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Abstract

The study of emotion is an interdisciplinary field. One key aspect of this field is the
cultural variation of emotion. This thesis is a contribution to the above area by
means of a specific analysis of the ancient Greek conception of the emotion €owg.
The focus for this study is the Greek Novel, a collection of literary works emerging
from the Greek speaking culture of the eastern Mediterranean during the Roman
imperial period (1* to 4™ cent C.E.). These novels are based upon the universal
topics of love and sexual passion, while at the same time reflecting and reworking
both the specific social and literary climate of the period and ancient Greek folk and
philosophical models of psychology. My thesis argues that the role of conceptual
metaphor in the understanding of €pwg as an emotion has not yet been fully
appreciated, and that an understanding of metaphor is essential for gauging which
parts of the folk model of the emotion are culturally specific or universal, and how
these sections interact.
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Emotion, Prototypical Categorisation, Metaphor, and the Greek Novel

The title of this thesis signifies its focus upon the role that metaphor plays in the
structuring and understanding of emotions. The proliferation of scholarship on the
emotions during the last half century has been echoed by a recent surge in the study
of emotions in classical antiquity and their relationship to our own emotions.
Classical scholarship is currently engaging with many issues which influence the
portrayal of emotions in Greek and Roman culture, including non-verbal factors such
as body language or facial expression, and emotional scripts (how emotions are
played out in social interaction). Emotions are a rich and multidimensional area of
study and a key part of the continuing discourse on the extent of cultural relativism.
Emotions are vital for many strands of experience, ranging from the most personal
inner reflection to societal models, practices, and morals, and the interaction between
the two extremes of personal and social identity. Emotions deserve to be studied as
much as any other part of culture.

The contribution made by this thesis will be to examine and promote the

crucial role which metaphor plays in conceptualising and structuring emotions in

ancient Greek. I am using the concept of épwg as a case study, an ancient Greek
word which is commonly translated as ‘love’ or ‘desire’. Specifically I will be
looking at its portrayal in the Greek Novel, a body of prose works in ancient Greek
dating from the Roman imperial period. This introduction will be divided into four
sections. I will first define what I am referring to as emotion, in terms of ancient and
modern theories, and argue not only for the importance of studying the portrayal of
emotions in cultures such as ancient Greece, but for the validity of doing so. Second
I will look at prototypical categorisation, which modern linguistics and psychology
claim is essential for understanding the categories of emotion terms. Third I will
look at the contemporary theory of metaphor which underlies my research, and state

why this theory is so important for studying the emotions. Finally, I will outline why

I have chosen the emotion £owg and its presentation in the Greek Novel as my case

study.



| - Emotion

In recent years the category of emotion has been seen as problematic in scientific
fields, but its importance as a part of everyday life has not diminished. We discuss
emotions, use them and, most importantly, feel them. Scholarship on the emotions
has undergone an enormous change in the last century, with the increasing
importance of scientific studies on the relationship between psychology and
neurology. These two areas of study highlight two questions vital for the study of
emotions: how universal are ‘emotions’ and what is their physiological basis? These
questions provoke a further one: what ‘fit’ is there between the ancient Greek
emotions and our own? Are these ancient emotions exactly like ours, because all
emotions are universal, or are they nothing like ours, because emotions are culturally
constructed? The answer lies somewhere in between, since humans have a common
physiological make-up and are emersed in specific societies, but in order to identify
cultural variation we should first have a good idea of what is universal about
emotion. The nature of emotions, as postulated psychological kinds, has the
potential to confirm or undermine any approach to emotion in antiquity. [ will
therefore take some time here to discuss several contemporary theories of emotion,
and outline their significance for the present study.

In the twentieth century Paul Ekman provided groundbreaking evidence for
the universal nature of emotions by studying facial expression.! He found that six
emotions, labelled in English as happiness, disgust, surprise, sadness, anger, and fear,
each had a specific facial expression across a large number of different cultures, and
that people could correctly interpret these expressions on the faces of those from
different cultures.”* Ekman used this evidence to argue that these emotions are
universal and rooted in physiology, despite the difference in their linguistic

expression across cultures.” This is not to say that emotion expressions are never

' The main conclusions of his initial research can be seen in Ekman 1973. An account of his
emergence from the behaviourist tradition, the opposition between him and cultural relativists such as
Margaret Mead and his responses to their criticisms can be read in his afterword to Darwin 1998 (363-
93).

? The only exception to this was that in pre-literate cultures fear and surprise were not differentiated as
to facial expression, whereas they were in literate ones (Darwin 1998, 379).

3 Obviously other cultures do not use the English terms for these emotions. However, this does not
invalidate his results, which argue that emotions approximate to the ones expressed by these English
terms are universally experienced. See Ekman and Friesen 1971 and Cairns 2008a, 44: ‘It is not just



mediated. Different cultures have different display rules which influence the
expression of emotions. For example, in one experiment conducted by Ekman
American and Japanese participants were shown a video designed to elicit an
emotional response. When the subjects were alone they displayed the same facial
expressions, but when another person was present the Japanese subjects controlled
their facial expressions. Ekman also found that this concealing of emotions led to
what he calls ‘leakage’, and that feigned facial expressions for emotion and genuine
ones are not completely identical.” The situations which elicit emotions will vary
from culture to culture. For example, even if shame is a universal emotion, the
conditions which elicit shame are culturally determined.® Ekman therefore provides
evidence for core universal emotions which, nevertheless, can be culturally mediated.

The problem with Ekman’s list is that it denotes only six emotions and
requires facial expressions to be constitutive of emotions. In the future more may be
added, but we are left with the possibility that many further concepts, such as love
and jealousy, which native English speakers would categorise as emotions, cannot be
distinguished by facial expression alone, or even by facial expression at all. Ekman
postulates that if an emotion is a ‘compound’ then it might not have any set

expression.

Jealousy seems to have no distinct expression, perhaps because it is an emotion where the
person feels a number of other emotions: anger with the one whose attention is lost or with
the rival; sadness at the loss; fear in anticipation of further loss; or disgust at himself and
herself for feeling jealous.’

This notion of compound emotions is a difficult one, as it involves assuming that
some emotions are prior or more ‘basic’ than others, and forming a hierarchy of
emotional experiences. What this passage makes clear is that facial expression is
only a partial approach to emotion. If facial expression fails to provide a

comprehensive understanding of emotions, then it alone cannot justify the category

that cultures share facial expressions; according to Ekman they also share the association between
those expressions and their evaluations of certain types of scenario’.

* Darwin 1998, 384-5.

> Darwin 1998, 373.

% On shame in ancient Greece, or rather the related Greek emotion term aidwc, see Cairns 1993.

" Darwin 1998, 391. 1 will approach this possibility of €pwg being a compound emotion in the
conclusion.



of emotion. Furthermore, if we persist in maintaining the category of emotions, then
we need additional criteria for studying it. Paul Griffiths has made an important
contribution to this problem of categorisation by questioning whether we can retain

the term emotion at all. He argues that it is an arbitrary category.

Does our best current science have any role for these postulated psychological kinds? If it
does not, then there is an important sense in which the emotions do not really exist. This
does not mean that nothing is going on in people who are said to be experiencing emotion. It
means that the emotion category does nothing to illuminate what is going on in those
people.®

It is perhaps the case then that the category of emotions will cease to be a valid
scientific one. Griffith himself compares this to the category of superlunary objects,
objects ‘beyond the moon’, which was an arbitrary category and subsequently
disproved by science.’ Scientific theories can be dropped to make way for new ones,
as Popper insisted." His problem concerning the diverse nature of emotional

experience leads him to question the validity of concepts for individual emotions.

If science can find no interesting kind corresponding to all the paradigm cases of fear, then
we must either reclassify some of the paradigm cases or replace fear and its companions with
some more adequate categories.'

If emotion does not really exist as a non-arbitrary category then this would
potentially undermine the proposal of this thesis. One does not have to agree with
Griffiths to see that the scientific definition of emotion is still very much debated. It

is also clear that what is at stake is a notion of categories, what they are, and this

8 Griffiths 1997, 1. Griffiths believes that the term emotion covers three different classes, short term
affects, prescribed social roles which mimic these and higher cognitive emotions, and that therefore it
cannot be or become a unified psychological category (Griffiths 1997, 15, 17). For a lucid discussion
of his theory see Cairns 2008a, 43—4. Cairns has a valid objection to Griffiths’ view. The three
classes are not necessarily heterogeneous if we look at the relation between the input side of the
emotions and the output (Cairns 2008a, 44). Ekman’s facial expressions are on the output side of the
emotion. The input side—which perceptions and conditions elicit the emotion—can vary among
individuals or cultures, but Ekman’s research shows that there are cultural scenarios which elicit
emotions, and partial universal agreement on these kinds of scenario. There is a cognitive-evaluative
aspect to all emotions, and so the input and output sides of emotion are not necessarily heterogeneous.
Furthermore the terms input and output are a little reductive when used of the emotional experience.
This is why emotions will be viewed as scenarios in this study; for more on this see below and the
final chapter.

’ Griffiths 1997, 1.

' Popper 1968. See also Kuhn 1962 on the structure of scientific revolutions, where he claims that
science undergoes periodic paradigm shifts.

! Griffiths 1997, 5.



feature will be dealt with in a subsequent section. For now I will argue that as far as
Classics 1s concerned, the distinction between folk and scientific theories becomes
vital, if we are to justify the study of ‘emotions’ in our own field of work. The
distinction between folk and scientific models is important for my work, and so I will
define the terms here."> Folk models are any given society’s ways of conceptualising
phenomena in ordinary, everyday language, and their way of communicating and
understanding them. A scientific model is an explanation of the same phenomenon
in an expert way."” Folk models are present and used in our everyday lives, despite
the existence or availability of scientific models.'*

Most studies of ancient Greek emotions start from the premise that they had
emotions, whatever they are called, and that we have emotions. Konstan begins his

work The Emotions of the Ancient Greeks with the following proposition:

The premise of this book is that the emotions of the ancient Greeks were in some significant
respects different from our own, and that recognising these differences is important to our
understanding of Greek literature and Greek culture generally. What is more, I argue that the
Greeks’ conception of the emotions has something to tell us about our own views, whether
about the nature of particular emotions or the category of emotion itself."

Konstan’s criteria for looking at the emotions of the ancient Greeks are correct, in
my view, but do not clearly spell out the relationship between the study of emotions
by Hellenists and the study of emotions by scientists. We are not researching into
the ‘nature of...emotions’ nor the ‘category of emotion itself” as a non-arbitrary
scientifically valid category. What we are doing, as Konstan essentially says, is
looking at the beliefs and concepts of the ancient Greeks in relation to our own: their
models for emotions, or whatever can best be termed emotion in Ancient Greek, and
our models of emotions, and the relation between the two. We are constructing a

comparative study of folk and scientific models of the emotions.

2 For work on metaphors and models in the history of psychology see Leary 1990. For cultural
models see Holland and Quinn 1987, which provides many good studies of models in culture,
language and thought.

" For example Kempton studied two folk theories of home heat control in contemporary America, and
these folk theories’ relation to an expert model of the same system (Kempton 1987, 222-242). There
was an interesting relationship between the notion of the heating system the ordinary users had in
mind, their implementation of that model, and the expert model which took more factors into account.
' Folk models continue to play a vital role in society. Now more than ever the overwhelming volume
of information available means that no one can ‘know’ the expert models for everything they
experience or use in their lives. Folk models will therefore continue to be immensely important.

15 Konstan 2006, ix.
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Griffiths thinks that we might have to drop our current scientific models for
emotion in favour of new ones, yet another step in the long intellectual history of
paradigms for emotion. In ancient Greece, however, even the most prestigious
scientific models relevant to emotions were erroneous by today’s opinions: one only
has to think of the humoral theory prevalent in ancient studies.'® Studying the
ancient Greeks involves studying folk models of emotion. This is not to say that the
scientific models of the ancient Greeks are not relevant. Folk models can be
influenced by scientific models and vice versa. The primary focus of my research is
folk models of ancient emotion, but their relationship to scientific models will be
crucial for this. To avoid confusion between what is related to modern day science
and what is not, I will use the term expert models instead of scientific models."”

This is not to say that modern scientific studies of emotion are not relevant.
Non-verbal signifiers of emotion, such as facial expression or types of behaviour,
have the potential to reveal connections between the discoveries of Ekman and
descriptions or depictions of emotions in ancient Greece. If one is studying anger (or
the approximate Greek term) in antiquity then one should be aware that the ancient
Greeks possibly made universally recognisable facial expressions during parts of the
emotional experience, and that this might be reflected in art or descriptions of non-
verbal signals. However, the main product from the study of folk models is a view
of the concepts or beliefs of the ancient Greeks. I must show that there are

correspondences between the folk concept of an emotion in English and the Greek

concept of €owg, which justify my classifying it as an emotion. The thesis as a

whole will discuss this further, but in the next section of this introduction I will

'S “The explanation of disease—and even human behaviour—in terms of the interactions and relative
proportions of fluids in the body’ (OCD S.V. ‘humours’). On humoral theory see Nutton 2004, 116,
121-2, 209, 241, 366, 367, 343.

7 Following Kdvecses 2000, 114-38. See also Barton 1994. In her excellent study of three ancient
areas of knowledge—astrology, medicine, and physiognomics (a discipline which postulated a
relationship between outward appearance and inner mentality)}—Barton has argued that contrary to
popular modern prejudices, in which medicine is considered a real science and the other two pseudo-
sciences, their respective statuses in antiquity could not be fitted into such a neat binary division. One
of the primary reasons for this is the relationship of power and knowledge in the ancient world.
During the second sophistic, at the time when most of the extant Greek novels were written, sophists
debated with each other publicly in subjects such as philosophy or medicine. The supreme importance
of this contest was winning the debate, not necessarily on reaching ‘the truth’ or even ‘a truth’.
Therefore I will call all ancient Greek scientific models ‘expert’, to reflect their assumption of power
and status. On Greek sophists and their cultural context under the Roman Empire see Bowersock
1969 and Swain 1996.
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outline a basic feature of the concept which I feel justifies my connection of two
potentially disparate folk models: the passivity of emotions.

"Eowc is commonly translated as ‘love’ or ‘lust’, and not only are these terms
absent from Ekman’s list, but it is doubtful that there exists a universal facial
expression for this emotion, even if it corresponds in some way to our emotions (see
above). To justify the use of the word emotion I will begin with some observations
Ekman makes about what he considers an emotional expression. Emotions reflect
inner feeling, but they are also communicative. If someone has an angry expression,
then communicating the information that they are feeling angry is useful both to
themselves and another person. If they are angry they might become violent, and
this can aid them in making their opponent back down, or aid their opponent in
revealing the danger of an attack. So there is a rationale for the successful
communication of emotion. Yet there is an important element behind this emotional
communication which allows it to be trusted: it is an involuntary reaction and occurs
without choice. As we can see from the example of anger above, understanding this
revelation of inner feelings as involuntary, as accurate, is vital on a communicative
level. Furthermore, since expression in these cases is often read instinctively and
accurately, and universally (according to Ekman), it is a good contender for being
part of any human folk model of emotions. If humans have always noticed these
expressions and acted upon them, concerning themselves and others, then they were
part of the ancient Greeks’ folk model as much as ours. It is this definition of

emotion as ‘involuntary’ which I employ to justify my use of the terminology. What

the concept of €pwg shares with Ekman’s six universals is that it is an involuntary
emotion. All the evidence in the Greek Novel points towards this. It is a passive and
involuntary drive, and although it has no particular facial expression, it influences the
behaviour of the person feeling the emotion. It is important to emphasise here that
emotions as a group are passive. This does not mean that they cannot be actively
manipulated, but that the sensation is an involuntary one.'"® This is one aspect in

which the ancient Greek folk model matches up with our own one.

'® In addition, because a prototypical emotion is passive, this does not necessitate that all emotions
must always be passive. See prototypical structuring in the next section.
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The purpose of this thesis is to understand the Greek concept of €owg in the

Greek Novel. Although I am starting from the premise that £owg is in the category
of emotions, I am not beginning from the premise that it corresponds exactly with
any particular emotion in English. This is not the same as saying that the Greeks
might not have felt the emotions that we have."” Wierzbicka has argued that Ekman
was misled in his experiments on emotion expression by the western terms for the
emotions; that because he was using English words to start with, he found these
English terms: a circular argument. However, the Japanese-American study cited
above used visuals and not words to stimulate emotions, so this criticism is not
valid.? Without maintaining that all cultures have exactly the same emotions, not
having a word for an emotion is not proof that a culture does not feel that emotion.

Ekman writes:

Not having a word for an emotional state may well influence emotional experience. Without

being able to name feelings, it may be harder to distinguish them, think about them, and so
21

on.

This is an interesting hypothesis from a psychologist that language might have the
potential of affecting emotional experience (but not completely determining it). In a
study of Tahitian culture, Levy has postulated that because their culture has no word
for sadness, they react to the emotion in a different way.” For instance, when
rejected by a lover they do not relate their experience to the rejection, but conceive of
it as a sickness. The substitution of metaphor for an emotion term, as we shall see in
this thesis, is not proof that a society has difficulty conceiving of a concept.
Therefore I remain unconvinced by Levy’s reasoning; even if they had a word for
sadness, it is entirely possible that they would continue to conceptualise it as

‘sickness’. His study highlights the fact that societies can come to terms with

1 See Konstan 2003, who argues that the Greeks did not have exactly our notion of jealousy.
% Wierzbicka 1992.
2 Darwin 1998, 392.

2 Levy 1973. His thesis seems to be a version of linguistic relativity, as famously seen in the Sapir-
Whorf hypothesis. The Sapir-Whorf hypothesis suggests that thought is shaped by language.
However, see Cairns 2008a, 50: ‘The (frequent and often productive) disagreement of native speakers
over the sense and reference of key psychological terms is important in another respect too—it is a
sign that thought is not determined by language. Aristotle and Chrysippus, like Ekman and
Wierzbicka, share a language, but differ on the nature of the psychological phenomena labelled by the
words they use and on the meaning of those words themselves.’
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emotions they do not have words for, and that emotion term studies which do not
take into account the broader picture are necessarily limited.

