position clearer and possibly even worse,'® and 1
believe that there can be no doubts about where, for Colluthus, guilt lies. However, it
is obvious that Colluthus had no interest in producing a moralizing reading of the
myth,"” and irony, as always, plays a role in this scene too. A child who manages to
see the truth against all odds, in her dreams, despite a lying mother and what her
adult maids say, is quite ironic: in this lies the twist that Colluthus has accustomed us
to, and that we almost expect at this stage. His humour shows, as well noted by
Magnelli 2008, 165, in the handling of the mythological tradition:""® he borrows the
elements that have always played a significant role in the post-Homeric debate on
Helen’s guilt or innocence, and builds a funny scene in which ultimately nobody is

fooled by Helen.

16 As it would be the case in narrative, in the speech the mitigating circumstances of indirect report
are not there.

" 1 agree here with Magnelli 2008, 163-5, although I do not share his interpretation of Helen as a
“colourless character”.

18 Magnelli 2008, 165.
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CONCLUSION

We know very little about Colluthus. The Suda indicates that he hailed from Lykopolis,
in the Egyptian Thebaid, dates him to the reign of Anastasius (491-518 AD), and
provides some information about his works, but nothing else is said about his life.
While working with such limited information on a poet’s life can be a stimulus to
evaluate his work through an almost unbiased lens, it is difficult to draw definitive
conclusions about some aspects of his poetics. Colluthus’ only surviving work also
lacks obvious references to his contemporary context,"’ which makes our task even
more challenging. 1t is possible, however, to paint a rather clear picture of the poet’s
views (and thus his context) through his text. For instance, although we do not have
information about Colluthus’ faith, we have seen in Chapter 4 that a number of
evaluations in the poem are suggestive of the poet’s perspective. These observations
do not allow us to establish whether Colluthus was, for instance, a Christian,'”® but
they at least fit in with the religious turmoil of Colluthus’ times and the general
opinion that this was a period of transition. In this section, I summarize the main
findings of this dissertation, beginning from a survey of the information that can help
define Colluthus, and proceeding to a discussion of his approach to genres,

contemporary culture, narrative techniques and audiences.

Let us begin with Colluthus as a poet in late fifth-century Egypt. It is possible to
suggest a few possibilities regarding his activity as a poet, based on evidence in our
possession about some of his contemporaries. One thing we would like to know about
Colluthus, for instance, is whether he interacted with the imperial court at Byzantium

or was active in the provincial Thebaid. At the time, men of letters would often move

19 Carvounis and Hunter 2008b, 6.

A linguistic analysis of the Abduction in search of any words that gained a Christian meaning, on the
model of that conducted by Shorrock 2011 on Nonnus’ works, led to no evidence, with very few
exceptions such as the use of the epithet Sidktopoc in 123: the word was used by Nonnus (e.g. Par.
1.216, 4.98) always in a grammatical and philological exegetic mode, typical of the Alexandrian use,
alluding to the double meaning of “messenger” and “servant”, but in Par. 5.21-2 also alludes to its
meaning, within the exegetic tradition of Jesus, of “son” and “servant of God”, inviting a
juxtaposition of Hermes, Gabriel and Jesus, see Agosti 2005, 24-5. Unfortunately, since the epithet
only occurs on this occasion, it is difficult to establish whether Colluthus was simply resuscitating
another Homeric fossil (as he often does) or whether he also meant to allude to its Christian
significance.
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to the most prestigious schools of the Eastern Empire (Byzantium, Antioch, Gaza) to
be educated with a view to a public career; in many cases they would end up working
in the imperial administration as bureaucrats or lawyers, and in some fortunate cases
they would achieve the honour of joining the court and working on imperial
propaganda. Poetry was written and enjoyed by these poets, making its reception
quite a self-contained environment, as we learn from the many relationships that
linked various poets of the Anthology for instance.