Griffiths’ argument that folk models do not necessarily indicate anything
about the actual nature of emotions is also pertinent here. Folk models for Greek

emotions might be different in some respects from our own, and the folk model of

£€owg might differ from our models for love or lust, or be an amalgamation of the
two, but this does not mean that the Greeks felt different emotions from us. For
these reasons Konstan’s thesis in his article on jealousy in ancient Greece, that
perhaps the Greeks did not feel jealousy, cannot be substantiated by the
(predominantly) linguistic evidence he provides in his study.” If he is correct, it
merely proves that they conceptualised and described the emotion differently; to
equate feeling with conceptualisation is gross reductionism. If a study of the ancient
Greek emotions does not tell us about the actual nature of emotions, then is there
justification for attempting it? There is, as was said above, and this is based on the
importance of folk models. Folk models of emotion are used pervasively in social
interaction, and the ancient Greek folk models of emotion give us much valuable
cultural information. This information is mostly of relevance to our own folk
models, but work on facial expression by Ekman can be relevant to both our own and
the ancient Greeks’ folk models, even though it is scientific. This is because it
involves external signals and experience. However, the Greeks’ beliefs about
internal psychological functioning are essential to their folk and expert models, and
so it will be necessary to look at their versions of internal psychological processes.
We are not committing ourselves to any internal physiological version of the
emotions, merely external non-verbal signifiers and the expression of a folk model
through language. Furthermore, if we accept the proposition put forward in the
section on metaphor, then concepts reveal important aspects of human cognition.
Folk models of emotion are not merely used, but they structure human understanding
of the concepts themselves. So whether or not our folk models of emotion tell us
anything about ‘real’ emotions or feelings, they are important in terms of their

influence on thought and action.

2 Konstan 2003.
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Il — Prototypical Scenarios

In the previous section I argued that passivity was a feature which marked emotion in
general. Even though this appears to be the case, this aspect does not exhaust the
study of emotion and in some ways limits it. In what sense is a person acting
through anger passive or active? They are passive in the sense that they have no
control over their feelings, but active in that their course of action is a choice not
determined by the emotion.”* This complexity involved in emotional experiences has
led many scholars to advance a critical apparatus called a scenario: a series of
feelings, actions, and events.” It is only by viewing an emotion as a scenario that we
can view it in its entire complexity: its physiological effects and the subject’s taking
up and manipulation of social roles and courses of action.

This criterion of an emotional scenario, although not explicitly used in
ancient Greek thought, is not completely alien to at least some of their philosophical

studies of emotion. The ancient Greek word which comes closest to our category of

‘emotion’ is maBOoc. TIaBog designates a category of wider extension than our own
term emotion.”® Indeed, as Wierzbicka has made clear (see above), the differing
semantic ranges of words from different languages can cause problems. This
difficulty with semantics reinforces the need for a scenario based approach.

The validity of such an approach to ancient Greek literature can be seen by

7

looking at Aristotle’s analysis of &0n in his Rhetorica.”’” Aristotle does not cite

** The active or ‘participant’ nature of the emotional subject is something which perhaps Kovecses
underplays. He posits a master metaphor underlying others in American English and other languages,
that emotion is a force acting upon a person. See Kdvecses 2000, 61-86. See also Damasio 1995,
123: ‘when we consider our own species, however, and the far more varied and largely unpredictable
environments in which we have thrived, it is apparent that we must rely on highly evolved genetically
based biological mechanisms, as well as on suprainstinctual survival strategies that have developed in
society, are transmitted by culture, and require, for their application, consciousness, reasoned
deliberation, and willpower. That is why human hunger, desire, and explosive anger do not proceed
unchecked toward feeding frenzy, sexual assault, and murder, at least not always, assuming that a
healthy human organism has developed in a society in which the suprainstinctual survival strategies
are actively transmitted and respected.’

» See in particular Cairns 2008a, Kaster 2005, Lakoff and Kdvecses 1987. Kaster uses the
terminology of a script instead of a scenario, but the approach is essentially the same.

% See Cairns 2008a, 45, Konstan 2006, 3-4, and Lloyd 2007, 67-9, 72. However, this does not
prohibit an overlap with our own category.

*7 On 14O and this treatise see particularly Fortenbaugh 1975 and Konstan 2006.
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€owc as a maBog in his discussion, but then he does not discuss all T&On.*® This

could merely be due to the fact that his discussion focuses on rhetorical contexts,
where aOn can sway one’s listeners, and therefore €owg is less likely to feature.”
I am not assuming that Aristotle’s definition of a m&aBog is either comprehensive or
even prototypical for the ancient Greeks. Even if Aristotle did not consider €owg a

naBOog, this does not mean that it was not considered as one in a broader social

context, or by other philosophers. However, correspondences between Aristotle’s

definition of a m&Oog, éowg in the Greek Novel, and the work on emotion carried
out by Lakoff and Kdvecses should make it clear that the phenomena at hand overlap
significantly and that the interpretation given here is not alien to at least one ancient
Greek expert model of emotion.

Aristotle maintains that Tt O involve the sensations of pleasure and pain

and a change in judgement™:

€0t O¢ tx TAON O boa peTaPdAAovtes dadEQOvat TEOS TAS KELOELS Ol EmeTat
AU kal Ndovr, olov 01 éAeog PpOPog kat oo AAAa TolvTa, KAl T TovTOoIg
évovtio (Rh.1378a20-3).°

* The m&On discussed are anger, satisfaction, shame, envy, indignation, fear, gratitude, love (pLAix),
hatred and pity. See Konstan 2006 with the reservations on Konstan’s work in Cairns 2008a. Since
his analysis of t&On is based upon opposites, such as anger and satisfaction, it is not clear what place
£owc would have in the work, since hatred is already used as the opposite of GiAia.

* See Konstan 2009, 13, on €owg in the Rhetorica: ‘I expect because he (Aristotle) was uncertain
whether it could be properly classified as one, although it may be that it was not one of the passions
that an orator frequently sought to arouse or quell’.

3% This work by Aristotle has remained remarkably robust in the history of scholarship on the
emotions. For example, the neurologist Damasio writes that 'the internal preference system is
inherently biased to avoid pain, seek potential pleasure, and is probably pretuned for achieving these
goals in social situations' (1995, 179). His description fits well the trajectory of the discussion in
Aristotle’s Rhetorica. In another treatise Aristotle states that the philosopher and the natural scientist
will approach emotion from different angles: the philosopher will say that anger is a desire for
revenge, whereas the natural scientist will say that it is a seething of blood around the heart (De
an.403a29-b2). Recently Lloyd 2007, 4-5, has argued that it is more important than ever to look at
subjects like emotion from a multidisciplinary perspective, in order to take into account multiple
frames of reference.

3! Freese 1926. For other lists of BN see NE 1105b21 and de An.403al16-17. Aristotle is not the
only Greek philosopher to discuss the emotions in terms of judgment. Stoic theory is fragmentary and
complicated, but Chrysippus notes that the passions are false judgments which are predicated upon
either good or bad: see Long 1974, 176-77 and SVF 3, 466 and 486. Seneca, who although Roman is
a significant part of the stoic tradition, also denies that anger is merely an impulse. He says that it acts
with the approval of the mind, animo adprobante, and that forming the impression of an injury with
the propositions that one should not be wronged and that one should seek revenge is not merely an
impulse, impetus, which occurs without our will, voluntate nostra (Sen.De ira 2.1.4). Therefore
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Examples of a taBog are such concepts as anger, pity, fear, and their opposites. If

we turn to Aristotle’s first analysis of a specific m&0og, 0py1), we see an approach

which views the concept as it is enacted in a social discourse.

"Eotw 01) 001 00€€16 peta AVTING TiHwlag [pavopévng] dix patvopévny
OArywolav elg avTov 1] <T> TV ALTOV, TOL OALYWQEELV UT] TTEOOTKOVTOG
(Rh.1378a30-2).2

The goal of 0oy is a longing, 6pe&ig, for revenge upon a person due to a slight: a
socially orientated action. Aristotle goes on to say that an angry man is angry with a
particular individual and that his 0gy™] is accompanied by pleasure at the thought of
the revenge to come: this is the pleasure of thinking one will obtain what one wants
(Rh.1378b1). Aristotle goes on to detail the end point of anger. Mildness,
TEAUVVOLG, is the settling and resting of anger: katTAOTAOLS KAl EEUN OIS OQYTS
(Rh.1380a8-9).  When those who caused the anger apologise and repent,
OpoAoyovot kat petapeAopévols, the person feeling anger considers justice to
have been done through the pain of the other, £xovteg diknv t0 AvmeloOat, and
then ceases to feel angry (Rh.1380a14-6). Therefore Aristotle considers anger or
rather 0QYy1] as a diachronic passion which is socially embedded.”> The emotion is

caused by another’s action which is socially mediated, since what counts as a slight

Seneca also envisages a scenario (in terms of judgments) which is complex and involves several
stages: hic compositus et plura continens (Sen.De ira 2.1.5). Kaster notes the importance of judgment
as an element of cultural diversity in the emotions, since judgments and beliefs are products of
culture: ‘returning the spotlight to cognition means that culture too—with its role in shaping
judgments and beliefs and in giving us the emotion-talk by which we make our experiences
intelligible—has regained a central place in the little drama that must be grasped as a whole’ (2004,
9).

32)Orl this passage see Konstan 2003a, 100.

33 Aristotle also recognises that emotions can be causative of others. He says that the sick, those in
need, those at war, those in love (ép@vtec), and the thirsty, all those who desire something not easily
obtainable, are liable to being angry and roused: ogyiAot eiol kai evmagdounTOL (RA.1379216-8).
Interestingly Freese 1926, 179, translates ¢pcwvteg as ‘the lovesick’. This shows how pervasive
metaphorical conceptualisations of emotion inform interpretations of the emotion terms themselves.
Aristotle goes on to say that each one is disposed towards 0Qy1] (‘prepared in advance’) by the ruling
passion: TIQOODOTIOLELTAL YAQ EKAOTOS TQEOS TV EKAOTOL OQYNV UTIO TOU UTIAQXOVTOG
ntaBovg (1379a23-4). Note the metaphor in mpoodomoléw which conceptualises time as ‘preparing
a path in advance’. This would seem to imply that Aristotle feels that €owg is a &Bog, and that one
mt&dBog can provoke another.
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will vary from culture to culture. The emotion is then appeased in a social context
when reparation is made. Aristotle does not mention physiological symptoms in his
Rhetorica as part of the scenario. However, elsewhere Aristotle does state that
emotions are accompanied by physical affections (De an.403al16-27). Therefore
Aristotle is aware of both the social and physiological facets of emotion.*

Aristotle recognised the importance of social interaction in studying emotion,

and this has become increasingly important in modern scholarship. Emotion and

ntdOoc, however, are also categories, as are specific emotions and tOn), and in
recent decades our understanding of categories has undergone a significant change.
These are predominantly folk categories: those used in non-scientific language.
However, they are also intrinsic to how language works. Subsets of categories can
be seen to show prototypical structure, and this is a prominent feature of new

cognitive approaches to grammar.”” Fortenbaugh has argued that the category

3% Aristotle devotes far more space to the social aspect of emotion rather than its physiology, and this
might be behind Konstan’s assertions in his book on the emotions in ancient Greece. He attempts to
set up a dichotomy between the Greeks’ intensely social understanding of emotion and our own
understanding of them as internal to the self: ‘the Greeks did not conceive of emotions as internal
states of excitation. Rather, the emotions are elicited by our interpretation of the words, acts, and
intentions of others, each in its characteristic way’ (Konstan 2006, xii). This is clearly not a valid
dichotomy as emotions involve internal states and social interaction at the same time. For the Greeks
emotions could be internal states of excitement, as evidenced by numerous works of literature such as
the great tragedies. Konstan goes on to emphasise the social interpretation of emotion: ‘It would
appear that the Greeks were constantly jockeying to maintain or improve their social position or that
of dear ones, and were deeply conscious of their standing in the eyes of others. When ordinary people
stepped out of the house and into the streets of Athens, they must . . . have been intensely aware of
relative degrees of power and their own vulnerability to insult and injury. The emotions of the ancient
Greeks, in turn, were attuned to these demands’ (Konstan 2006, 259). There is a problem with this.
Leaving aside the philosophical and scientific writings (which are likely to be idiosyncratic), a vast
amount of Konstan’s evidence on emotions in ancient Greece comes from either rhetorical speeches
(where status is focused upon intensely), the powerful in myth and history who have important
statuses to maintain (for example the gods, Medea and Xerxes) or the educated aristocracy up to the
imperial period. Therefore, even if Konstan’s assertion applies to the literature, it does not necessarily
apply to everyday life (for instance if a study of English emotion was done which privileged the cases
of the God of the Old Testament, Othello, Juliet, and Henry II and Thomas Beckett). Furthermore it is
the case that emotions in contemporary culture are also social: in the way Konstan has phrased it his
description could equally apply to our own society or many others. Libel cases against newspapers
and periodicals, common in the current day and age, concern ‘vulnerability to insult and injury’ and
are often motivated by anger. People who purchase a house in order to live in a better area and place
their children in a catchment area for a better school are ‘constantly jockeying to maintain or improve
their social position or that of dear ones’. One could argue that all people are (partially but not fully)
‘aware of relative degrees of power’ and that this permeates human relations. So it is not important
that the emotions of the ancient Greeks were attuned to the demands of power and knowledge: we
need to know how this was quantitatively or qualitatively different from our own society.

3% For prototype theory see Lakoff 1987, Rosch 1973a, 1973b, 1975, 1978 and Rosch and Mervis
1975. See Cairns 2008a, 49: ‘a ‘prototype’ is a central example of a category around which less
prototypical forms cluster and to which these less prototypical forms are related by ‘family
resemblance’’.
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ntéOog in Aristotle’s Rhetorica is not a consistent one but united by similarity.*®

Although Aristotle defines emotions as accompanied by pleasure and pain, one of his

emotions, hate (uLo0g), occurs without pain. However, it is still included because of
its similarities to the other concepts discussed (according to Fortenbaugh). This is
based on the notion of Wittgenstein’s family resemblances, a theory which is one of
the founding principles of prototype theory. He argues that a category in ordinary
language use such as ‘game’ (Spiel) does not have a feature common to every
member of the category, but that members can be related to one another by

7 He compares this to family relations: all members of a family are

resemblance.’
related, but there is not one single characteristic which applies to every member (e.g.

blue eyes).”® Therefore there might not be one consistent attribute which applies to

every instance of £owg, but there might be similarities between different models
which unite them under one category.

Furthermore prototype theory emphasises the propensity to grade members:
some members of a category are better than others. Using a list of pieces of furniture
Rosch asked two hundred students to rate how good an example of a piece of
furniture each item was. The best examples of the category furniture were seen to be
chair and sofa.* Thus anger, fear and sadness might be more central members of the
category of emotion than, say, hope or pride. There are also basic and less basic
elements of a category. If we see certain English emotion terms as subsets of the
category ‘emotion’ then native speakers feel that some emotion terms are more basic
than others. So anger would be a basic term, and terms such as annoyance, wrath,

rage, and indignation would be related but less basic terms.* Perhaps Ekman’s

3 Fortenbaugh 2003-4.

37 See Wittgenstein 2001, 66: ‘consider for example the proceedings that we call “games”. I mean
board-games, card-games, Olympic games, and so on. What is common to them all?—Don’t say:
“There must be something common, or they would not be called ‘games’”— but look and see whether
there is anything common to all.—For if you look at them you will not see something that is common
to all, but similarities, relationships, and a whole series of them at that.’

38 Wittgenstein 2001, 67: ‘I can think of no better expression to characterize these similarities than
“family resemblances”; for the various resemblances between members of a family: build features,
colour of eyes, gait, temperament, etc., etc. overlap and criss-cross in the same way.—And I shall say:
‘games’ form a family.’

* See Rosch 1975.

40 Kdvecses 2000, 3. See Lakoff 1987, 31-8 for a more detailed explanation.
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emotions are central members of the category emotion because they are based on
universal expressions, and further emotions are more culturally structured.”
Of course I cannot use native speakers to test which emotions are more

central to the Greek category than others. However, prototypes can be used in a

profitable way when analysing éowc. Cairns has already shown that the concept of

anger in ancient Greek shows prototypical structure.” I previously quoted Ekman on

the possibility of compound emotions. Is €owg a basic Greek emotion, or do more
basic emotions structure it? Second, although I am not studying whether the Greek

emotions show prototypical structure, I can attempt to see whether the concept of

£owg shows prototypical structure. Are certain conceptualisations of £€owg better
examples of the category than others?

The following is the prototypical scenario of anger as postulated by Lakoff
and Kovecses. Their scenario or progression of events is envisioned as the
prototypical sequence of actions and reactions in an incident of anger among

speakers of American English.

PROTOTYPICAL ANGER SCENARIO
Constraints:

Victim =S

Agent of Retribution = S

Target of Anger = Wrongdoer

Immediate Cause of Anger = Offending Event

Angry Behaviour = Retribution

! Lakoff 1987, 38-9, certainly thinks so.

42 Cairns 2003b, 27: ‘Aristotle’s account of orgé establishes not an exhaustive, all encompassing, but
a prototypical definition of anger’; ‘The Homeric scenarios in which cholos does not straightforwardly
spring from a perception of unwarranted offense...(should be) recognised as less prototypical cases’.
If one does not take into account prototypical categorisation then one has difficulty fitting all the
instances of a concept into one definition. See Cairns 2008a, 49-50: ‘it would be perfectly easy, for
example, to construct a prescriptive definition of the English word ‘jealousy’ that focused (e.g.) on its
prototypical scenario in which A believes that B is a rival for the affections of C, but any descriptive
account of the term will have to account (e.g.) for the fact that many ordinary users of English use the
term as a partial synonym of ‘envy’ (e.g. to be ‘jealous’ of another’s success). It is a crucial element
of our project of conceptual analysis to recognise that a single term has many senses, that native
speakers rarely encompass the full semantic range of a term in their attempts to capture its meaning,
and that they disagree over what terms mean and which uses are typical.’
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Stage 1:

Stage 2:

Stage 3:

Stage 4:

Stage 5:

Offending Event

Wrongdoer offends S

Wrongdoer is at fault

The offending event displeases S

The intensity of the offense outweighs the intensity of the retribution (which
equals zero at this point), thus creating an imbalance. The offense causes
anger to come into existence.