This was the case of Paul the Silentiary (540-575), a functionary and a poet at
the court of Justinian. Agathias (536-582), his protégé and son-in-law, moved from
Myrina in Asia Minor to Alexandria and then Byzantium, and secured a position as a
Scholasticus (lawyer) at the imperial court. However, he never managed to earn a
living solely out of poetry, as Paul: he often complains about his hard work as a high
legal functionary at the Royal Stoa,” and often criticises his fellow contemporaries
who wrote panegyrics to gain a better position. Christodorus of Coptos, in Egypt, also
moved to Byzantium to work at the court of Anastasius, where he wrote epic and
encomiastic works.

Poetic activity was also lively in the peripheral regions: Procopius of Gaza
never left the province, and composed a panegyric for Anastasius in occasion of the
visit of the emperor to Gaza, around 512, to inaugurate a statue of his; while it remains
uncertain who was present at the public reading of panegyrics performed in the
provinces, we know that a copy of each panegyric was sent to Byzantium, and that
some poets were active in the province. During the reign of Anastasius, provincial
cities like Gaza enjoyed a lively intellectual activity, thanks to the stability and
economic prosperity of the times: here, too, as in Byzantium, men of letters worked
under imperial patronage and were often commissioned panegyrical works.”
Scholars such as Zosimus and Eutocius from Ascalon, and Procopius, Aeneas, Choricius
and Timothy came from the School of Gaza, which flourished between the fifth
century AD and the Arab conquest in 635. This important rhetoric school attracted
many scholars even from Athens: the majority of them were Christian, and also
refined connoisseurs of the classical tradition, and they represented a successful

symbiosis between the two cultures.

21 However, he still managed to find money to restore a public restroom in Smyrna, see AP 9.662, and

Rapp 2005, 387.
2 Haarer 2010, 28.
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Then, did Colluthus leave Lykopolis, and did he work at the court of
Anastasius? It is plausible to assume that he left his hometown, as he could not gain a
suitable education in the Thebaid, and since it is clear that his erudition was equal to
that of other contemporaries, it is reasonable to say that he probably travelled to
access such an education. A valid contribution to this discussion is made by the Latin
sources'” used by Colluthus, particularly Ovid and Claudian. Colluthus employs part of
Her. 16, but does not seem to know the whole epistula, as he presents a version of the
story which contrasts radically with the one in Ovid. It has been argued whether
Colluthus’ imitation of Ovid implies a direct knowledge of the model or whether, as
Livrea suggested, we must imply a lost model.” It has also been suggested that
Colluthus may have accessed Ovid’s text indirectly through rhetorical exercises from
the so-called school of Nonnus. In fact, the myth of Helen was a popular subject for

* some of which we know were used not only within the

late-antique ethopoiiai,*
educational context but also as models for literary texts: for instance, the monologue
of the Indian prince who falls in love with the corpse of a girl in Nonn. Dion. 35 seems
to be based on Libanius’ ethopoiia 12-13 Foerster, featuring Achilles’ speech at the sight
of dead Penthesileia.””® If, as some scholars suggest, Colluthus attended the so-called
rhetorical school of Nonnus, he must have moved to Panopolis and from there he may
have moved to Alexandria or Byzantium.

Determining whether Colluthus worked at the court of Anastasius is more
challenging. He wrote encomia, and, while we do not possess any information
regarding their subject, we can reasonably assume that the subject was Anastasius,
given his popularity with Procopius and Priscian. Regarding his epic works, we can
presume that the Calydoniaca revolved around Anastasius too, given that the
emperor’s war achievements over the Persians in 506 were also probably the topic of
his Persica.'” There seem to be no elements in the Abduction that refer back to the
poet’s own time, so this could have been his only non-propagandistic work.

I now wish to return to the matter anticipated above on Colluthus’
relationship with Latin literature, in order to paint a clearer picture of Colluthus as a

court poet. In general, scholars have rejected the possibility that later Greek poets

' Regarding Colluthus’ possible knowledge of Latin, see below.

124 See Rocca 1995, 41 n. 34; De Lorenzi 1929, 28-48.

125 Rocca 1995, 46.

2 Another example is Calliope’s consolation speech to Thetis after Achilles’ death, which appears
only in an ethopoiia on P.Graves and in Quintus’ Posthomerica 3; see Carvounis and Hunter 2008b, 7.

127 Cameron 1965c, 481; Carvounis and Hunter 2008b, 4.
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may have used Latin models for their works for many years,”” explaining textual
analogies with the hypothesis of a lost Hellenistic model. Since the end of the last
century, however, the concept of Latin sources for later Greek poetry began to gain
popularity, after the dependence of Quintus, Triphiodorus and Chariton on the Aeneid
was cautiously demonstrated.”” Nonnus’ dependence on Ovid also became the object
of studies,” and the question was then posed for other authors too. Knowledge of
Latin was proven in Egypt since the third century AD: papyri of Cicero, Livy and Virgil
with facing page or interlinear translation reveals how Latin, the language of the
imperial administration, was studied.” It cannot be determined whether Colluthus
read Ovid in Latin or in translation, or even if he learnt of this text through scholastic
exercises; however, the linguistic analogies between Claudian’s Abduction of Proserpina
(in Latin) and his Greek Gigantomachy and Colluthus’ Abduction of Helen, together with
those of content, structure and style discussed in Chapter 2 and 4, lead me to believe
that Colluthus read at least this model in the original Latin.”*” Claudian’s Gigantomachy
seems to be an established model already among late-antique poets: his metaphor of
poetry as navigation, presented in the proem, is remembered by Nonnus, John of
Gaza, and Paul the Silentiary,” and it is also present in the proem of the Abduction,
although we cannot be sure of its dependence on Claudian. Colluthus may have
followed this tradition and developed a deeper interest in his other texts (in Latin).
The relevance of Latin within the Eastern Empire is personified by Priscian of
Caesarea, an Algerian ypaupatikdég who was active in Byzantium; Priscian, like
Procopius of Gaza, wrote a panegyric of Anastasius but always considered himself a
Roman, and his criteria for the emperor’s praise are Roman and Christian values.™
Claudian himself, a native of Alexandria who was active in Rome and at the court of
Milan, at the end of the fourth century AD composed in both Greek and Latin.” It is

possible to assume, then, that Colluthus, as a scholar of his time, learnt Latin and was

' “This is a controversial matter, as well put by Carvounis 2008b, 6. See also Gartner 2005 and James

and Lee 2000.

22 Gartner 2005, and James and Lee 2000.

B0 D’Ippolito 1964, 76; Carvounis 2008b, 3.

B! Rocca 1995, 38- 41.

P2 Livrea 2000, 441-5.

¥ Agosti 2006a, 48.

P For instance, Priscian compares Anastasius to Nerva, Marcus Aurelius and Trajan, and links his
lineage to that of Pompey; he also praises him for his pietas towards the barbarians he had
defeated.

¥ According to Gruzelier 1993, xvii, Claudian’s Latin has an element of novelty.
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thus able to make specific allusions to his models, imitating Claudian’s language in

particular.

In this dissertation I have surveyed the similarities between Colluthus and his models,
canonised and contemporaries; while Homer, Apollonius, and especially Nonnus are
constantly referred to,” Colluthus also often engages with other models according to
the genre or context with which he is playing. For instance, while creating the visual
scene of Helen and Paris’ meeting he draws on Heliodorus and other Neoplatonic
references derived from the novel; in the bucolic proem Callimachus and Theocritus
are prime references; he models his Aphrodite and the episode of Hermione’s
abandonment on Claudian and Musaeus. Drawing conclusions on the similarities of
Colluthus’ text with that of another contemporary, Christodorus, may help us to
define the portrait of the poet that we have started to paint, i.e. a poet who perhaps
worked at the imperial court.