Anger

Anger exists.

S experiences physiological effects (heat, pressure, agitation).

Anger exerts force on the S to attempt an act of retribution.

Attempt to control anger

S exerts a counterforce in an attempt to control anger.

Loss of control

The intensity of anger goes above the limit.

Anger takes control of S.

S exhibits angry behaviour (loss of judgement, aggressive actions).

There is damage to S.

There is a danger to the target of anger, in this case, the wrongdoer.
Retribution

S performs retributive act against W (this is usually angry behaviour
directed at W).

The intensity of retribution balances the intensity of offense.

The intensity of anger drops to zero.

Anger ceases to exist.”

This prototypical scenario is an example of how an emotion is played out in a folk

model as a syndrome. Emotions are not necessarily single experiences but scenarios

of experiences and actions/reactions. There can also be non-prototypical instances of

anger. Lakoff and Kovecses list many such cases in their study, one of which is

Redirected Anger.** 1In this case the anger is not directed at the person who causes

anger, but at someone else. In this case stage five of the prototypical scenario is

changed. Lakoff and Kovecses’s article is more a proposal than a comprehensive

* Lakoff and Kdvecses 1987, 213-4.
4 Lakoff and K6vecses 1987, 214-6.
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study (with selective evidence). Kaster, on the other hand, has shown firmly that
scenarios, or ‘scripts’ as he calls them, are deeply rooted in Roman
conceptualisations of the emotions.* The goal of this thesis is to put together a folk
model of £€pwc in the Greek Novels. This will involve a prototypical scenario, such

as the one above, and non-prototypical cases.

4 Kaster 2005 has done this for Latin literature in the form of ‘scripts’. See his taxonomy of four
scripts for the Latin emotion of invidia, 87. Scripts also take into account the different settings or
circumstances which may elicit a particular form of an emotion. In my study I will retain the
terminology of prototypical scenario, in order to be consistent with my terms for categorisation.
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lll — Metaphor

Contemporary science has the potential to highlight aspects of ancient Greek
emotions, but folk models of emotion in English and Ancient Greek are conceptual,
and a study of them is not one of emotions as natural kinds. However, as stated
above, emotions are integral to cultural interaction. A study of a culture’s concepts
of emotion is vital for understanding emotion in that society. The Greeks used

concepts which we would recognise as emotions, and the importance of notions such

as €owc in their societies justifies its study. Just as it emerges that concepts are
important for the study of ancient emotions, since we cannot study a past culture with
empirical experiment, language comes to the fore. There may be evidence of
universal facial expressions or physiological responses in descriptions of non-verbal
symptoms or behaviours and artistic representations, but concepts are expressed and
used to their greatest complexity in language. This is where metaphor comes in, as
an essential feature of language and thought, and this section will describe in detail
what part metaphor plays in this, my theoretical approach to metaphor, and why
metaphor is essential for concepts of emotion.

Traditionally emotion is studied by means of what are called emotion terms,
such as happiness, disgust, surprise, sadness, anger, and fear (see above). These
terms feature in only some of the instances where language describes emotion.*
Figurative terms can be descriptive of concepts, and this is where metaphor performs
its role in structuring emotions. These descriptions do not include the emotion term,
but are recognised as referring to the emotion due to culturally (or universally)
shared conceptualisations. For example, if I say that someone has ‘reached boiling
point’ then a native speaker of American English (and probably those who speak
many other languages) can understand that the person is angry, despite the fact that
no emotion term is given. Lakoff and Kdvecses argue that this communication of

emotion through language is not merely idiomatic, but is based on shared and

4 The distinction made by Kdvecses 2000, 2-3, is also relevant here. Some words can express
emotion, like the English yuk! which indicates disgust, but these are not the focus of this study. I will
be looking at descriptive terms, which describe the emotion and the emotional experience. For
example ‘I’m about to explode’ is a colloquial American English description of anger, and it describes
the experience metaphorically in terms of an explosion. For a study of anger and conceptual metaphor
in American English see Lakoff and Kovecses 1987.
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systematic conceptual metaphors.*” One of the metaphors used of anger in American
English conceptualises it as the heat of a fluid in a container. This is a shared
cultural conceptualisation and allows all phrases such as ‘you make my blood boil’,

‘simmer down!’, and ‘let him stew’ to describe and communicate anger.® In the
same way when one of the characters in the Greek Novel says ‘I burn’, pA€yw, they

are communicating the fact that they are feeling éowg by means of a culturally

pervasive concept in Ancient Greek.” This thesis will map out the concepts used of

éowc in the Greek Novel, since metaphor reveals the underlying conceptual
framework of the emotion.

There are several other features of figurative descriptions which deserve
mention. Metaphors do not necessarily name the emotion term itself, but denote
aspects of the concept, such as intensity, cause, control and so on.*® They therefore
add much information and nuance to ‘fill out’ the structure of the concept. I will be
using two terms for two related types of metaphorical conceptualisation: metaphor

and metonymy. Both terms are defined by Kdvecses in his book on emotion.

Conceptual metaphors bring two distant domains (or concepts) into correspondence with one
another. One of the domains is #ypically more physical or concrete than the other (which is
thus more abstract). The correspondence is established for the purpose of understanding the
more abstract in terms of the more concrete.”!

Conceptual metonymies, unlike conceptual metaphors, involve a single domain, or concept.*

The use of the word domain is important, as metaphors map concepts, not words.

Mapping refers to the process of understanding the abstract in terms of the more

47 Their use of conceptual metaphor builds on the ground breaking study by Lakoff and Johnson 1980.
8 Examples are taken from Lakoff and Kdvecses 1987, 198.

4 And in English too. To ‘burn with love’ is a common enough phrase. The potential objection here
is that ‘burning’ can represent multiple psychological states, and is therefore ambiguous. So for
instance, if someone is ‘burning’, how do I know whether they are burning with love or anger? The
answer is that context usually makes it clear, and there is no problem with context being an integral
part of meaning. For instance, if I say ‘the window is open’, the semantic meaning of the words
greatly underdetermines the speaker’s meaning. Apart from expressing a simple fact, I could be
asking someone indirectly to shut the window, or be explaining why the room is so cold. So there are
multiple possible meanings, but not infinite ones, and multiple meanings can be whittled down in
context. This is why all excerpts in this study will take into account context, as speaker meaning can
differ from sentence meaning.

0 Kdvecses 2000, 4.

! Kévecses 2000, 4 (the Italicism is mine).

2 Ksvecses 2000, 5.
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concrete: thus for the metaphor ‘€pcwg is fire’ the more concrete concept of fire is

mapped onto the more abstract notion of the emotion. If the domain of fire is

mapped onto the emotion of £Qwg, as seen above, the potential is there for mapping
many aspects of the source domain. Fires are hot, can flare up, cool down, and can
be harmful or beneficial to humans. The term domain reflects the multivalent aspect

of these mappings, and the potential for different aspects of each domain to be
mapped onto one another. So the metaphor of extinguishing €owc, seen often in the
novels, refers to a specific part of the experiential domain of fire, i.e. its putting out.

This part then maps onto a specific part of the £éowg domain, denoting the absence or

ending of the emotion.™

The terms source and target domain are also relevant here.
The source domain is the metaphor used to explain the concepts, and the target

domain is the concept intended to be explained. In the example above fire is the
source domain and €pwc is the target. The concept is explained and understood by
conceptualising it as a fire.

Metonymy on the other hand involves mapping within the same domain. A
part represents the whole or a part represents another part. In Longus’ novel Daphnis
blushes due to aidws.” The term aidg is not mentioned, but part of the cultural
model of the emotion involves blushing, and so this physiological reaction is
understood as metonymic of the emotion.” This also relates to one emotion being
understood in terms of another. Often characters in the Greek Novel feel grief,
AUm), as a metonymy for £0wg. This is understanding one abstraction in terms of
another, and although the concepts overlap, as in the case of erotic grief, it is an
instance of metaphor rather than metonymy.*

Domains, manipulated in terms of metaphors and metonymies, provide
structure for concepts, and hence for emotions. "Epwg is a concept which is
structured by metaphors, metonymies, and the linking of various domains within it.

It is a domain structured by sub-domains and interaction with other domains, and this

>3 For examples of all these instances see the section on Fire.

> Longus 1.17.2.

33 More specifically it is erotic aidwc here. Subsections of a domain, such as blushing being a part of
the domain of atdcc, do not have to be exclusive to that domain.

> Of course there are concrete manifestations of A0nn in ancient Greece, such as the beating of breasts
or the tearing of hair, but I maintain that the emotion itself, as with all emotions, is abstract.
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will become clearer as this thesis maps out the extent of its range in the Greek Novel.
Metaphor is the primary conceptual instrument at use here, but the way in which
metaphorical concepts are structured is also important. This also differentiates my
use of metaphor from the way others have used it, especially in a literary sense.
Silk’s excellent studies are concerned with whether metaphors are ‘felt’.”” He wants
to know which metaphors stop the reader in their tracks and which slide under the
radar, so to speak. This is an important aspect of literary metaphor, but it is vital to
my own studies that I do look at what has been called ‘dead’ metaphor. These deep-
rooted metaphorical conceptualisations, which are common in a language, are
important for the study of emotion precisely because they fall under the radar. They
are the natural categories people use to conceptualise their emotional experience, and
therefore they are anything but ‘dead’, as we will see through the course of this
thesis.™

Lakoff and Johnson’s theory is one of conceptual metaphor, and this refers to
the way in which metaphor is an aspect of thought rather than language. Above
Kovecses specified that metaphorical mapping typically involves the mapping of a
more concrete concept onto a more abstract one. Metaphor is often the use of basic
image schemas which result from human perception to understand abstract
concepts.” If thought (and therefore language) about abstract concepts relies upon

human experience and perception of concrete realities, then Greek metaphors will

" For a good treatment of these issues see Silk 1974 and 2003 on poetry, particularly early ancient
Greek poetry.

% The issue of how metaphors are processed in the brain is more difficult. See Pinker 2007, 235-78
for the relevant issues.

%% This influence is not just culturally specific. For evidence that cognition of everyday experience
structures metaphor we may look at a common metaphor. In the English language there is an
orientational metaphor which conceptualises happiness and sadness in terms of height. This is
referred to as the HAPPY IS UP; SAD IS DOWN metaphor and the following are linguistic examples
from American English: I'm feeling up. That boosted my spirits. My spirits rose. You’re in high
spirits. Thinking about her always gives me a lift. I'm feeling down. I’'m depressed. He’s really low
these days. I fell into a depression. My spirits sank. These metaphors are explained as having a
physical basis: drooping posture typically goes along with sadness and depression, erect posture with
a positive emotional state (Lakoff and Johnson 1980, 15). This example shows the potential
importance of the connection of metaphorical conceptualisation with perception and physiology. If
metaphor is grounded in experience and perception, then we can make two important conclusions.
First human perception is physiologically based, and therefore universal, and so we might reason that
there are metaphorical universals. Second, different cultures have different environments and
different modes of behaviour, and so we would expect metaphorical conceptualisations to be grounded
in their own cultural experience. The historicism/universalism argument becomes less relevant, since
perception is routed in physiology and culture, and we approach a model more like the one used in
evolution, where physiology and environment are cooperative factors.
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also use basic features of experience.” Cairns has shown that in ancient Greek the

concepts aldwg and grief often utilise metaphor which is based on the empirical

reality of veiling one’s face.®

This is an example of cognitive metaphor reflecting
cultural concrete realities.

Above we mentioned folk and expert models of thought, and this distinction
is no less relevant to the ancient Greeks than to us. Ancient Greek science occupies a
famous niche in history, and great minds such as Plato, Aristotle, Galen, and others
built up a considerable repository of knowledge in many different fields. These are
firmly expert models of knowledge. The considerations of metaphor above have
been ahistorical, in the sense that they treat metaphor grounded either in universal or
culturally relative experience, rather than as something which can change
diachronically. It has been noted in other disciplines that metaphor can play an
important role as a link between folk and expert models of thought. Science can
develop new interpretative metaphors which then filter down into folk models of the
same concepts and vice versa. The Greek Novel occurs at a later stage than classical
Greek literature, and therefore metaphors for emotions which might have been expert
ones for Plato could have become commonplace by the time of the Greek Novel,
with the result that they assume the register of folk metaphors. The relationship also
goes both ways. It has been postulated that the success of scientific metaphors in the
past might be linked to how well they ‘fit’ with existing folk models. Therefore the
interaction of folk and expert models will be important for any analysis of metaphor
in the Greek Novel.

In conclusion: there are three important features of metaphor which I will be
using throughout this study. The first is its role in structuring an abstract concept
such as an emotion, and its relation to and action in a prototypical scenario. The
second is the grounding of the metaphor, or how many metaphors are universal ones
resulting from human perception and experience, and how many arise from
specifically Greek conditions of experience. Finally, on a more specific cultural

level, I will look at which metaphors, if any, have been influenced not so much by

8 Furthermore if experience influences metaphor, then it is possible that Ekman’s universal facial
expressions may influence the portrayal of emotions in ancient Greek language.
6! Cairns 2008b.
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direct experience but by ancient Greek scientific or expert modes of thought. I will

now go on to specify the material I am working with and why it has been chosen.
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IV - The Ancient Greek Novel

The Greek Novel is a collection of works written roughly between the first century
BCE and the fourth century CE. There are five (probably) complete novels which
survive: Chariton’s Callirhoe, Xenophon of Ephesus’ Anthia and Habrokomes,
Achilles Tatius’ Leucippe and Cleitophon, Longus’ Daphnis and Chloe, and
Heliodorus’ Aethiopica.”® They are placed together as a genre because they all
display similar structures in which a pair of young lovers are united at the start,
undergo trials and tribulations, often in the form of extensive voyages, and are finally
reunited at the end.”® There seems to have been an appeal for this type of literature in
antiquity, since we also have fragmentary novels, but due to the wealth of examples |
have restricted my focus to these five. I have also left out relevant Latin works, such
as Lucius Apuleius’ Metamorphoses and Petronius’ Satyricon, due to considerations
of space, since the Greek Novel provides me with enough material. This thesis is a
study on conceptual metaphor in Greek, and so examples from Latin are less
relevant. A distinctive feature of this genre is that the romances are generally set in
an helleno-centric past. It almost totally ignores the Roman Empire, a factor perhaps
based on its historical settings.*

The Greek Novel has enjoyed a growth in treatment similar to that of the
emotions, and is a particularly vibrant area of study. They are literature, and good
literature at that, as has been proved by books and articles too numerous to cite here.
I therefore must deal with emotions and metaphor not merely on a conceptual level,
but on a literary level. 1 do not see these aims as necessarily distinct, and feel that
literary manipulation of emotion and metaphor owe a great deal to their grounding in

cultural conceptualisations, without being reducible to this. Indeed the presence of

62 The dating of the novels has been a considerable task, but current consensus is within the range 1*
century BCE to 4™ century CE. The general dating or order of the novels does not affect my
argument, but Chariton is usually seen as the first novelist chronologically and Heliodorus as the last.
On the dating of the Greek Novel see Bowie 2008, Bowie and Harrison 1993, Morgan 1995.

1 call it a genre here for convenience’s sake. No part of my argument rests upon any notion of genre
as regards the Greek Novel.

6 Xenophon of Ephesus’ mention of an eirenarch (X.Eph.2.13.3), an office not known before Trajan
(emperor 98-117), reveals the author’s period as imperial, and he is usually dated to between 100 and
150 CE. Perhaps this is just on historical requirements, i.e. the Roman Empire did not exist at the
time when the (historical) novels are set, such as Chariton and Heliodorus, but this celebration of the
past is strongly Greek, and should be seen as a promotion, conscious or not, of hellenic culture, in
particular as concerns the hellenic interaction with the eastern Mediterranean, Persia and Egypt.
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emotion and metaphor in literature has been touched upon by previous studies, and
my work owes a great deal to these.”
Why focus upon the Greek Novel? The first and most important reason for

this is that these novels provide so much evidence. They are romances, or love

stories, and €owg features heavily throughout. Second, they are not expert treatises,
such as philosophical or medical texts, and therefore provide evidence for the folk
models of Greek emotions.®® T have chosen to have a focus in the first place, not only
because of the breadth of evidence available, but because of the literary aspect.
These novels, as with previous Greek literature, are written in a specific historical
and cultural context, the Greek culture of the eastern Mediterranean under Roman
imperial rule, and engage in a discourse with previous influences. There is also the
author as an author, an individual identity rather than a mere mouthpiece for cultural
stereotypes, and his sophisticated manipulation of the narrative. I am aware of all
these issues, and will engage with them where relevant. Identifying the metaphorical
conceptualisations which underlie the folk models of €owg presents us with the
conceptual blocks which authors use to build with, not with prisons which restrict
their every movement within bars of culture. It is the consistency of these models
across the Greek Novel which I will emphasise, while attempting to highlight any
significant variations.

This introduction has highlighted the theoretical, methodological and
contextual grounds of my thesis. I have tried to justify studying emotion in
language, language by metaphor, and language through literature. Folk models are a

valuable source of a culture’s concepts, and aspects of the ancient Greek folk model
of €pwg bear enough resemblance to our folk model of emotions for a comparison to
be profitable. It only remains to detail the subsections of this thesis. The first
chapter, ‘The Erotic Syndrome’, will look at the classification of symptoms of love
and argue that €pwg should be seen as a collection of symptoms, and that symptoms

can be metonymous. Chapter 2 will look at the metaphorical conceptualisation of

% On love in the Greek novels see Konstan 1994. Many studies emphasise the importance of
metaphor in the novels but see particularly Bowie 2004, Harrison, Paschalis and Frangoulidis 2005,
Létoublon 1993, and Mignogna 1991.

% This is not to say that scientific models are not influential. See the introductory section on Folk and
Scientific Models.
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éowc as fire and argue that it is not merely imagery but structures the emotion.
Chapter 3 will explore two conceptualisations of €owc¢ which complement one
another: disease and madness. Chapter 4 will explore the most pervasive non-
symptom based metaphorical conceptualisation: €owg as an opponent. Chapter 5
will look at €pwg and vision and chapter 6 at internal psychological entities relevant
to the operation of £owg. Chapter 7 will detail an ontology of éowg or how the
existence of the emotion is conceptualised metaphorically in the Greek Novel. The

final chapter will look at £owg in relation to other emotions, and define a
prototypical scenario of the emotion and any alternative scenarios. Throughout all of

these chapters I will look at the interaction of folk and expert models and analyse

how extensive metaphors of €owg are in the conceptualisation of other emotions.
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Chapter 1 — The Erotic Syndrome

Symptoms have always been an important part of the study of emotion in Greek
literature, and recent works which engage with the Greek Novel are no exception.
Macehler names his article on erotic correspondences between the Greek Novel and
the Greek Anthology ‘Symptome der Liebe’ and Toohey gives an important place to
symptoms in his extensive survey of lovesickness.®” Calame states that (usually) ‘in
ancient Greece, the effects of love are portrayed...in terms of their physiological
aspects’.®  Furthermore Liviabella Furiani has written extensively on non-verbal
communication in the Greek Novel, studies which make extensive use of symptoms

and behaviour.®

I wish to use this chapter to make two points concerning symptoms. The first
is that there are no symptoms which are unique to £owc. This is interesting in light
of Ekman’s exploration of which emotions are associated with a specific facial
expression and which are not. I have therefore titled this chapter the ‘erotic
syndrome’: €owg involves a specific collection of symptoms with some more
prototypical than others.” However, since many of these symptoms are associated
with other emotions there is a further complexity: some symptoms may not be
directly representative of £owg per se, but of another emotion which is erotically

motivated. Second I will argue that metonymy is particularly important in the case

of symptoms: they can also represent the emotion in terms of the part for the whole

57 See Maehler 1990. In the introduction to the volume Hofimann states that ‘Machler traces a number
of (mainly physical) symptoms of love’. See also Toohey 1992 and 2004.

8 Calame 1992, 5.

% See Liviabella Furiani 1996 and 1998. For further work on non-verbal elements in Greek literature
see Lateiner 1995 and 1998 (which deals with the Greek Novel).

7 This also brings the study in line with modern studies of emotion. See Damasio 1995, 56: ‘it is the
inevitable nature of syndromes to have a matrix, a shared essence of symptoms, and to have symptom
variance around the edges of that essence.” Konstan 2009, 1, also approaches €pwc with this
terminology: ‘we know its symptoms, for example: dry tongue, a hot flame in the marrow, ringing
ears, clouded vision. Sappho's description of the syndrome...set the pattern for all of Greek and Latin
literature.’
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(synecdoche).”!  Both of these points can be illustrated with the blush.” The

significance of the blush is that the subject is experiencing aidws (shame).

Therefore the blush is not a direct erotic symptom, although it is indicative of the
erotic experience, but a signal of atdw¢ the emotion which is itself a constituent of

the erotic scenario. Thus the blush is metonymous for aidwg, which itself can be
constitutive of the erotic experience.

The symptoms analysed here can be roughly divided into two categories:
physiological and behavioural. Physiological symptoms relate to processes or
descriptions of the body, and behavioural symptoms relate to external interaction,
such as actions or inactions.” In some ways this division is artificial, but it will
suffice as a structuring device. For the first part of this chapter I will concentrate on
Longus’ Daphnis and Chloe, which invokes many erotic symptoms, before
broadening the scope to the rest of the novels.

One of the stock features of éowg in Longus is an association with heat.

When Daphnis and Chloe kiss and embrace one another they ‘become warmer’:
Oeouodtepot yevopevol (Longus 2.39.1). This is not necessarily a symptom of
€owc (the increase in temperature could be due to the embrace) but the association of
€owg with heat (or fire) is consistent (see below and the following chapter).

Therefore the physiological reaction is coherent with the erotic syndrome. Here the

two young lovers are ‘experimenting’ with love, and have also taken some wine
mixed with their milk. Alcohol is also involved with heat and €owg in Chariton’s
novel. While speaking about (and remembering) Callirhoe the satrap Mithridates is
‘heated up by wine and €owg’: OeouavOeig MiBowatne oivw kat €owtt.”
However, the physiological symptom cannot quite free itself from metaphor. The

dative form indicates the instrument by which the reaction is achieved, and pairs a

" See Averill 1990, 119: “still, through the use of metonymy in common speech, we often allow
presumed physiological responses to stand for the whole...in the process of abstraction and
generalisation, we tend to forget that we are dealing with only a part, and we assume that what is true
of certain physiological responses (e.g.visceral change) is also true of whole emotional syndromes.’

2 On blushing in Greek literature see Lateiner 1998.

3 1t is important to note here that a behavioural symptom does not assume intention on the part of the
subject. So I count sleeplessness and not eating as both behavioural symptoms, despite the fact that
both can be ambiguous in terms of whether they are intended or not. So there is no absolute
dichotomy between physiology as unintended reaction and behaviour as intended response.

™ Chariton 4.3.8.
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concrete substance, wine, with an abstract one, éowc. "EQag is therefore concretised

as an instrument. Both £owg and alcohol cause the same type of reaction, and in turn
reinforce one another. In the first example Daphnis and Chloe embraced and kissed.
Earlier in the novel Daphnis and Dorcon compete in a debate for a kiss from Chloe.
Daphnis wins and receives the kiss, and we are told that it is one which can warm up
even the Yux1: mavv d¢ Puxnv Beopavar duvapevov (Longus 1.17.1).” This
time we have a metaphorical description of the emotional effect of the kiss. Gill
translates this as ‘quite capable of setting a heart on fire’ and takes it as a reference to

the conceptualisation of €owg as fire (see next chapter).”” It certainly evokes this

concept, but the specificity of the Pvxr| as locus evokes a Platonic correspondence.

In the Phaedrus the lover viewing the beloved is described as becoming ‘warm’,
Oeopotnc/é0eouavOn, and sweating before his soul sprouts feathers (251b). The

close proximity of warmth and the vy in Plato’s dialogue lends an intertextual
resonance to the passage in Longus.

The kiss and heat also occur in Heliodorus. Cnemon realises that his
stepmother Demaenete’s affection is inappropriate when he perceives her kisses are
‘warmer than is fitting’: Oeoudteoa NV T PUANpATX TOV TIEETMOVTOC
(H1d.1.9.3).”7  Whether the warmth here is literal or metaphorical (indicating the
intensity of the kisses) is difficult to say, and there is probably an element of both
present. However, the significance of the description is that it is metonymous. The
increased warmth of the kisses indicates €Qpwg rather than motherly affection.
Therefore there exists an ambiguity about whether the description of ‘heating’ refers
to body temperature or is metaphorical of the intensity of the emotion: or it could

refer to both simultaneously.”™

1t suffices here to say that the heating of the body is moved specifically to the entity most associated
with the emotion, the soul or Puxr): synecdoche. A later chapter will explore more fully the
significance of the different internal organs and entities which erotic sensations are attributed to.

¢ See Reardon 1989, 296.

7 The story of Demaenete and Cnemon conforms to the Hippolytean paradigm, or more famously the
Potiphar’s wife paradigm.

78 This heating is paralleled by some examples from emotion in English. Lakoff and Kévecses 1987,
196-7, note that the folk model of anger in American English involves an increase in heat, with
intensity of heat mapping onto intensity of the emotion. They also note that results from experiments
in psychology show that when people experience anger their temperature and pulse rate both rise
(Lakoff and K&vecses 1987, 219). This evidence comes from Ekman, Levenson, and Friesen 1983.
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There are two interesting references in Longus which appear to run contrary
to the association of £owg and heat. At 1.17.1 Chloe’s kiss was capable of raising
the temperature of the Yuxr) but also had the opposite effect on Daphnis. He reacts
not as if kissed but bitten, dnx0Oeic, and oxvOEwTOC (looking sad) he feels cold and
has a palpitating kapdia: xal mOAAdkI €PpUXeTo Kal TNV Kadlov
ntaAAopévnyv kartetxe (Longus 1.17.2). The striking word here is évxeto: ‘to

utter a breath” or ‘be cold’. This is not consistent with the notion of €owc being

warmth. However, this image can still fit in with the schema advanced above in a

certain way. IToAAAxig indicates to us that this affliction occupies a certain period
of time after the kiss. The description is not of the instantaneous occurrence of the
kiss but the aftermath. It is as if the instant warmth of the kiss creates a necessary
absence in which Daphnis feels cold. This same image is brought up when Philetas
lists the effects of his desire for Amaryllis. He felt pain in his Yuxr), his kaxpdla
palpitated and his body felt cold: "HAyouvv v uxnv, v kadiav

EMAAAOUNY, 10 owpa epuxounv (Longus 2.7.5). If this effect refers to a surge of
cold which follows the initial sensation of heat, then Longus is adding a subtlety to

the erotic syndrome not seen in the other Greek Novelists. As the heat of the

summer and £€owg enflames Daphnis he keeps plunging into rivers to cool himself
down (the implication is that it is to no avail).” This is different, however, in the
sense that he is trying to cool his internal heat, not experiencing an internal drop in
temperature itself.

This concept occurs in several famous passages from previous Greek
literature.* In Sappho 31 the first person narrator obliquely describes the effects of
sitting close to the object of their desire, by stating what would be the result of close

proximity. The narrator feels a hot flush (10), and then cold sweat runs down them,
n' ©owe Puxoos kakxéetar (31.13).%  The order of reaction in Longus is

consistent with Sappho, where an initial flush is followed by a cooler sensation. This

" Longus 1.23.2.

% The literary influences on Longus’ erotic portrayal have been well documented elsewhere: see
particularly Bowie 2004, Chalk 1960 and Hunter 1983, 73-5.

8! The hot flush is actually described metaphorically as fire running underneath the skin, xodt mvQ

VIO EOQOUTIKEV.
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means that although Longus does not mention sweat, it could be understood as being

present. The regulation of the body reacts to the heat of €owg by sweating and
causing a subsequent cooling.*> Theocritus’ Simaetha reacts to the appearance of her
lover in the same way. She feels colder than snow in her whole body as the sweat
drips from her: maoa pev épvxOnv xovog mAéov (2.106).¥ Both these prior
passages contain the same concept as in Longus, a cold sensation inside, and so it
would not be unreasonable to understand sweat as causing internal cooling. The
physiological reaction is of interest here. The heating up of the body due to €owg is
cooled in turn by sweating.* Both references explicitly connect coolness and sweat,
and as literary forebears they may influence the entries in Longus, but it is important
that this concept is used alongside and is complementary to the heat imagery
discussed above. There is a slightly different effect generated by Pindar’s famous
verses on Theoxenus. Anyone who does not melt with warmth when looking at the
youth has a kadla fashioned out of adamant or iron with a ‘cold flame’: O¢ un
nobw kvpalvetar €€ addpavtog 1] owdEov kexdAkevtatr pEAavav

KaEdlav puxoax Aoyl (f.123.5-6)." The flame is ostensibly part of the
blacksmith metaphor, yet its designation as ‘cold’ draws it into antithesis with the
notion of heat associated with someone who ‘swells with desire’ (4). The point
Pindar is making is that lack of passion is a cold flame, one that lacks the

physiological effects. The concept of fire is not used only because it supports the

8 Clerk 2008, 266, claims that sweat results from internal fire in her study of Greek and Latin erotic
poetry: ‘it is this internal fire that generates the sweat that betrays erotic emotion to an external
observer’. She finds sweat as a common indicator of amor in Latin elegy but maintains that heat is the
pervasive internal sensation, not coolness (266-7). She connects this with the heat of sexual
excitement.

¥ For a selection of other references to sweating in erotic contexts see Pl.Phdr.251b, 254¢; Sappho
31.13; Thgn.1017.

% Sweat can be generally indicative of an emotional state. At A.R.1.1261-2 Heracles sweats and the
black blood boils within him, when he finds out that his ‘close friend” Hylas is missing. The next line
confirms the fact that he is angry, ymopevog, but we cannot rule out the sweat also signifying general
anxiety. In the Greek Anthology sweat accompanies shaking through fear (14.92.9), and we cannot
rule out that Heracles might also feel fear on behalf of his companion. Physiological symptoms are
terse ways of indicating complex emotional responses. When Calasiris talks to Chariclea about
converting her ‘malady’ into matrimony (translation by Morgan in Reardon 1989, 435), she begins to
perspire (HIld.4.11.1). The narrator then goes on to tell us that she was feeling multiple emotions —
specifically joy, anguish, and shame. These emotions are all elicited because of her erotic state. Later
on in the novel there are multiple emotions associated with sweat in a non-erotic context. Persinna
reads the band revealing that Chariclea is her daughter, and she trembles and sweats, feeling joy at her
return and fear for her husband’s reaction (Hld.10.13.1).

8 On this verse see especially Hubbard 2002.
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image of blacksmithery, but because it also evokes the very intensity of emotion
which is absent from the ‘hard hearted’. In Pindar heat corresponds to a high
intensity of emotion and cold to a low level.

It seems that in Longus heat and coolness indicate different parts of the
emotional process. Heat is most commonly associated with €owc, but Longus
utilises coolness to create a paradoxical experience. Pindar is utilising a polarity
between heat and coolness, each signifying respectively desire and lack of. Longus,
in line with precedents like Sappho, evokes a more complex physiological process by
adding in the subsequent cooling to the heat. If we were to go further we might say
that sweat provides the physiological role in the change of state, as it cools the body
down in reaction to the heat. Heat corresponds to a sudden increase in intensity of
€owg and the coolness is dependant upon the initial heat. Coolness is often achieved
by sweating, which the Greeks knew was related to thermoregulation.®

From internal sensation we may now turn to external skin complexion. An
increased flow of blood to the skin causes redness, or blushing.”” Although skin
colour is a physical symptom it can also be metonymous, since it is an external signal
of an internal feeling.* The blush is primarily a signal of aidwg, as when Daphnis
stands embarrassed in front of his master.* When Daphnis is near Chloe he wants to
look, but blushes every time he does so: éovOnuatt énipunmAarto (Longus 1.17.2).
Blushing is described metaphorically here (filled with redness). Daphnis is feeling

adwg, but the only reason he is feeling it is because he is in a state of €owg for

Chloe. This symptom represents one emotion as part of the overall emotional

experience of another. Two emotions converge in erotic aldwg, and so an erotic

% Theophrastus says that sweating occurs because of an increase in body temperature (On Sweat
36.226-30 F).

%7 See Damasio 1995, 135: ‘the baseline activity of smooth muscles in artery walls may increase, and
produce contraction and thinning of blood vessels (the result is pallor); or decrease, in which case the
smooth muscle would relax and blood vessels dilate (the result is flushing).” See also Lateiner 1998,
165-7, who distinguishes the flush, which is the rush of blood to the head and limbs, and the blush,
which is a flush triggered by specific contexts. He points out that éouBpdc indicates only the
observable colour without determining the cause (166). I will use the term ‘blush’ in this study since
my references involve atdwg.

8 Colour is a complicated notion, and no part of my argument rests on the words used signifying a
particular hue. See Lloyd 2007, 9-22 for a good summary of current issues pertaining to colour
perception. Lateiner 1998, 174, says that ‘blushing is one mode of accidental self-declaration’.

¥ Longus 4.14.2: he does not speak, is filled with ‘red’, i.e. blushes, and looks down. All these are
prototypical examples of aidwg.

38



symptom is not necessarily only an erotic symptom. Later on in the novel Daphnis is

required to stand in front of his master, Dionysophanes, and his awareness of the
social disparity between them causes him to blush and look down: €ouOTuatog
nAnoBeig €évevoe katw (Longus 4.14.2).° What is interesting about the two
Longus examples above is that they contrast in terms of the social context. Daphnis

is embarrassed in front of his master because he is aware of the disparity in status.’’

However, this disparity in status is lacking when he is alone with Chloe. Also
lacking is any consciousness that there might be social obstacles to their €pwg or that
éowg is something to feel aidcdg about. Daphnis has no reason to feel aidwg in
front of Chloe other than because of awareness of his own £ocwg.

If blushing prototypically designates aidcg then perhaps pallor is erotic. In
Longus the colour of someone affected by €owg is pale green/yellow: xAwdg. This
can be a successful signal of internal £owg. Dionysophanes apprehends that his son
Daphins feels €owg, because of his pale colour.”” Chloe’s name evokes this
description, and also perhaps her freshness or greenness. Daphnis is also pale earlier
in the novel through his feelings for Chloe, ‘paler than grass’, a phrase which recalls

Sappho’s description from poem 31.” Previously the colour is used in relation to

fear. Aristotle says that the blush is prototypical of shame and pallor of fear.” In
Homer’s Iliad characters turn xAwQog through fear.”

We know that pallor is seen in some way as an opposite to blushing, because

the two are deliberately contrasted in Longus. Chloe alternates between turning pale,
wxola, and blushing in her love for Daphnis.”® The verb wxoLkw means ‘to turn

pale’ and is cognate with the adjective wyo6c. This is not the same term as

% Lateiner 1998, 176, states that shame is often indicated by the lowering of the eyes.

%! See Lateiner 1998, 167, that shame involves ‘an awareness of exposure to social censure’.

2 Longus 4.31.1: 0p@v avtov xAwgiwvta. Of course context always helps!

” Longus 1.17.4: xAwodtegov 10 Medowmov 1v méag. Sappho’s narrator turns more xAwQOg
than grass: xAwotéoa d¢ Toing (31.14).

 Aristotle EN 1128b10-35.

% 11.10.376, 15.4. Fear itself, d¢og, is XAwOg at 11.7.479. See also the English expression ‘pale with
fright’.

% Longus 1.13.6: wxoia 10 mpdowmov, éouonuatt avdig édhAéyeto.
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XAwedg, but it too denotes a pale complexion.”” We can link it with the former hue
by noting that it too can be used to denote fear.”® If we relate this change in skin
colour to the aspects of process and state, and the notions of hot and cold seen
before, the symptoms become coherent. "Eowg can lead to a blush; a temporary
signal in the face of the emotion. Subsequently the subject may turn pale as with
Chloe’s alternating between pallor and redness in Longus. Sappho listed her
(potential) symptoms as blushing before trembling and turning pale. Pallor can,
however, be of what seems like a longer duration. For instance in Chariton’s novel
Mithridates, the Persian satrap, returns home pale (wx00c) and thin after seeing
Callirhoe.” This implies a state he has settled into: that of lovesickness. Hippocrates

associates the colour with illness. The skin of children with a fever, mopetog, often

0

changes complexion to xAw0oc."” The colour is linked to emotion in a negative

way, representing the physiological effects of fear or debilitating conditions.
Although it functions as a successful communicator of €owg in Longus, it is far from
being an £épwc-specific indicator. It is a signal of an internal debilitation, and covers
a larger category of which €ocwg is a part.