Both natives of the Thebaid, Colluthus and Christodorus composed works of
epic and encomiastic nature on presumably similar subjects: Colluthus, as discussed
above, probably composed his encomium, Persica and Calydoniaca about the imperial
campaigns to protect the border, while it is certain that Christodorus’ Isaurica
revolved around Anastasius’ victory in 497, and a panegyric of the emperor is
included in his ekphrasis of the statues of the gymnasium of Zeuxippus (AP 2). A
number of textual connections between the two poets, especially with regard to the
description of Aphrodite and Paris,"”” prompted Tissoni to suggest that Christodorus
may have drawn for inspiration from the epigrams celebrating Praxiteles’ Aphrodite
of Cnydos (APl 160,162,163,168):"*® this may also have been the case for Colluthus, who,
as we have seen in Chapter 3, probably composed his portrait of Aphrodite based on
observation of some artworks. Paris is also described as fovkoAog by both poets: this
can either be ekphrasis of a real detail, as Paris was often represented as a shepherd in

artworks, or perhaps an echo of the rich earlier literary tradition about him.*”

B¢ Late antique epic poetry (Quintus and Tryphiodorus) also represents a constant model for

Colluthus, mainly in his linguistic choices.

For example, in the ekphrasis of the statue of Aphrodite, Christodorus employs similar words to
describe the goddess’ golden veil as those used by Colluthus in the same context; the goddess bares
her chest in both passages.

¥ Tissoni 2000a, 130.

¥? Livrea 1968a, 64; Tissoni 2000a, 177.
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Colluthus’ and Christodorus’ literary affinities may lead to another interesting
conclusion regarding the philosophical culture in which Colluthus may have worked.
Christodorus’ Neoplatonic views are clear in his works both prior**® and subsequent to
his imperial appointment in 497, an element that leads us to assume that
Neoplatonism was at least accepted at Anastasius’ court.'*? Are there any elements in
the Abduction that allow us to see a connection between Colluthus and Platonism and
Neoplatonism? Aside from a couple of allusions to passages of Apollonius in which
Colluthus echoes Empedocles, we have seen that Colluthus embraces the erotic
theories of Platonic origin (re-elaborated and codified by the novel, especially
Heliodorus) of the eye as the channel through which love enters one’s soul. These two
elements alone are insufficient for us to assess the extent of Colluthus’ philosophical
position, as they could be derived from the imitation of Apollonius’ passages). More
meaningful evidence is provided by the episode of Paris’ journey by sea, which can be
interpreted as a Neoplatonic metaphor for a man braving the matter and the senses,'*
similar to Odysseus’ journey and more relevant to Leander’s sea-crossing in Musaeus,
and to the Giant’s fall in the sea in Claudian’s Gigantomachy,"** one of Colluthus’ closest
models. If we accept that Colluthus worked at the imperial court, and by virtue of his
literary affinity with fellow countryman and court-poet Christodorus, it would be
reasonable to assume that Colluthus also shared this philosophical tradition.

Understanding the impact of Neoplatonism on Colluthus unfortunately does
not shed any more light on the nature of his other works, but it contributes to
increasing our understanding of the Abduction as a potentially metaphorical text and
provides further insight into the poet’s life, allowing us to better contextualise
Colluthus as a poet working at Anastasius’ court. Further research on this aspect may
bring to light new philosophical readings of the Abduction.

The elements that I have here pieced together - Colluthus’ activity under the
patronage of Anastasius, his affiliation with other poets working in a shared cultural

environment (that was also self-sufficient in terms of reception), and his allusions to

140

Monobiblos dedicated “to the pupils of the great Proclus”.

The ekphrasis of the statues of the gymnasium of Zeuxippus (503), a work commissioned by the

emperor, contains references to Neoplatonism; Tissoni 2000a, 37-44.

"2 1 here follow the chronology of the works proposed by Tissoni 2000a, 20-3, who, based on
comparisons with the panegyrics of Anastasius by Procopius of Gaza and Priscian of Caesarea,
argues against Cameron'’s date of 500 AD for the ekphrasis.

"3 Giomi 2003, 371-2.

" Claudian’s affinity with the circle of the Neopatonic Christian philosopher M. Theodorus is

discussed by Giomi 2003 and Tarigo 2012.
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Neoplatonism - paint a rather different picture from the traditional image of
Colluthus as an isolated, unoriginal Nonnian scholar who composed a heterogeneous
cento-like epyllion. The new Colluthus emerges as a professional poet whose activity
was closely connected with that of his contemporaries, and who paid homage to epic
tradition as much as to contemporary propagandistic poetry and Neoplatonic theories

such as those of Christodorus.

What is Colluthus’ approach towards previous literary tradition? In Chapter 2 it has
been established that the poet plays with different genres in various scenes of his
epyllion: beside a bucolic proem lies an epic description of Eris’ rage, followed by an
agon and an invective delivered by Aphrodite. Colluthus also engages with other sub-
genres, such as ekphrasis of architecture and artworks. During Paris’ journey the poet
inserts a brief ekphrasis of the buildings of Sparta. He also portrays his Aphrodite as
fully armed, modelling her on Claudian’s Venus in the Gigantomachy but also on the
Amiklaion Aphrodite, a statue of the armed goddess often mentioned by Nonnus. The
elaborate hairstyle of the goddess and of Paris may also have been borrowed from the
figurative arts, as discussed in Chapter 2. This specific type of ekphrasis was rather in
fashion at Colluthus’ time: often ekphraseis of public buildings or artworks that had
been built or restored by the emperor were commissioned as instruments of
propaganda. This is the case, for instance, of Procopius of Caesarea’s De Aedificiis, Paul
the Silentiary’s ekphrasis of Hagia Sophia (both of which celebrate Justinian), and the
description of the cosmos painted in the baths of Gaza by John of Gaza. By embracing
this popular sub-genre,*** Colluthus demonstrates once again that he is very much a
poet of the late fifth century, as opposed to a colourless follower of a long-past
classical tradition. His epyllion, however, does not contain an encomium of
Anastasius, so the poet briefly touches upon the genre and incorporates it in the
geographical ekphrasis of Paris’ journey, almost as if simply to evoke a theme familiar
to contemporary readers. The panegyrical objective of late-antique architectural
ekphraseis is not present here, but Colluthus nevertheless exploits the genre to make

his epyllion more current and relevant.

1 Colluthus touches upon other genres too, such as natpa, for instance, when he refers to the myth

of Hyacinthus of Amyklae.
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The renegotiation of genre® that I have just described, in which the
traditional genre is given a twist by the poet, is a feature of late antique poetry, which
aimed at recovering the most genuine classicizing tradition, while also tried to
revolutionize the canons, the fruition and the objectives of genres.**” This is a
constant feature of Colluthus’ poetics that we can deduce from the analysis of his
models. One device used by the poet is to make specific linguistic choices in order to
evoke a series of associations that foreshadow what is yet to happen, driving the
reader to expect a certain outcome. We can see how Colluthus achieves this, for
instance, in the proem, where the invocation of the Trojan Nymphs creates in his
narratees expectations'® of a programmatic nature with regard to his poetics
(association of Nymphs with water, of water with poetry), of an aetiological nature
(subject of the poem- Helen- the cause of the Trojan War) and of the tragic outcome of
the story, in the form of omens (Trojan Nymphs as the daughters of the river Xanthus
are traditionally mourning for Troy'*”, and Xanthus, son of Zeus, who fought Achilles
in to defend Troy)*. Moreover, the lamentation evoked by the daughters of Xanthus
creates a bridge connecting the bucolic world to its threnodic origin (as in Thyrsis’
lament song for Daphnis)® and we have also seen that the mourning and pastoral
themes are also often associated in Nonnus, as in Nature’s mourning for the death of
Hymnus in Dion. 15.

Similar considerations apply to the description of Paris, where Colluthus plays

? and talpog)™ to create expectations of a

with various words (such as pfAov*”
standard pastoral portrait, but then surprises his readers by using tradition to achieve
an unexpected outcome. This is the case, for instance, of the beauty criteria that Zeus
establishes for Paris; however, instead of judging the face of the three goddesses, Paris
focuses his attention on necks and feet (134-6), and in the end he chooses breasts (130-
6). Colluthus blends here allusions to three divine epiphanies from the Homeric

tradition: Athena with her flashing eyes in II. 1.200-206, Aphrodite as she appears to

16 I borrow this definition from Prauscello 2008.

7 Tarigo 2012, 2 and Agosti 2006a.

8 This theory finds consensus with recent scholarship: Paschalis 2008, 138; Magnelli 2008, 162-4;
Prauscello 2008, 174 and 185.