In Sappho 31 heart palpitations is one of the erotic symptoms.'”"  Philetas
describes one of his erotic symptoms as ‘heart palpitations’: TV kaQOdlav
EMAAAOUNV.'” The kaEdix is the heart, and the description seems to be referring
to the increased pumping of the heart under emotional duress. It can also be

metonymous of éowc. The pervasiveness of this appearance of metaphor can be

7 The adjectival form wxQdg is used of a frog at Basr.81. This is also assumed to be a sign of éowg
at Theocr.14.6. There does not seem to be a significant distinction between xAwdg and wxQoG.

% 11.3.35 has a description of the effects of fear on skin hue: X00¢ Té pv elide maelAg.

% Chariton 4.2.4: X006 T€ kat Aemtdq.

1 Hp.Prog.24.

%" The verb used of the heart shaking, ¢ttOaioev, means ‘to scare’ or ‘to cause to flutter’, and
implies personification or beastification of the organ (Sappho 31.5-6). Later authors use this as one of
the symptoms of €ows. See especially Anac.346 (1). 12; A.R.1.1232; E.IA.586; Call.l.c;
PL.Phdr.255c—d; Sappho 31.5; Thgn.1018.

12 Longus 2.7.5. Chloe’s kiss causes Daphnis’ heart to palpitate (Longus 1.17.2). It is the anatomical
depiction which can represent €pwg. The trembling/swaying of the body in general represents fear:
see for example Ach.Tat.2.23.3; 2.23.5; Hld.4.18.1. Perhaps the ‘swaying’ of the kadix indicates
fear as a momentary emotion experienced under the state of €owg, but it could be merely a general
indicator of emotional duress. The description denotes fear at 7/.22.452, referring to the 1)top, the
k1o (kéaQ) at A.Ch.410, and the kaQdlor (kQad(n) at 11.22.461.
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seen in another symptom experienced under €owc: breathlessness. Daphnis’ breath
leaps out at Chloe’s kiss: éxmnda pov to vevpa (Longus 1.18.1)." His breath is
personified and again the symptom is described metaphorically.

The most prevalent physiological effect of €owg in the Greek Novel is pain.
Pain has a significance which goes beyond most of the other symptoms in that it

appears in one of the most influential accounts of how the emotions operate in a

social context: Aristotle’s Rhetorica. His postulation there is that the emotions, or
rather t&On), are accompanied by pain and pleasure: AU and 1)d0vr| (RA.1378a20-
3).'"* In the introduction I listed cases where €owg in the Greek Novel is classified
as a ta0og, and it can be accompanied by pleasure and pain also. The pleasure of
£owc is an actuality in the Greek Novel, but a rarer one, because although the most
important €owg thematically is the fulfilled éowc of the main couple, the most

5

frequent paradigm is that of frustrated €éowc.'” Therefore pain appears far more

often. In this case it fits quite well into an Aristotelian model: you are pained at
unfulfilled £owc and pleased by fulfilled £éowg. However, there is a complication, in
that AUTn) is often translated as grief and used in contexts of grief. There is a

conceptual continuity between the two emotions. When one has frustrated ¢owg one
does not have possession of the beloved. This is true of grief also, and we often see
erotically motivated instances of grief such as when Chaereas laments his (believed)
dead wife (Chariton 1.6).

In Daphnis and Chloe two Greek terms are used of emotional pain: &Ayog

and AVmm. The first term denotes primarily a physical sensation.'” Chloe

conceptualises the first pangs of £owg as an dAyoc, but is perplexed that she has no

'% Also at Longus 1.32.4: kai a0t® TO Tvebpa oté pev A&Boov éEémvel. Blushing similarly
involves the metaphor of ‘filling’ (Longus 1.17.2).

1% Fortenbaugh 2007 notes that hate, picog, occurs without pain in Aristotle’s analysis (33).

1% 1 do not use the word unrequited because the emotional response of the object of desire is not
always required. See the numerous pirates, who would quite happily fulfil their £gcog without the
consent of the object of their affection.

1% Konstan 2006, 245-6: ‘words based on the root alg-, such as algos and algédon (cf. English
‘analgesic’), refer principally to physical pain, and indeed the Epicureans and Stoics, in the generation
after Aristotle, adopted algédon rather than lupé as the term for the strictly corporeal sensation’.
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wound causing it: aAy®, kat éAkog ovk €ott pot (Longus 1.14.1).' In this
example the pain is a state and constant, as one would expect from a wound. AV,
on the other hand, has a more emotional register. Chloe conceptualises it as the
feeling she would get from losing one of her flock: Avmovpat, kKat ovdEV TV
MEOPATWV ATOAwWAE pot (Longus 1.14.1). Here Avm is the grief of (permanent)
separation. However, she feels AUTtn for Daphnis, who is there, and so it cannot just
refer to grief in terms of the separation of lovers. She feels the kind of pain for
Daphnis that would normally be there for the separation implied by grief. AAyog
can also be a subsection of the emotion grief. Daphnis and Chloe both feel &Ayoc at
being apart, artaAAayévtec nAyovv (Longus 1.22.4). Pain is a commonplace for
unfulfilled £€owg, of whatever kind, whether it is Daphnis and Chloe’s inability to
consummate their love or Dorcon’s pain at his rejection (Longus 1.17.2).'% Avmn is
also an aspect of jealousy, erotic or otherwise. When the other men pay attention to
Chloe Daphnis is ‘hurt’: Adadvig d¢ éAvmeito (Longus 2.2.2).'” One final point of
interest is that AUTN can be chronic rather than merely acute. The two young lovers

feel grief throughout the night: viktac te dypvmvovg dujyov kal AvTtnEAg
(Longus 3.4.2).

We can label dAyog and AVUmn as pain with the physical and emotional
resonances of the English term. Pain can be caused by an external concrete object
such as a thorn, or it can be emotionally caused, e.g. ‘a pain in my heart’, but the

distinction between the two in terms of sensation is blurred. In Longus the similes

71t is expressed as a common place by Daphnis and Chloe at Longus 2.8.2: @A yovOLV Ol €0WVTES,
kat fueic. ‘Lovers feel pain, and so do we’. Other references to &Ayog as erotic pain are Longus
2.7.5 and 2.8.3.

'% Pain can be felt by both parties at the same time. Daphnis and Chloe’s Yuxai are ‘contracted’
through AVmn: tag te Puxag ovveotaAnoav Vo AUmnG (Longus 2.8.1). Lycaenon, the
seductress of Daphnis, feels sympathetic pain with the two lovers over their plight: ZvvaAynoaoa
on toic abAlowc (Longus 3.15.5). The erotic connotations of this concept hint at Lycaenion’s own
‘love pangs’ for Daphnis. An opinion expressed in Heliodorus (by Arsace) states that the lover feels
the beloved’s pain more keenly than their own (H1d.8.9.21).

' As Chloe was before him (Longus 2.2.1). Four of the instances of the AUTn of jealousy are erotic
(the two examples above and Longus 3.25.4; 3.24.4). The final example is not, where Dionysophanes
asks his son Astylus not to be ‘aggrieved’ at his new found brother Daphnis: prjte o0 AvmnO1)g
(Longus 4.24.3). 1 feel that the best emotional interpretation of this verb is as the (potential) jealousy
of siblings.
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Chloe uses are ‘natural’ ones. They are the basic experiences with which she wishes

to compare her emotional pain. For her &Ayog is the pain of being bitten and AUTn
that of losing someone/thing. She is mapping the concrete onto the abstract in order
to understand her emotional experience.

Behaviour is also something to be considered. The primary behavioural

indicator of €pwg is inactivity. Daphnis provides us with a set of examples. He sits

around, is lazy and idle (&Qy0dc), and does not weave nor play his pipe.'"® This is

' However, lack of action is

what we would recognise as melancholy behaviour."
again subsumed within the Greek love for paradox. Chloe also suffers from
sluggishness, but she alternates this with bursts of energy. Now she lies down, now
she leaps up: eita éxdBevdev, elta avermda (Longus 1.13.6). In fact this leaping
up probably signifies joy as a momentary emotion motivated by é¢owg. Elsewhere
Daphnis leaps up for joy: avammdnoag 6 Aadvig meoixaons (Longus 3.28.1).""°
The description of Chloe seems to be almost that of a manic depressive; she
alternates between motionless lying and hyperactivity. There is a complication with
Daphnis and Chloe’s situation in that they spend all their time together (not a usual
scenario with young lovers in the Greek Novel). Therefore their proxemic
circumstance is akin to that of Sappho’s narrator and as we have seen above they
share some of the acute symptoms with her. They merely lack the expertise to fulfil

their éowg. Chloe’s contrasting reactions reveal a behavioural symptom which is

consistent in the depiction of éowg. Lovers are listless and inactive, but where the
object of their affection is concerned, they have a high level of concentration.
Daphnis, once under the thrall of emotion, stares at Chloe as if he has been given

eyes for the first time: wWomep tOTE MEOWTOV OPOAApOVS KTNOApEevos (Longus

1.17.3)."" So Chloe is sad because of her longing, her éowg, but she also has fits of
joy because of her proximity to the object of her affection. Daphnis and Chloe’s

reaction is presented as natural (despite the obvious artistry behind it). Other Greek

"% At Longus 1.17.4 and 1.18.2.

""" They also have no concern for their daily tasks: Chloe neglects her flock (Longus 1.13.6) and both
admit that lovers are traditionally without concern: &peAovowv (Longus 2.8.2).

'12 Compare the English expression ‘jumping for joy’.

'3 Daphnis is also talkative only to Chloe (Longus 1.17.4.).
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Novels can show a more complex social interaction. At HId.3.10.4 we are told (in

Calasiris’ narrative) that an €pwc-afflicted Theagenes forces himself to be cheerful
and sociable in front of his public, but then he looses concentration, stares into space
and is gloomy before recollecting himself.'* He attempts to save social face, but is
unable to completely master the leakage of his feelings.'"”

One reaction to £0wg which is not momentary but a state is a lack of appetite.
Chloe and Daphnis are unable to eat due to their emotional state.''® Philetas cannot
eat, drink, nor sleep (Longus 2.7.4). Lovers are wont to lie around inactively, but
they do not get proper rest, as their emotional state prevents them from sleeping.
These symptoms are caused by €owc, but they are not €pwg-specific, and can be
more widely seen as general signs of duress.

We can illustrate the conventionality and also the indirect relationship to

éowc of these symptoms by a look at those which appear in the other novels.

Sleeplessness and speechlessness are common erotic side affects in the novels.'"’

Blushing is really a signal of aidwg."® Heliodorus tells us gnomically that blushing
is one of the usual signs of lovers who are not yet ‘caught’ (HId.8.5.1). This is still,

however, a sign of aidwg stimulated by €ows. It also displays the introspective

notion of aidwg more akin to our guilt than shame. At Chariton 4.2.13 Mithridates
hears the name of Callirhoe mentioned and blushes. This is explicable on the
grounds of Heliodorus’ gnome. His desire for Callirhoe is secret and therefore he
blushes with knowledge of what we might call inner guilt.

As was stated above pallor is the opposite of blushing, or at least in
opposition to it, and often alternates with it. Achilles Tatius’ hero Clitophon turns

alternately pale and red because of the proximity of the object of his desire, Leucippe

"4 Calasiris says that he appeared to be full of ‘anguished gapping’: @ d¢ kal XAoHUNS
adnuovovong avanAewe édaiverto (HId.3.11.1).

15 Therefore Heliodorus (or rather Calasiris) states that the mind of the lover is like a drunkard:
emotional and unstable (H1d.3.10.5).

"° Longus 1.13.6, 1.17.4.

17 Sleeplessness: Chariton 2.4.6; 4.2.8; 6.1.8 all of males. At HId.3.7.1 Chariclea is in bed but tossing
restlessly. At a loss for words: Chariton 2.5.4; 4.1.9; 5.5.9. Again this is an erotic association which
is based on other emotions. Callirhoe is speechless from aidwg at 8.1.15 and Clinias from grief at
Ach.Tat.1.1.2.

'8 Bushing as a sign of aidwc¢ in the novels: Chariton 2.5.5; 2.7.5; 3.2.3; 5.3.8; 6.3.1; Ach.Tat.1.10.4;
4.17.5;5.19.6; HId.2.7.1; 3.17.1; 4.10.4; 4.18.2; 5.34.2; 6.9.4; 10.18.2; 10.24.2.
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(Ach.Tat.2.6.1). In terms of skin colour this swift alteration is the surest signal of
€owg in the novels. Mithridates provides the unambiguous example as he turns pale

through €pwg for Callirhoe, and his pallor and loss of weight is obviously an éowc-
induced state in the absence of the object of his desire (Chariton 4.2.4). However,
like most other erotic symptoms pallor is used of other emotions in non-erotic
situations. Chaereas is wx0g from grief at Chariton 3.4.4, and the depiction of the
girls in the painting at the beginning of Achilles Tatius shows them as pale in regard

to their faces, tpocwmov, with the emotional label of a mixture of joy and fear: xaod

and POPoc (Ach.Tat.1.1.7)."" Tt is even more difficult to distinguish the emotions
indicated by Clitophon turning pale and blushing when he reads Leucippe’s letter,
revealing to him that she is not dead but very much alive (Ach.Tat.5.19.1)."° The
narrator claims it is the simultaneous result of surprise, disbelief, joy and sadness."'
Pallor then seems to be an indicator of a negative emotion: grief, fear, or £owc.
Sweat is of course not an exclusive indicator of emotion, but when it is emotionally
motivated, it is predominantly used of épowc. Once again Mithridates provides the
prototypical case. When he hears Callirhoe’s name mentioned he blushes, breaks
into a sweat and sheds a tear (Chariton 4.2.13). These multiple symptoms almost

certainly indicate multiple emotions: aidwg and perhaps fear and grief. When

Chariclea sweats at Hld.4.11.1, we cannot restrict her emotional reaction to €Qwg.
Calasiris interprets her emotions as joy, anguish, and shame.'** Despite the potential
unreliability of the narrator I feel that there is no reason to mistrust his attribution to
Chariclea of a complex emotional experience. Sweat also appears connected with

multiple emotions later on in the same novel, when Persinna recognises the band

!9 Clinias is pale, perhaps from grief, when his beloved informs him that his father intends to marry
him off (Ach.Tat.1.8.1). Callirhoe is pale at Chariton 6.7.6 when she realises what the eunuch is
taking her aside for (to inform her of the Persian King’s desire). The ekphrastic description of
Andromeda in a painting at Ach.Tat.3.7.3 shows her turning pale and red from fear and beauty, so it is
difficult to assign specific emotions to the change in colour.

120 1t is not even clear if there is blushing in the example. The narrator Clitophon says that he ‘flared
up’: avepAeydunv. For numerous examples that this metaphor refers to internal psychological
sensation, see the following section on Fire imagery. Perhaps, however, its combination with pallor,
wyxolwv, means that it is to be taken as referring to complexion.

PUEQavpalov, nrtiotovy, £xatgov, x00unv.

"> The terms are yailgovoa, aywviwoa and éouboiwoa respectively. The second participle is
metaphorical—emotion as an &ywv or internal contest—and the third is a metonymical description of
shame: turning red.
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which reveals Chariclea as her long lost daughter (H1d.10.13.1). She trembles and
sweats and the narrator ascribes her reaction to joy, perplexity and fear.'”
As in Longus emotional pain is rife throughout the other novels, and the most

prominent instantiation of erotic pain is AOmn. At Chariton 2.4.9 Leonas tells his
master Dionysius not to feel Aonn as if he were lacking the ability to achieve £0wg:
ur) €xe AVTNV <we> anotuyxdvowv €v €owtog é€ovoia. The point is that he
should not feel AUTIT as if the object of his desire is unattainable. The meaning here
is actually cognate with grief, and is based around a shared notion of separation,
permanent or otherwise. All other instances of AUT are part of the experience of

unfulfilled €0wa."** It can also be extended to erotic jealousy, where jealousy is

proleptic of the loss of the attention of one’s object of desire. Dionysius is in pain,
AUT, at the mass celebration of Callirhoe’s beauty as he knows that "Eowcg likes

novelty: PLAdkavog (Chariton 4.7.6-7). He is worried at the thought of her leaving
him or being taken away (jealous).'” When this worry about the object of affection
is not seen, a different word is used. Xenophon of Ephesus’s Habrocomes is trying
to fend off £€0wg, but the god causes him pain unwillingly: wdVva ur) OéAovta
(X.Eph.1.4.4)."** Habrocomes does not want to be in love, and so cannot be worried
about any loss or absence of the affection of the object. When Xenophon does refer

to AUTIN it is explicitly in terms of Habrocomes and Anthia’s unwillingness to be
separated: kal TOTE pev Ovoavteg amnAAdTTovTo Avtovpevol (X Eph.1.3.3).
The use of two different terms for emotional pain within a few paragraphs in
Xenophon might reveal different nuances. The same emotional implication can be
mapped onto examples from Heliodorus, such as when Demaenete feels pain (AUTIN)

at the exile of Cnemon, the object of her €0wc (HId.1.15.2). Calasiris tries to

convince Chariclea to confess the source of her AUTN, which, as he well knows, is

her €0wg for Theagenes, who for the time being is separated from her (H1d.4.5.7).'”

'** The terms are xaigovoa, aunxavovoa and dedotkvia.

124 Chariton 2.7.4; 6.1.10; 6.6.8.

' See also X.Eph.1.5.2-5, where Anthia’s jealousy over Habrocomes involves feeling Avm).
12 Also at X.Eph.1.4.6. The word 6dUvn can denote grief for someone (11.15.25).

"?7 And she feels AUT proper later on in the novel. When she is separated from Theagenes (fearing
that he is dead or forever gone) a mist of Aoz comes over her (H1d.6.9.1).
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AAY0cg on the other hand denotes emotional pain which can be metonymous of grief
but does not always entail it. Demaenete explains to Thisbe that only once

something is beyond hope can the heart cease to feel the pain (of regret).