17 Quint. Smyr. 12.459 and 11.245,

B0 1 21.308-14.

¥ Prauscello 2008, 176.

2 Paschalis 2008, 146 explains the associations evoked by “sheep”, “flock”, and “breast”.

3 Prauscello 2008, 184 explains the apparent discrepancy of Paris tending mixed flocks with the
double meaning of the word for bull, which also refers to the phallus and sexual power.
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Helen in Il. 3.396-7 and also as she appears to Anchises in h.Aphr. 88-9. These allusions,
easily detectable by an educated reader, can be interpreted as hints deliberately
placed by the poet to make readers guess that the beauty contest will end with the
crowning of Aphrodite as the winner. Colluthus’ further reference to Homer, (Il. 13.66-
71, where the two Ajaxes are at a loss as for the exact identity of the divinity they
have been speaking to) may be an allusion to the challenges involved with identifying
a god: in fact, Helen experiences this very difficulty when she tries to recognize a god
in Paris at 260-66, and the poet may thus be suggesting his readers to question the
identity of the goddess whom Paris has been looking at. By decoding the intertextual
references to the Homeric passages included in the description of Paris’ visual
behaviour, readers are led to re-create in their imagination images of Athena and then
Aphrodite, who is evoked through the reference to her necklaces from h.Aphr. The
intertextual allusion is thus employed here by Colluthus to actually add emphasis to

the goddess’ naked chest, prompting the readers to guess who will be the winner.

Colluthus, as well noted by Prauscello,” employs not only bucolic and Homeric
tradition but also the relevant exegesis and traditions of reception as a tool for
orienting readers’ expectations and shaping his narrative strategies. It is reasonable
to conclude that the poet not only assumes that his narratees share the same
knowledge, but that he actually expects this as, otherwise, it would not be possible to
fully receive and enjoy his poetry. A similar perspective is that of Callimachus, whose
narratees are expected to interact and employ their knowledge to complete the
picture that the poet is providing.* Colluthus’ interest for an aetiology contributes to
such a conclusion: where Paris is oblivious to the multiple omens that are placed
along his journey by the narrator, readers cannot ignore them, and their expectations
are clearly driven by the poet to view Paris as a future sexual predator and Helen as
the one responsible for the disaster at home and for many at Troy.

Narratees’ knowledge is demanded and relied upon by Colluthus to decipher
allusions as signs that need to be decoded: when a gadfly or a man with a goat’s skin
appears in the story, the reader is immediately bombarded with a series of previous
occurrences that are recalled to mind and build the first level of his allusive

associations, so that readers instantly recognize the genre in which he wishes to place

B4 Prauscello 2008, 185.
5 Harder 2004.
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his scene (for instance, a pastoral context). Then, when readers feel familiar with the
bucolic picture, and are comfortable with this genre, suddenly Colluthus produces his
twist, jarring his readers and achieving what actually is his objective, i.e. an ironic
game with tradition. Allusion is not, then, the goal of Colluthus’ poetics," but an
instrument aimed at leading readers’ expectations in a certain direction, only to

undercut those expectations with an ironic surprise.