To yap ameArmuoOév &nal é&nontar ¢ Puxne kat TO Undauodev T
TIQOCDOKWHEVOV ATAAYELV MAQACKELALEL TOVS k&pvovTag (Hld.1.15.3).

Whether we believe her gnomic utterance or not her assertion requires believability
in its social context to be effective. Her pain is allegedly based on the premise that

she still hopes for what she desires. Therefore she adds nuance to the conventional

connection between pain and unfulfilled £0wg: her £€0ws would have (allegedly)

ceased if she could no longer obtain it. This assertion perhaps highlights a
distinction between her €0w¢ and that of the main couple, which would not end with
the death of the beloved.'*®

Avia also represents, like dAyog and 0dVvn), the emotional pain of éowg.
Thus Clitophon says to his friend Clinias that he cannot ‘bear the pain’ of having
£owcg for Leucippe, using the same metaphor as is common in English: ‘o0 ¢péow,’
Aéywv, ‘KAewla, v aviav’ (Ach.Tat.1.9.1).”” However, its complementary
verb, avidw, designates an emotional experience in its own right: that of being

aggrieved or distressed.”” It seems that like AUTN, avia can be an emotional
experience in its own right, that of distress.
In summary: many of these symptoms are obvious and clichéd, but I have

taken the time to list them in full in order to make an important point. None of the
symptoms of éowcg listed above is only a symptom of éowg. Every symptom can be
seen as something else, and many of these are obviously not reducible to £épwg. But
even the most direct signals we have signify £owg indirectly, by the medium of other

emotions, such as blushing for aidwg or crying for grief. The only symptom which

28 On Theagenes and Chariclea’s love being different from the norm see Morgan 1989 and 1998. See
also a discussion at greater length in the conclusion of this thesis.

12 Melite says similarly to him later on that she is ‘pained’ at Clitophon’s refusal to spend the night
with her (Ach.Tat.5.14.1). For avia as erotic pain see HId.7.23.1.

%% Thus Clitophon is ‘pained’, avipevog, when his and Leucippe’s rendezvous is interrupted by a
noise (Ach.Tat.2.10.4). For this meaning with the verb, which indicates distress, see also Hld.1.17.5;
3.15.3; 8.12.1; 10.9.5.
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seems to be exclusively erotic is concentration on the object of affection, but this is

compatible with the wider schema of concentration upon the object of desire: if I

desire a loaf of bread, then I might be expected to concentrate my attention upon it."*'

"Eowg as a state is made up of various components, in particular various other

emotional components. It is not merely a case of saying that the person is feeling

another emotion while in the state of épwg: this is a common enough occurrence.

Daphnis and Chloe are in close proximity with one another constantly, and so it is
the emotional state of €owg which triggers their blushing, signal of erotic aidwg, as
a sort of ‘natural’ reaction. Physiological and behavioural symptoms of €owg only
allow us to study a segment of the emotional matrix. They underdetermine £ocwg

because they are symptoms not merely of €owg but of other emotions and even

debilitating conditions in general.

B At HId.3.10.4 Theagenes pretends to be happy amongst his guests but cannot stop himself
periodically being preoccupied: he changes mood quickly and his mind is unstable like that of a
drunkard (see chapter on ontology). Eventually the company detect that he is unwell: ovx Uyatvwv
(see chapter on disease). Theagenes’ characterisation is more interesting because he attempts to
control the symptoms of his €gwg for Chariclea but unsuccessfully. There is therefore ‘slippage’ and
the emotion is signalled to his audience.
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Chapter 2 - Fire

One of the most common metaphors for €owg throughout the Greek Novel is fire.
Erotic desire is conceptualised as an internal flame which burns and torments its
victim. This metaphor also fits in with our own conceptualisation of love or lust as

an internal fire."*> The emotion as fire image in the Greek Novel is overwhelmingly

constitutive of €pwg, but there are several other emotions which use it. I will look at

these in order to see how the image of fire is distributed and used for various

emotions and how this relates to €0wg. When an emotion is conceptualised as a fire
there is not merely a representation of one image in terms of another, but the
mapping of a process. The experiential knowledge of a fire, which can be started,
flare up, slow down, or be extinguished, is mapped onto the experience of an
emotion. It is perhaps not surprising that such a common metaphor is used
universally. Everyone feels the fire of lust in the Greek Novel regardless of gender,
race or character. That is not to say that everyone reacts in the same way, but that

this particular conceptualisation of the emotion is consistent. Perhaps the heat of

éowc provided the original basis for the metaphorical conceptualisation of erotic
passion as fire, but the imagery of fire is well established by the time of the Greek
Novel."*® At the same time fire is not merely a metonym for heat, but adds additional
conceptual material. If a fire is burning in someone, then they necessarily feel hot,
but if someone is hot, there is not necessarily a fire burning in them. Therefore the
metaphor of a flame encompasses the notion of heat but is not a simple substitution
for it.

The image of the flame in the Greek Novel is prolific and commonplace.

When someone feels €owg then there is a sudden burst of flame inside them and

132 See Kovecses 2000, 26: LOVE IS FIRE—e.g. I am burning with love. He also identifies the same
metaphor in Hungarian: Idével majd elvalik, hogy mi volt ez, fellangolas, vagy olyan érzelem, amire
tartds kapcsolatot épithetnek— With time we will see what this was; a flare-up, or a feeling on which
a lasting relationship can be built (140). This is an interesting correspondence as Hungarian belongs
to the Finish-Ugrian family rather than the Indo-European. This example is the fire of lust rather than
the love associated with a lasting relationship.

¥ The references are numerous but for some examples see Ar.Lys.9, kaopar v kadiav;
Hermesian.7.37, kaieoOai twvog; Pi.P.4.219, év ¢doaotl kaopéva; PLLg.783a, ows...UBoEL

kaopevog; Sappho 48.2, €pav poéva kaopévay modwt.

49



éowc is ‘kindled up’: €t paAdov 0 €owg avekaleto (X.Eph.1.5.8)."* The
container metaphor can also be used in conjunction with this image, where the
burning is ‘in” Habrocomes and Anthia: 0 €owg év avtolg avekaleto
(X.Eph.1.3.4)."* The flame is psychological and therefore conceived as internal to
the person affected. The prefix ava evokes the upwards direction of the flame as it
comes into existence."*® This image can either denote the first experience of £owg,

or a surge in the emotion during the state of experiencing it. Artaxerxes, the Persian

King in Chariton’s novel, flares up in the middle of the night at the thought of

Callirhoe: avexaeto (Chariton 6.7.1). This is also the meaning when Chariclea
makes Theagenes promise not to make any advances upon her. The young couple

are about to be left alone and she is worried that he might ‘flare up’ suddenly and
make advances on her out of lust, as young men are wont to do: dvadAéyetal
(H1d.4.18.5). The prefixes used add subtlety and nuance to the depiction of €owg as
fire. Pelorus, a bandit, is burnt ‘through’ or ‘to excess’ at the sight of Chariclea,
dlakatetat (H1d.5.31.2), and Demaenete is kindled ‘out from below’: Umekkaiet
(HId.1.15.4). 'Ex indicates the intensive burning of a flame, whether in the sense of

‘kindling up’ or ‘burning out’. There is certainly the idea of progressive

intensification in Xenophon, where habitual exposure to the boy Habrocomes burns

Corymbus steadily more and more: avtOV 1] TEOG TO MeRAKIOV oLVIDewx €Tl

3 The verb denoting ‘kindling’ is xoiw. The verb is in the passive with the person feeling the
emotion as the subject: e.g. avTOg ékaeto (Chariton 4.6.2); kkouou (Longus 1.14.1).

"* For an extended discussion of the container metaphor see chapter 7 on the ontology of €owg.

136 Other examples of a verb denoting fire with the prefix dvd are: HaAAov avekaleto (Xen.Eph.
2.3.3); avaxkadupevov (HId.7.9.2); avedAeyounv (Ach.Tat.5.19.1); avepAéyn v Ppuxnv
(Ach.Tat.6.18.1); avapAéyel (H1d.4.4.4).
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niAéov éEéxate (X.Eph.1.14.7). 7 The lecherous Gnathon is kindled ‘out and
besides’ with lust for Daphnis: mpooekkav0eig (Longus 4.16.1)."*

There is a distinction between the two verbs seen above in that kaiw means
‘to kindle’ and PpAéyw means ‘to burn’. The verb pA€yw without any prefix is
always used to indicate a state. When Dionysius returns home after seeing Callirhoe
for the first time we are told that he is ‘already burning’: pAeyodupevog 10N T

éowrtt (Chariton 2.3.8). The fire of épwg is already lit and pA€yw denotes the state

9

of burning.”*® This verb is used consistently to represent the state of the emotion.

Kaim can be used at any stage but with the prefix €x indicates an increase in the
amount of fire. This increase in volume is mapped onto intensity, and indicates that
the internal flame is burning more fiercely.

These verbs mostly indicate the process of the emotion or rather the action.
Other uses, of verbs or nouns, can emphasise something about the subject or object
of the emotion. An example above from Xenophon of Ephesus specified the location

of the fire by using the container metaphor (X.Eph.1.3.4). The prefix €v and the

verb mipmonpt, ‘to kindle’, also imply the container metaphor: Tot 10N Kal

BT With kaiw this is the standard form in Chariton: t0 yao mve é€ekaieto (Chariton 1.1.8);
é&éxkavoe (Chariton 1.3.7); é&éxae (Chariton 2.4.4); é&éxkavoe (Chariton 3.1.8); é€exdeto
(Chariton 5.9.9). We also see in Achilles Tatius and Heliodorus: é&éxavoev (Ach.Tat. 1.5.5);
e&éxae (HId. 8.2.1). A less straightforward example involves Dionysius. When he sees Callirhoe
weeping we are told that her tears ‘kindled his passion’: é£€kae d¢ avTov kat T dakgua (Chariton
2.4.4). If the tears are metonyms for grief, as they so often are in the novels, then we are left with the
scenario of grief exciting lust in Dionysius. The other option is an extension of the concept of &owg
to sympathy for one’s ‘beloved’, which could conceivably be true. If it is the character of Dionysius
which prevents us from seeing this as lust, then I believe there is less of a problem. At 2.8 Chariton
tells us that when Dionysius is struck by passion after Callirhoe’s kiss, he is frustrated, for ‘he could
not use threats or force, since he was sure that she would prefer death to being violated’ (Goold).
Hardly the sympathetic lover at this stage. Achilles Tatius has a digression on the attractiveness of
tears in the eye at 6.7, but does continue to say that the person who feels €owg naturally feels pity at
the tears of the beloved. Therefore we are left with a choice as to the interpretation of the passage. 1
would incline to treat Dionysius’ response as sexual excitement (lust), although the non-prototypical
extension of the fire metaphor to sympathy is not out of the question.

"** This is also used of €owg at Plu.Quomodo adulator ab amico internoscatur 60f5.

139 Al other uses of pAéyw in the novels show a state and not either an initiation of the emotion or an
intense flaring up of it. In Achilles Tatius Satyrus asks Clitophon to give in to a Melite (already)
burning for him, éAenoat YPuxnv émi ool pAeyouévnyv (Ach.Tat.5.11.4), and Melite herself asks
Leucippe for a love philtre because she is burning: épot tovto, @ GAtdTn, pAeyouévn mdoaoxe
daopakov (Ach.Tat.5.22.3). In Chariton the Persian King lusts after Callirhoe, éowtt KaAAwgong
PAeyouevog (Chariton 8.8.8), and in Heliodorus a symptom of Theagenes’ state is burning with
desire: D710 TOL MOBoL PAEyecOau (HId.3.17.3).
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puaAAov évemipmoato (Chariton 5.2.7). In all the examples above the verb is
passive when the person feeling the emotion is the subject. This fits in with the
general scheme of an emotion as something which happens to one, not something
which is done by one.

Chariton elaborates this basic schema. Dionysius is trying to struggle against
his feelings for Callirhoe and thereby angers a theomorphised £owc. He brooks no
opposition and kindles Dionysius’ {uxr] more violently because he is trying to
philosophise against him: dwx Tovto €mLEPOPEeL 0PodEOTEQOV PUXT|V €V €QwWTL
drAooopovoav (Chariton 2.4.5-2.4.6). 'Ev marks €owc as the container and

signifies the circumstances of Dionysius’ philosophising.'*” Above éowg was seen
in the dative denoting ‘agency’. This image retains the same concept but brings the

personified emotion to the fore. The object on the other hand is specified as the
person’s Puxr). When Arsace uses the same verb in Heliodorus £owg itself is the
fire. It is as if €pcwcg is lit furiously from underneath with fresh wood: ‘O pév €owg
ovk avinow aAA’ emteiver mAéov, womep VA @ Véiw AdBowg
vrorupmeapevos (Hld.8.5.6)."' She cannot resist the flames when more and more
fuel is being added to the emotion.'**  The first part of this sentence describes the

flames in terms of intensity: €pwg does not relax but intensifies even more. The

140 This also has the emotion as the container rather than the person afflicted. These issues, and how
they relate to state and inception, will be explored more in the chapter on ontology.

'41 This is paralleled by a description of Theagenes and Chariclea earlier in the novel. When they set
eyes upon one another their passion is renewed and the sight becomes as if wood for the fire: 1) Yoo
TV EQWTIKWV avtiPAedc Omoépvnolg tob mdoxovtog yivetar kat dvapAéyer v
dtavolav 1) Béa kaBamep VAN muot yivopévn (HId.4.4.4). The difference with Theagenes and
Chariclea’s passion is that it is mutual. Another passage compares the person affected to a burning
piece of wood see the following: Opéag yag O6AnNG TG VUKTOG TO TDE, G0OV XQEOVOV
ameAeidpOn G kOENG, dveCwrvgnoev E€aipvne VANV AaPwv eig v PAGYa TV Oéav, Kal
KOOV PEV TEOOTETWV TIeQLEXVOT T1) ko1 (Ach.Tat.6.18.2). It describes Thersander who was
nourishing the fire through the night and rekindles it with more wood when he sees Leucippe. This
shows the process of the slow burning and sudden flare up of the emotion clearly. A recent fragment
of Lollianus (P.Oxy.4945) speaks of €owg in terms of adding fuel to the flames: €owtog
UTEKKALUAL.

2 1 Arsace is in this situation then she is less to blame for her own emotions. She is emphasising the
overwhelming power of the emotion: he is even using fresh wood to fan the flames. The concept is
the same, but rhetorical strategy often determines which areas of the image are emphasised, in order to
suit the person’s personal agenda.
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increase in intensity of flame is mapped onto the increase in intensity of the

3

emotion.'” See Pl.Lg.645d where the drinking of wine ‘intensifies’, émuteivel,

passions such as épwg. However, the first part of this sentence manages to maintain

the possibility of personification of the emotion. Demosthenes uses the verb
éTutelvo to mean someone insisting: €tt paAdov émétewvev (56.13.1)."* So the

verb used allows €pwg to be both a person and a fire.

This leads us to images which emphasise the emotion as entity rather than the
action of the emotion. Dionysius rather weakly tells Leonas that he has brought fire
into his house, but more so into his Ypuxn: oo éxduLoag eic TV oikiorv, pXAAOV
d¢ eig v éunv Yuxnv (Chariton 2.4.7).'"* Here €pwg is not kindling the fire, but
is the fire itself. The image of the fire can also be extended to represent the person
who causes the emotion. The servant of the Great King in Chariton’s novel advises
him to go off hunting, as it is better to be away than ‘near the fire (Callirhoe)’:

€YYUG elvat tov muodg (Chariton 6.3.9).'4

So £owcg can be the fire lighter, the
heat of an internal fire, or the heat from the object of affection, who is a source of
fire.

There are several further variants among metaphors for fire. First we get a

specification of the locus of £owg in Longus. Fire burns in Daphnis’ kadia: wg to

Kaov 1o v kadilav v éunv (Longus 3.10.4)." Next we get an extension of

437 ealousy or rather {nAotuTtia, an emotion which has a close proximity to £owg, is also stretched
at HId.8.7.1: émuteivaoa.

144 See also Aristotle where the two verbs appear. There is a a target towards which one looks and ,
having a purpose, tenses and relaxes: £€0TtL TIG OKOTOG TEOGC OV AMOPBAETIWV O TOV AdYOV EXwV
éruteivel kal avinow (Arist.EN 1138b23). Here the person is metaphorically seen as a substance
stretching and relaxing.

' Another example is the erotic fire in Xenophon of Ephesus: maémeumnev UAS mMOQ €QWTIKOV
(X.Eph. 3.6.2).

146 The idea of going hunting as a cure for love is an established one: e.g. see E.Hipp.215. There is,
however, a certain irony about using this as a cure for love, as it is also a well established literary
motif that love is hunting. See the chapter on vision for an extensive discussion. In this case going
hunting only causes the King greater emotional turmoil, as he depicts her in his mind’s eye (Chariton
6.4.5): eic tovvavtiov TV TEXVNV TeQléToePev avT@ kal Ol avtig Thg Bepamelng
éEéxavoe v Puxnv.

"7 See also: TO T0Q (Ach.Tat.5.25.6); T (Ach.Tat.5.26.10); OABSOpEVOS T TVl (Ach.Tat.4.6.1).
For the cognate verb éx-mvooevw see Longus 1.15.1: paAAov v puxnv éEemuooevOn. Melite
uses extended fire imagery to try and solicit Clitophon (Ach.Tat.5.15.5-5.15.6). She calls her fire a
mystical one, @ TTLEOG HVOTLKOU, that is to say one pertaining to the mysteries of Aphrodite: tox tng
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the range of objects of the emotion, as Clitophon imputes the fire of €pwg to
animals: "H yao 6 "Epwg, €dm, tooavtnv €xel v loxvv, we Kat HEXOLS
0oVvibwv méumewy to o (Ach.Tat.1.17.1). He goes on to add reptiles, plants and

even stones to the list. Clitophon is musing about £owg in order to make Leucippe
‘hot under the collar’, and his examples from the natural world are designed to show

the all powerful nature of love. In another section Clitophon brings us back to the
common association of €owg and wine, by explaining that the gods Eros and
Dionysus work together to inflame the individual: 0 pev katwv avtv @
ovvr|fet TLEL, 0 d¢ TOV olvov UTékkavua Gpéowv (Ach.Tat.2.3.3)."* Wine is
the fuel for Eros’ lighter. The imagery remains coherent, but contextual elaboration
can emphasise or diminish different aspects of the metaphorical schema. In the last
few examples the object of the emotion has been emphasised over the action of the
fire.