The voyeurism which was typical of late antiquity is not only apparent from
Colluthus’ taste for ekphrasis of buildings mentioned earlier, but also from the
numerous other occasions in which a picturesque description is presented to the
reader. From characters’ gestures to the visual behaviour in Helen and Paris’ meeting
scene, our poet demonstrates his interest for the visual in many aspects. In Chapter 3 1
surveyed and assessed the precision of Colluthus’ choices in terms of visual
terminology, a pattern that is aligned with that of his main models, Homer,
Apollonius, and Nonnus. In the two case-studies I examined, Paris’ journey to Sparta
and his meeting with Helen, I have explored how visual and emotional worlds interact
and how emotions are communicated to the reader by means of outer appearance and
visual language. It has been considered how Paris and Helen’s erotic involvement is
not mutual, but how, instead, the gaze travels only from Helen towards Paris: the one-
directionality of such a dynamic implies gender-related considerations which lead us
to conclude that for Colluthus too, as in the novel and epigram before him, the object
of the gaze is no longer only the female body, but can also be that of a man (who,
paradoxically, does not respond).

The visuality of Colluthus’ epyllion is clearly more than just an aesthetic
choice: our poet was evidently influenced by public speaking (ethopoiiai,
progymnasmata, agon) and by contemporary forms of performance, as I suggested in
the final part of Chapter 3. Late-antique poetry, especially in the East and Egypt, from
the third century AD, is characterized by a clear return to a more pragmatic and

7

performance-oriented dimension,'”” which implies a close relationship with its

audience. Poetry is composed for recipients not only on the occasion of private

®$  Giangrande 1969, 152 supported this thesis linking Colluthus’ irony directly (and only) to
Hellenistic literature, but was thoroughly criticised by Livrea 1991. Setting aside the polemic, 1
have selected the useful elements from each scholar’s argument to understand what Colluthus’
ultimate goal may have been by reading allusion as a literary technique rather than an objective.

7 Agosti 2006a and 2008.
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readings in élite literary circles, but also public readings coram populo. The festivals of

the Brytae, Maiuma, and of Chemmis in Paonopolis all included poetic agones™ (in
which tradition was both emulated and challenged, in a two-level competition which
involved the predecessors as much as the contemporary rivals) as well as pantomimic
performances and musical contests at least from 250 AD.” Nonnus may have had
some exposure to these festivals, as he displays a thorough knowledge of pantomime
in Dionysiaca 9, where he describes the dances of Maro and Silenus.

Similarly in Colluthus, characters are described in their interaction among
themselves, and their inner emotions are revealed through their visual behaviour. In
this way, the narrator drives readers’ expectations in one way or the other, promoting
interaction also between them and the characters. This process is not simply finalised
to enhance the pathos and the drama of the scene, but reveals the poet’s intentions to
create a poem that reflects a performance such as a pantomime. While it is not
possible to ascertain whether Colluthus’ text was used as a pantomime libretto (as
happened to other texts), the compatibility of the Abduction with this genre and the
shared features with it can be hardly questioned, leading us to conclude that the

poet’s aim was in fact to write a text that was to be received and enjoyed as a

pantomime.

We are pointed in the same direction by the study of Colluthus’ narrative style. The
poet follows on the footsteps of the traditional epic models but also carefully imitates
later models. In particular, he exploits narrative techniques used by authors of epyllia
of similar subject (Claudian’s Abduction of Proserpina and Gigantomachy in the fourth
century AD and Hero and Leander by Musaeus, a contemporary of Colluthus) at key
points in his narrative. For instance, the abandoned victims’ tragedy is presented
strictly through direct speech (Hermione, Proserpina); the poet addresses some of the
characters for enhanced pathos (Colluthus: Phyllis and Dionysus; Musaeus: Leander).
The presence of narratees is implicitly acknowledged through references to primary
sources, and their participation is also required for the epyllion to be received

appropriately.

¥ Not only epic works were publicly recited, but, as we have seen, also panegyrics and ekphraseis,

like Paul the Silentiary’s poem on Hagia Sophia, see Tarigo 2012, 2.
These games, which are also mentioned by Her. 2.91, initially included only athletic competitions,
see Gonnelli 2003, 320-1.
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In other poets, the choice of these narrative techniques served the purpose of
aligning their work with a previous model (Apollonius’ Argonautica with the Hymn to
Apollo for instance). In the Abduction, the poet achieves a twofold objective: first, as in
his address to Dionysus, he breaks the fiction, revealing his role as a narrator and
disclosing his craft by engaging in a conversation with a god, thus demanding a place
in the contemporary literary world. Secondly, he creates a fiction of a performance
through a text written as if it were a play. Readers can also be spectators, and while
reading or listening to his poem they can also watch it as a pantomime. Thus,
characters often speak to readers and to other characters through visual language,
making their thoughts clear so that on no occasion readers are unaware of their
feelings.

The illusion is built and maintained through a series of narrative artifices that
make the story more scenic such as Helen’s apparition in Hermione’s dream, Paris’
judgement of the goddesses and Aphrodite’s public display of her breasts. Some of
these scenic details are of course part of the story, but Colluthus puts his mark on
them by choosing each time the version of the myth with the most pictorial potential.
For instance, the waterspout does not appear in any other version of the story;'*
Colluthus invents this feature (perhaps modelling it on that which drowns Leander in
Musaeus) and elevates it to an omen, which of course goes unnoticed by Paris and his
crew. Following this logic, the goddesses being judged in the nude in some sources™
may seem as a missed opportunity; on the contrary, Colluthus chooses the version in
which the goddesses are dressed, and only afterwards, unexpectedly, does Aphrodite

undress providing the graphic entertainment greatly exploited by the poet.

In this dissertation the cultural environment in which Colluthus was active has been
examined in order to retrieve a more precise characterization of the poet. By using
evidence from the works of his contemporaries and their cultural surroundings, a new
reading of his poetry has been suggested from a new perspective which necessarily
takes into consideration patronage literature and features of his current literary taste,
such as the strong interest in the visual. This insight leads to a new interpretation of

Colluthus as a mature poet who shows awareness of, and confidence in, his poetics,

0 As discussed in Chapter 3, other sources speak of favourable winds or of storms but in different
circumstances.
1 Ov. Her. 16.115 and Luc. Dear. Iud. 10.
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and who is not afraid to engage with his audience to communicate his relationship
with his models and his expectations in terms of reputation. Many aspects of
Colluthus’ poetics, such as his irony, still require further research and may lead to
new insights into his work. It still remains to be clarified how this epyllion relates to
the rest of Colluthus’ literary production: was it a work of leisure, unrelated to

patronage relationships, or did it fulfil other unknown objectives?

While in the past Colluthus was blamed for failing to fulfil the expectations he had
created by setting the scene within a certain genre, in this dissertation it has been
suggested that he may have meant to surprise his readers precisely with such twists.
Reading the Abduction from this perspective involves reinterpreting what was
previously seen as the disappointing anticlimaxes to each scene as the ironic twists
that the poet intended for learned readers. Interaction between narrator and
educated narratees has in fact been an established feature of erudite poetry since
Hellenistic times, thus irony may then be the key to fully appreciating Colluthus’

ability to surprise us as readers by innovating and playing with genres.
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STUDIES IN COLLUTHUS’ ABDUCTION OF HELEN

Cosetta Michela Cadau

ABSTRACT

The Abduction of Helen, an epyllion in 394 hexameters by the late fifth century AD
Egyptian poet Colluthus, has generally been interpreted as a product of late antique
rhetorical affectation and stagnation, lacking in vigour and originality. My
dissertation attempts to situate Colluthus within his cultural context and provide a
new appraisal of his work employing current interpretative perspectives. It evaluates
the poem’s connections with long-established and contemporary literary genres and
modes, forms of art, and (Neoplatonic) philosophy and exploring how the poet
renegotiates traditional material and forms to adapt them to the expectations of a late
fifth century AD audience. Popular contemporary genres include ekphrasis and
invective, both of which have left a strong mark on the poem, raising questions about
pragmatic and performative aspects. The dissertation argues that Colluthus’ poem not
only exemplifies the late antique obsession with visuality in general but that it also
more particularly shows a number of pantomime-like features, raising the question of
whether it could itself have been staged. In addition, the dissertation identifies a
significant number of new intertexts showing, for example, that Colluthus read
Claudian and that his engagement with the poetry of Nonnus is far more extensive

than has so far been shown.