At this point we can begin to form a prototype for the metaphor of €owg as
fire. The process of épwc as fire begins with the lighting or kindling of the human

body, often by a personified €épwg. Fuel is there already or can be added onto the
pile, while the fire proceeds as a steady process (state) or flares up to greater
intensity from time to time. It remains to discuss two entailments of the metaphor:
the burning of the emotion at a low intensity and the extinguishing of the emotion.
Both contingencies are provided for by metaphors in the Greek Novels.

The smouldering of emotion is not so common in the Greek Novel since for
the most part passion flares up intensely. The most effective part of the image is that
we know that smouldering embers are still very much active, and can potentially
break out into a conflagration. In Chariton the Great King is one such person, in
whom the fire of €owc slowly burns away: Tuvpopévov tov mvEOg (Chariton
6.3.3). This image fits the narrative at this point, as Callirhoe is not present, and the
King is revealing his state to his servant (flare ups are more likely to be in the

proximity of the beloved). Dorcon, having been fatally injured by the pirates,

Adooditng pvotrota.
148 Bros personified who sets people on fire with his arrows is a stock image from earlier literature. In
Apollonius Rhodius his missile lights up a fire under Medea’s padin like a flame: 3éAog d'

évedaieTo kovEr véEBev DO KEadin pAoYL eikeAov (3.286-7).
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revives a little of his former passion when he sees Chloe: 0Atyov éx tov mpdteQoV
fowrtog epmvgevpa AaPawv (Longus 1.29.1). He revives a small éumooevpa (a
live coal covered with ashes) of his former desire. The flame does not rear up
intensely, but nevertheless it is still burning. The final part of our schema is
extinguishing the flame. We have far fewer examples of this than for the flaring up

or kindling of €owc. This is probably due to the narrative context of the novels. The

majority of characters in the Greek Novel experience unfulfilled €pwg, either

temporarily as one of the main couple or permanently as a love rival. Quenching the

fire is an action associated with the fulfilment of £owg, and so a general lack of
fulfilment gives rise to a general absence of this part of the metaphorical schema.
When we get an image of extinguishing fire, it is potential and often propositional.
Thisbe informs Demaenete that desire is ‘quenched’ at its first consummation:
TIOAAQIG YOO KATX TNV TMEWTNV Telpav evaneoféocOn ta g érubvpiag
(HId.1.15.8). This is in order to convince her to go ahead with her plan for wooing
Cnemon (in reality it is a trap). Whether this is true or not this metaphor must be
plausible for Demaenete, and so it is a valid way of conceptualising the erotic
experience. If they cease to feel £owc, then they will feel that the ‘fire’ has been
‘quenched’. Tt is in this respect that the general Charmides in Achilles Tatius, who
has fallen for Leucippe, asks Menelaus to extinguish the fire (an illocution for
‘procure Leucippe for me’): dpw mOQ €mi ToUg MOAgpiove AAAAG dAdAg O
"Eowg dvne xat' £€uov: tovto mEwtov, Mevédag, ofBéoov TO TLQ
(Ach.Tat.4.7.4)."* Extinguishing the fire is intrinsically linked to the consummation
of desire. This image also brings us to another aspect of the metaphorisation of the
object of the emotion. Charmides claims that Eros has used a torch as his instrument

to set him on fire. Related to this is the view of the subject of the emotion as a lamp.

14 Heliodorus manipulates the image further when Chariclea is at home lovesick for Theagenes.
Grief is one of the standard symptoms of lovesickness and Calasiris notes that the fire in her look was
being extinguished by her tears as if by water: 10 pAéyov T00 PAéupatos kabameg VdaoLV
égokel Toig dakpuowy anooPevvouevov (HId.3.19.1). The fire in her eyes represents emotion,

perhaps determination, and as always with metaphors of emotion it is probably multivalent. This
determination in her eyes could reflect her pride which is being overcome by her grief. However,

since fire is so prevalently an indicator of €owg, the author must at least be alluding to her state of
internal passion. Thus Heliodorus cleverly manipulates the relationship between the physical
properties of fire and water and the metaphorical nature of grief (tears) and £ocwcg (fire).
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In an example which highlights a process, Callirhoe recognises her beloved
Chaereas, and she lights up more strongly as if she were an extinguished lamp which
has had oil poured upon it: KaAAipon d¢ yvwploaoa tOv €0WHevVov, WOoTeQ Tt
AVxvov dpwg No1 ofevvopevov EmXVOEVTog EAalov TAALY avéAappe kal
pellwv €yéveto kat kpeittwv (Chariton 1.1.15-1.1.16)."° This imagery relates
forward to when Dionysius will refer to Callirhoe as a source of heat (see above). It
also perhaps draws upon a tradition from erotic epigram which associates éowg and
lamps."!

We can see that many aspects of a fire are mapped onto the emotion £Qwg.
Like the fire the emotion can be kindled, flare up, die down, slow burn, or be
extinguished completely. This image of é0wg as a fire is one of the most persistent
and consistent in the Greek Novel. It may be that the image is linked to
physiological symptoms, such as the heat felt by characters seen at the start of this
section.” However, the metaphorical mapping of fire onto €owg provides us with a

way of understanding the process of an emotion, and different parts of the process of

150 In a reference which mixes abstract and concrete there is a light burning in Arsace’s room which
also lights her éowg: &te AVXVoL daitvovtog kat otov cvveEamtovtog T AQUdkn TOV éQwTa
(H1d.7.9.4). This night time lamp image has the additional benefit of context, as night time is
particularly associated with the symptoms of £pwc in the novels.

131 These instances can refer to a lamp at night by which the lover seduced the beloved in the past (4P
5.197=23G-P) or sits and wonders where the beloved is (AP 5.150=10G-P; AP 5.191=73G-P; AP
5.8=69G-P). The lamp can also be deified and requested to be a guardian or not to shed any light on
the unfaithful beloved’s antics (AP 5.166=52G-P; AP 5.7=9G-P). In Aristophanes’ Ecclesiazusae
Praxagora’s lamp is her confidant (7-18).

12 Longus often playfully contrasts external and internal conditions. First is the apparent paradox of a
heat which emanates from inside the body and is not due to external factors (obviously meant to
emphasise Chloe’s naivety). Thus Chloe is confused that she is at the same time burning and sitting in
the shade: kdopat, kat év ok tooavt) kaOnpuat (Longus 1.14.1). In a similar way Daphnis and
Chloe run into the river to stop their burning, unaware that it will do them no good: eic oTapovg
évéParvov wg kaodpevog (Longus 2.7.5). This can be paralleled with the claim that Daphnis and
Chloe are also enflamed by the season of year (as well as £owg of course): é£ékae d& avTOVG KAl 1)
woa toL étoug (Longus 1.23.1). External conditions can either paralleled with internal feelings or
be antithetical to them. In terms of metaphors of emotion this reflects a common theme in Daphnis
and Chloe, that they conceptualise their emotions in terms of their own experiences. The later
example of the reinforcement of sensation is the easiest to understand: the heat of the season works
alongside the internal sensation of heat they feel due to éowc. In the antithetical examples the
empbhasis is not on the paradoxicality of the experience of éocg itself, although this can certainly be
found elsewhere. It is on a development in Daphnis and Chloe's recognition of themselves as
emotional subjects. It is as if prior to €pcwg their body temperature was contingent upon the external
environment: the sun heated them and the river cooled them. Now, however, their bodies are being
regulated by emotion, and, due to their lack of understanding of emotion, they are confused by the
whole process.
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a fire burning are used to conceptualise the experience of the emotion. This process
of kindling, burning and extinguishing represents the various stages of feeling the
emotion and forms the prototypical scenario for this metaphor.

"Eowg is not the only emotion to utilise the concept of fire. We have at least
two other emotions which are used of fire. The first one is jealousy or
{nAotumia.'” A man in prison tells Clitophon the false story that Melite has had
Leucippe murdered because she was ‘aflame’ with jealousy: 1] d¢ Omo {nAotvTtiag

rntePpAeypévn (Ach.Tat.7.3.7.3). It is probable that the close conceptual proximity

of CnAotuTtia to £épwc— characters in the Greek Novel who lust after someone are

usually intensely jealous of any rivals—allows it to partake of the same conceptual
metaphor. The second emotion which is conceived of as fire is anger: 0Qyn. Melite
says in a gnome that the fire of ogyn is lit by rumour: opyng avte mLE
éfamrtetar (Ach.Tat.6.10.5.3). The only extended section on the fire of 0oy is the

twin torches of Ovpog and €owg (Ach.Tat.6.19.1-6.19.7). Leucippe, a captive of
Thersander, has rejected him and taunted him by saying that he can never have her

unless he becomes her beloved Clitophon. The narrator then digresses to explain

Thesander’s emotional reaction: he feels £owc and 0pYM), Noa kat weEyileto
(Ach.Tat.6.19.1). This passage is a philosophical explanation of psychology and
involves a complex reaction featuring multiple emotions.'>* However, it is important
that this passage utilises the common folk model of fire, in the form of torches, as a
basis for its psychology. Expert models often build upon folk models of emotion.

In light of previous Greek literature, it is surprising that there are not more

references to the fire of anger in the novels. Most of the verbs we have seen above

occur at one time or other as metaphors for ogyn."

This is also interesting in
relation to English, where Lakoff and Kdvecses have shown that the American folk

model of anger makes use of the anger is fire metaphor.'*

'35 On this concept see particularly Konstan 2003.

' This passage will be discussed at length in the chapter on the Yuxr] and the kaxQdicx.

¥ Avakaiw: Hdt.5.19.11; avadAéyw: Pl.Ep.349a; Plu.Praecepta gerendae reipublicae 798f6. See
also Padel 1992, 116-117 on the numerous emotions in Tragedy which are conceptualised in terms of
fire. These include in addition to the ones in the Greek Novel fear, A.7h.289-90, and hope, S.E/.888.
She claims that it is ‘supremely anger’ which fire denotes in tragedy.
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There are two final examples of metaphorical fire in the Greek Novels which
are not erotic, although they are certainly emotional, and both are found only in
Heliodorus. The verb opvxopat denotes ‘smouldering’ and emphasises the state of
the person afflicted. Cnemon’s father Aristippus tells Thisbe that he has been
‘smouldering away’ in the country and been suspicious of the matter for a while
NOW: WG TAAAL Y€ OHUXOHAL €V EHALTE Kal TO mEaypa dU vmoplag Exav
(HId. 1.16.5.3-5). The verb is telling us something about his emotional state, and not
just reinforcing the notion of suspicion seen in the conjoined clause."’ It can denote
grief, as at A.R.3.762, where Medea is feeling the sadness symptomatic of
lovesickness when deciding whether to help Jason with the contest or not.'*® In fact
the smouldering fire also implies pain, and this pain is a standard attribute of grief in
the Greek Novel. So a quite plausible explanation is that Aristippus is ‘grieving
away’ in the fields."® Yet the suspicion would perhaps also incite anger, and this
would be passable along conceptual lines. One thing it certainly is not is erotic
desire. For grief we have previous evidence and also a further example in

Heliodorus. Towards the end of the novel, after Chariclea has been revealed as his
daughter, Hydaspes leads her to the sacrificial altar smouldering in his kaQdla:

mtAelove 0¢ avtog TvEl T TAOe TNV kaEdilav opvxopevog (HI1d.10.17.1). The

1% See Lakoff and Kovecses 1987, 202-203. The following are some of their examples for the
ANGER IS FIRE (their capitals) metaphor in American English: ‘those are inflammatory remarks’;
‘after the argument, Dave was smouldering for days’; ‘that kindled my ire’; ‘he was consumed by his
anger’. They also note that the presumed physiological reaction to anger in English is a raise in body
temperature, and that this can be seen in the common metaphor which sees anger as a hot fluid in a
container (201). In the Greek Novel the verbs denoting heat are instead used for €owg, but this does
not mean that they could not be used for anger. Of course in English love or lust can be a fire as well,
and so we have the same conceptual overlap as the ancient Greeks.

157 LSJ take it as denoting ‘suspicion’ and Morgan’s translation is ‘for a long time now I have nursed
smouldering suspicions’ (Reardon 1989, 367).

¥ 1t also indicates the pain of passion when Medea sees Jason earlier on: kfQ d&xel opvxovoa
(3.446). Apollonios masterfully takes advantage of the ambiguity of fire — grief or £éocwg — when he
compares Medea to a bride grieving for her dead husband. The bride sits on her own burning inside:
10" &vdoOiL daopévn kN (3.661). Both are burning from grief, but Medea is also feeling €ocwcg,
and so the metaphor acts as a bridge between the narrative and simile. To add a further level to the
image, it is explicitly stated that the bride has been deprived of the pleasure of her marriage, and so
there is an erotic sense on her part as well.

' As also in Theocritus, where the loser of the singing contest ‘smoulders’: g d¢ kateopuvX01n Kat
avetpamneto poéva Avma (Theoc.8.90). He uses the same verb of love at 3.17. Cairns 2001, 23,
says that emotions such as grief, anger and adc¢ (not applicable here) can often be elements in a
single emotional experience.
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Ethiopian king Hydaspes is feeling grief at the immanent (although soon to be
averted) death of his daughter. Both men are grieving away for their sorrows.

Grief thus completes our list of fire-related emotions in the novel. It is
important to note that the conceptualisation of the emotion is related to its general
effect. Grief is a slow and painful affliction and thus it smoulders away like internal
embers.'” "Egwg can burn as well, but it is far more likely to flare up like a violent
emotion. Anger is also the kind of emotion which ‘flares up’, given its long standing
association with violent action. This is also perhaps why anger has such a heritage in
Greek literature of being the burning of fire. It is perhaps the case that by the time of
the Greek Novel the balance has shifted to the overwhelming prevalence of erotic
fire imagery, although this could be contingent on the plot.

I would like to emphasise a few important aspects of the €owg as fire
metaphor. It is not merely imagery but gives structure to the emotion. The various
nuances of this structure are not just seen in £€owg but in other emotions as well. In
fact it provides so much conceptual structure that it has important consequences for
how we view the structure of emotions in general. The fire metaphor might entail a
certain type of €owg, which due to its frequency in the Greek Novel is certainly
prototypical. That is to say different metaphorical conceptualisations might denote
not just different aspects of £owc but different types: the fire of lust rather than love.

I will return to this aspect of metaphor in the conclusion.

1 1t is certainly true that grief at bereavement can have violent reactions in Greek culture, such as the
tearing of hair and beating of breasts, but in the Greek Novel there is also a longer state of sadness
which the smouldering metaphor picks up.
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Chapter 3 - Disease and Madness in the Greek Novel

Disease is one of the most important paradigms for £owg in the Greek Novel, and

161 Madness has received less attention,

indeed in subsequent language and literature.
but it too plays a significant role in the Greek Novel’s presentation of psychology.
Indeed emotions, diseases and madness could all be considered as members of the
genus mdOo¢ in ancient Greek thought, and so conceptualising £owg as a disease or

madness is to some extent mapping within the same domain.'®

It has long been
stated that erotic affairs in the Greek Novel are more passive (in terms of the central
characters at least), and do not descend into violence like the tragic depictions of

classical Athens. With this in mind Toohey has made an important claim concerning
éowg in ancient Greece. He divides lovesickness into two types, depressive and
manic, and argues that the latter waned as the former waxed by the time of the Greek
Novel.'®® The problem with this definition is that it treats lovesickness and madness
as merely symptoms of €owg, rather than metaphors, and correlates these metaphors
with passivity and violence respectively. We can illustrate the limitations of this by

looking at various characters in Greek Tragedy and the Greek Novel. Phaedra is one

of the most striking examples of a woman affected by €owg in Greek literature, and

1l See Averill 1990 on the conception of emotions as diseases of the mind in the English language and
psychology. For more references see the upcoming section on disease. Of course the English word
disease originally had an emotional register, being formed from the old French des and aise and
indicating discomfort or uneasiness. On €owg as a vooog in the Greek Novel see Miralles 1977.

162 See the introduction on domain mapping and metaphor and metonymy as a continuum.

13 Toohey 2004, 61. Later on he cites the Ps.Aristotelian Problema 30.1 (Toohey 2004, 89). This
states that melancholy is the product of black bile. When black bile is hot, it produces mania, and
when cold, depression. Modern science also understands these as fundamentally different states.
Damasio 1995, 147: ‘along with negative body states, the generation of images is slow, their diversity
small, and reasoning inefficient; along with positive body states the generation of images is rapid,
their diversity wide, and reasoning may be fast though not necessarily efficient’; ‘when negative body
states recur frequently, or when there is a sustained negative body state, as happens in a depression,
the proportion of thoughts which are likely to be associated with negative situations does increase,
and the style and efficiency of reasoning suffer. The sustained elation of manic states produces the
opposite result.’
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her condition is described as both a disease and as madness.'® Both descriptions can

aptly be applied to her at the same time because of two features: first, that madness
itself is often conceived of as a vooog (see below), but second, and more

importantly, that both are metaphorical (or metonymical) of éowc: the concepts are
mapped onto the emotion. Phaedra seems sick because she is showing behavioural

> In terms of madness, however, her

symptoms similar to those of an ill person.'
behaviour is not consistent. Her nurse reveals her illicit passion to Hippolytus, who
in turn is disgusted at his stepmother. Phaedra is therefore forced into action by
others, and proceeds to hang herself from shame, leaving a note to ensure
Hippolytus’ death and her children’s future security. Her actions have violent
outcomes, but they are certainly not what we would consider as insane. Rational
decision-making was not attributed to someone afflicted by madness in antiquity, as
we can see by the Athenian law which allowed a male relative to take over
someone’s estate if they were ‘mad’.'® Her reaction is not only conditioned by the
emotion, or even by rejection, but by very specific circumstances, under which she
has no positive options. If we compare her taking command over the situation to
madness proper we see a large difference. Heracles does not slay his children
voluntarily, and Io does not wander the earth by her own will. We see a similar
distinction in Apollonius’ Argonautica. Medea is not driven literally mad by her
passion and she is aware of the conflict between emotional and social pressures.'®’
Her violent actions afterwards are rational (if cruel) once she has made the decision
to leave with Jason. Madness is a danger to social norms, and it is used as a source

domain for emotion, which can also lead people to disregard social boundaries, none
more so than €owg.

Madness is by and large not a symptom of €owg, in which case the person
affected by €owg would turn mad, but a metaphor, which highlights the similarity

involved in the psychological loss of control associated with both conditions. The

reciprocated affections of the main couples do not require a strategy for frustrated

1 Nbooc: E.Hipp.40; 131; 269; 279; 283; 394. Mania: E.Hipp.214; 248; 1274.

15 She is wasting away (E.Hipp.131), not eating (E.Hipp.136-8) and her strength is gone
(E.Hipp.199).

1 See Dover 1974, 127. On madness in general in antiquity and ancient literature see Mattes 1970,
Padel 1995 and Hershkowitz 1998.

17 See A.R.3.766ff.
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love, unlike most of the other characters who feel €owc in the Greek Novel. Other

characters cause violence because of £owc and circumstance. Arsace, the lustful
Persian Queen, is involved in the torture of her beloved Theagenes and the attempted

® 1In this chapter I will

murder of Chariclea, because she cannot have Theagenes.'
explore the importance of the fact that disease and madness involve domain

mapping, and hence metaphor and metonymy, in the Greek Novel.

'8 In Heliodorus there is also a moral point to this. See the concluding section on this element.
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| Disease

This section will explore the metaphorical conceptualisation of £épwg as a disease
(vooog). The image of the lover affected by disease is a standard one in Greek
literature and also a prevalent feature of responses to €0wc in the novels.'” As we
saw in the sections on the erotic syndrome, the subject of £owg suffers debilitating

symptoms.'” These are then interpreted as resulting from the ‘disease’ €éowc. This
conceptualisation encompasses the physiology of the emotions, folk models of the
physiology as expressed in metaphor, and scientific models based upon the same
physiology. Disease in antiquity was seen at its most basic as commencing, existing
and then ceasing to exist. However, there are some culturally salient factors involved
in each of these parts. Nutton identifies two general strands running through ancient
medicine.'”! Disease could be either theologically or physiologically caused (and of

course the two categories are not exclusive). In the first book of the Iliad, where

Apollo strikes the Achaeans down with a vooog, he both causes the disease and

2

heals the soldiers: there is no role for the doctor.'””? However, there were also

numerous explanations of disease in antiquity, especially expert, which saw them ‘in

terms of pathological processes taking place within the body over time’.'” As we

will see in the coming chapter, we will not merely see £0wg as a disease in the Greek

Novel, but as both a divinely caused disease and as a pathological process. On a

19 As we see in the philosophical discussion of €owg in Plato’s Phaedrus. The person in love
confesses that they themselves are ill (231d); the person affected by €owg is said to be more ill than
the person who is not (236b); the man who is in love is vooovvtt (238e). See also 244d and 255d.

170 For a brief and simple example we may look to Mithridates in Chariton’s novel. When he displays
the symptoms of his desire for Callirhoe he becomes pale and thin, wxQ0g te Kot AeTttdg, just as we
would expect of the effects of an illness (Chariton 4.2.4).

17" See Nutton 2004, 40.

'72 Contrast the medic Machaon who heals the soldier’s wounds (/7.11.514-15).

173 Nutton 2004, 28. See also Nutton 2004, 38, where he notes that Odysseus juxtaposes a non-
religious and religious cause of disease when he asks his mother if she died after a lengthly sickness
or by the arrows of Artemis (Od.11.171-3). One only has to look at the Hippocratic corpus to see that
Greek medicine was seeking physiological explanations for disease. See Hart 2000, 138: ‘the
Hippocratic school divided a disease course into three stages. First, an imbalance of body humours
(liquids) caused by internal or external factors. Second, the reaction of the body to the altered balance
by producing a fusion (coction) such that none of the humours are left in excess and the pain and
symptoms are relieved. This process was accompanied by heat production...The final phase was a
resultant ‘crisis’ with discharge of the residual excessive humour (via blood, phlegm, vomit, faeces,
urine or sweat).’
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more universal note the metaphor of €owg as disease is strongly evaluative: it
portrays the emotion as ‘unhealthy’.'”

When Chloe’s feelings for Daphnis awaken she acknowledges that now she is
sick: VOV éyw voow, ti d¢ 1] véoog ayvow (Longus 1.14.1).'” However, it is

clear that this is like no vooog she has had before, and she does not know what it is.

Her ignorance is designed to display her naivety, but it also broaches an important
theme in the novel. "Egwg is a different kind of vooog. Daphnis feels symptoms

which result from €pwg, and complains that it is a new illness of which he does not

T

know the name: @ vOooOL KAvNg, 1)g oVdE eimelv olda tO Ovoua (Longus

1.18.2). He conceives of it as a vooog, but he also realises that it is not the same as
any illness he has experienced before. These extracts draw a parallel between the
respective experience of the young lovers, but according to the conventional
metaphor of lovesickness.

Daphnis and Chloe reason within their own experience and sickness is one of

the metaphors they choose to conceptualise their new feelings. Yet they are not fully
aware of what type their vooog is, as both claim ignorance. The scenario is one of
deception where neither party realises that it is not a vooog per se with which they

are afflicted, but rather £owg. Deception constantly marks the topos of lovesickness
in the Greek Novel, and utilises the naivety and ignorance of both the lovers
themselves and others. Daphnis and Chloe only believe that their affliction might be
a real vocog because of their naivety. It is not illogical for them to do so, however,
for the symptoms of lovesickness are so close to those of a vooog in general that
they cause much confusion. Xenophon of Ephesus presents us with a prototypical
example, where the symptoms of erotic desire are so similar to sickness that they

give rise to misunderstanding. When Habrocomes and Anthia become attracted to

174 Averill 1990, 106: ‘consider, for example, the characterisation of emotions as ‘diseases of the
mind’...this is one of the major metaphors of emotion, historically speaking. It has an explanatory
function (e.g., emotions can disturb orderly thought processes, just as diseases can disturb orderly
physiological processes). However, the metaphor is also clearly evaluative. Emotions are unhealthy.’

175 At the start of Chariton’s novel both lovers waste away in bed after a chance meeting, as they are
suffering from lovesickness: tig vooov (Chariton 1.1.10). It is Chaereas’s body, ocwpa, which is
definitely wasting away: 101 o0 ocwpatog avt@ PpOivovtog (Chariton 1.1.8). Debilitation is
itself seen in metaphorical terms here, that of an entity decaying or perishing: ¢Oivovtoc.
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one another they spend their time lying down ill: &€kewvto pev on éxdtepot
vooovuvteg (X.Eph.1.5.9). The symptoms are an important device for prolonging
the revelation of the young couple’s €owg. They are looking for a cure, but do not
realise what the correct one is: TéAog méumovowvy ol matépes Ekatéowv &ig

Oeov pavtevodpevol TV e altiav TG vVOOOL Kal TV ATaAAaynv
(X.Eph.1.5.9.3-5). They then send away for an oracle in a passage where the
ambiguity of the notion is exploited to its fullest. This echoes the model of a vdcog

caused and cured by divine means. The oracle asks them why they wish to know the

cause of the illness, when the same one grips both of the two children: timtte
ntoOelte pabeltv vovoou TéAog 1d¢ kal aQxNV; ApdoTtéoug pia vovoog £xe
(X.Eph.1.6.2). Even after the oracle we are told that the parents still cannot work out
what the voocog is (X.Eph.1.7.1). They both have the same vooog, and, of course, it

is mutually curable. This emotional disease can be as deadly as any other. When

Chaereas is sick at the start of Chariton’s novel we are told that his peers are worried
that he might die: v aitiav éuabov g vooov, kat éAeog Tavtag elonet

pewakiov kaAov kvdvvevovtog amoAéoOal dux mdBog Puxng evPvovg
(Chariton 1.1.10).'7

The parents are deceived by the symptoms and do not realise that €pwg is
responsible. In Heliodorus the same thing happens to Chariclea when she sees her
future partner Theagenes. She falls ill, and her father calls in the priest Calasiris to
examine her. In fact Calasiris will effect a cure by uniting the couple, but it is one
which can only be achieved with the ignorance of the father, and so Calasiris
deceives him as to her condition. Calasiris’ diagnosis contains much technical
language relating to scientific and philosophical theories, but Heliodorus reflects the
theme of deception found in Xenophon of Ephesus, albeit in a more developed and

nuanced way.'”’

176 Emotional duress can in fact be deadly and is not merely a literary conceit. See Damasio 1995,
120: ‘there are other examples of mind-body interaction...Bereavement, again a state dependent on
brainwide processing, leads to a depression of the immune system such that individuals are more
prone to infection and, whether as a direct result or not, more likely to develop certain types of cancer.
One can die of a broken heart.” For the evidence see Calabrese et al. 1987.

' The science of this passage will be discussed in more detail in the section on the anatomy of €Qwg.
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There is an interesting relationship between this passage from Heliodorus and
one from the medical writer Galen concerning the symptoms of €owc."® The initial
diagnosis of Calasiris is that Chariclea is ill because of the evil eye.'” She has
contracted a vooog through the envious intention of another (HId.3.7). This

explanation diverts Charicles from the real reason, which is that she is feeling €owg

for Theagenes. Chariclea knows of course that this is not the case, and implies so
much to Calasiris: voow yaQ oV Paokaviav, dAA €téoav Tvd, we £olke,
vooov (Hld. 4.5.6). She has not been affected by a disease causd by the malice of

someone’s envy. It is some other kind of voooc which is affecting her. Calasiris

explains the working of the disease to Charicles in terms of expert models of the evil

eye and €0wc." Calasiris explains the mechanism whereby people contract diseases

without touching.

Many people contract ophthalmia or some other infectious disease without having touched
the patient at all or shared a bed with him, merely by breathing the same air. Conclusive
proof of my point is furnished by the genesis of love, which originates from visually
perceived objects, which, if you will excuse the metaphor, shoot arrows of passion, swifter
than the wind, into the soul by way of the eyes."*!

The element of pastiche in this passage is seen in the fact that Calasiris’ explanation

moves inconsistently from the evil eye, which is an airborne contagion (‘breathing

182
t.18

the same air’), to £owg which is transmitted by sigh The genesis of love is

created by particles through the eyes: ot 6pwpeva (HId.3.7.5). The irony is that
Calasiris has convinced Charicles that Chariclea is ill with an analogy to the
condition of £éowc, when in reality it is €owg she is feeling. Later on a doctor

confirms this when he makes a diagnosis with her pulse.'"® He reports the diagnosis

to Calasiris at Hld.4.7.4-7. The doctor, Acesinus, says that there is nothing he can

1”8 Galen of Pergamum’s dates are CE129—¢.216. This almost certainly places him prior to
Heliodorus, who probably dates from the 3™ century CE. On the dating of Heliodorus see Bowie
2008, 32— 5 and Morgan 2003, 418-9.

' The Evil Eye was a widespread folk belief in antiquity. On Heliodorus see Dickie 1991 and in
general Rakoczy 1996.

'8 This complex passage will be discussed at length in the chapter on vision.

'81 H1d.3.7.5. Translation by Morgan in Reardon 1989, 416.

'8 In ancient Greece illness was often explained in terms of the model of ‘an individual’s interaction
with the surrounding air’ (Nutton 2004, 26). See for instance Herodianus 6.6.2. On this particular
passage Dickie 1991 provides an excellent comparison with Plutarch.
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do for her. Hers is not a vooog of the body (cwpa), T0 0& NG KOENS VOOOG HEV,
AAA" o0 owpartog (Hld.4.7.6), because there is nothing physically wrong with her:
OUK GAAO TL TOD 0AOUATOG, OV HéQOG, ovX 6Aov vooet Tov (HId.4.7.6)."** Her
condition is clearly one of the Yux1) and she is afflicted by lovesickness: pvxng

elvat 1o maBog kat v vooov éowta Aaumneov (HId.4.7.7). This revelation lets
the cat out of the bag, so to speak, as it reveals the very thing which Calasiris sought
to keep hidden from Charicles. However, their cover is not completely blown, as
Charicles is unaware that it is Theagenes whom she loves. He has also asked
Calasiris to help him make her fall in love, in order to get her married, and so
assumes that Calasiris has helped him in this respect. This story conveniently leads
to Calasiris being even more involved with the girl. With this access to her, he sets
up the night time raid in which Theagenes will spirit her away with a gang of youths.

Later on in book four Chariclea confesses her feelings to Calasiris.

Although I am caused great pain by the malady which is now at its height, I am caused even
more pain by not having overcome that malady at the outset, but having instead succumbed
to a passion whose temptations I had hitherto always resisted, and the very mention of which
is an affront to the august name of virginity.'®

Chariclea confesses to the social pressures affecting her conception of the emotion.
Emotion is conflicting with her beliefs concerning virginity. The metaphors she uses

to describe the malady are ones from the concept of emotion as a conflict between
the person affected and the emotion (see the chapter on £owg as an opponent). She
is disappointed that she did not ‘master’ the malady, koatnoat, and that she was
‘defeated by it’: jTtnOnvat This represents an active portrayal of her in relation to

the disease, in that she feels that she could fight against it, but is not strong enough.

Additional emotional pain is caused by her knowledge that she has been ‘defeated’

' Avakopivewy ano g agmoelag (HId. 4.7.4). This is because it indicates the movement of the
heart: o kapdiag kivrjpata (Hld.4.7.4).

"% The doctor says that there are in fact no physical symptoms. She does not have an excess of
humour, a headache, nor a burning fever: o0 y&Q XUH@V TIG TEQLTTEVEL OV KePAANG AAyN U
Paovvel, ov moetog avaPAéyel (HId.4.7.6). He goes on to say that the only person who can
‘cure’ her is the one she desires: (ntntéog ooi, XagikAelg, 6 laoopevoc: yévorto d' av pévog 6
ntoOovpuevog (HId. 4.7.7).

'8 H1d.4.10.2. Translation by Morgan in Reardon 1989, 434,
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by the emotion, as well as that which is standard of £€owg. Another social spin on the
concept is provided by Charicles in a further extension of the whole episode’s irony.
He professes his hope that one day Chariclea will feel €éowg. On that day he will

1 186

proclaim her healthy and not il Charicles inverts the mappings of healthy and

diseased states because his agenda is to get Chariclea married. Therefore he wants
her to feel €owg and denotes it instead as a healthy state. This is rooted in the fact

that the whole scenario of £owg is not usually conceptualised as a vooog, but
specifically the frustration stage.  These examples indicate the individual
manipulation of metaphor as a result of social pressure and personal agenda.

The model of £épwg as a vooog in the Greek Novel is metaphorical because it
involves domain mapping from the (more) concrete domain of disease to the (more)
abstract domain of €pwg. Opinions on the relationship of diseases to emotions in
antiquity could vary. Cicero presents the stoic theory that the diseases of the body
are analogous to those of the soul, not the same as."” A passage from Galen’s De
Praecognitione shows the same opinion from an expert point of view. lustus’ wife
was wasting away without appearing to be suffering in any part of her body.'*® Galen
concludes that she is either suffering from a depression caused by black bile,
neAayxoAkaws dvaBbuuetv, or is experiencing emotional pain, Avrtovpévnv.'¥
His second guess is correct, and her body is experiencing no physical illness but a
psychological one, Tov pundev etvat kata 10 cwpa dBog AAA” Ao PuxKng
twvog dndiag. This description mirrors the distinction made by the doctor in
Heliodorus.” 1In fact she is in love, and when the name of the pantomime dancer
Pylades is mentioned her expression and facial colour change, and her pulse beats

irregularly. The disease does have somatic effects but is psychological. Galen

"% Eife d¢ kai adtr) 600V TOTE KAl EQWTOg aioBoltor TOTE Gv Vylaively avTiV oL Vooely
vrtéAaPov (H1d.3.9.1).

187 Cicero Tusc.3.7.8-15: num reliquae quoque perturbationes animi, formidines libidines iracundiae?
haec enim fere sunt eius modi, quae Graeci na6n appellant; ego poteram 'morbos', et id verbum esset e
verbo, sed in consuetudinem nostram non caderet. nam misereri, invidere, gestire, laetari, hacc omnia
morbos Graeci appellant, motus animi rationi non obtemperantis, nos autem hos eosdem motus
concitati animi recte, ut opinor, perturbationes dixerimus, morbos autem non satis usitate, nisi quid
aliud tibi videtur.

'8 Galen De Praecognitione 5.6-7, Nutton 95.

'® For this and the coming descriptions see Galen De Praecognitione 6.4-8, Nutton 103.

% For a comparison of Heliodorus and Galen’s portrayal of medicine in terms of narrative levels see
Robiano 2003.
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underlines this later on in the same treatise when he states that a man worried about
money entrusted to him which has gone missing seems sick, but is not experiencing a
physical problem."”! Contemporary scientific models, like those parodied by
Heliodorus and cited in Galen, are also concerned with the correct reading of
symptoms and the relationship between emotion and diseases. Heliodorus reflects
Galen and the medical writers in interpreting (or for Heliodorus mocking the
interpretation of) the disease as a pathological process, unlike Xenophon of Ephesus
who presents or implies a model of divine causation.

Achilles Tatius features philosophising on the experience of the erotic state as
a vooog. At 1.6 he describes the way that afflictions and physical wounds, T«
AAAx voonjpata Kal T TOLU OWHATOS TQAVUATH, are worse at night
(Ach.Tat.1.6.2). Clitophon is feeling éowc, and by logical implication if it is
vooT)pata which agitate people at night, then éowg is a member of the class of

voonuata. Achilles Tatius combines the concepts of illness and wounds. It is

voonjpata and toavpata which aggravate the body at night. This contrasts with
the daytime when the eyes and ears are heavily loaded with work, and therefore the
intensity (axur]) of the vooog is lightened (Ach.Tat.1.6.3)."” This grouping of
wounds and illness presents another physiological and metaphorical correspondence.
Illness or disease can result from a wound and so the two concepts are grounded in
experience. Metaphorical wounds are also part of the erotic experience as we shall
see in the section on €Qwg as an opponent. Metaphors can be used coherently in
multiple metaphorical networks at once. That is to say the image of the wounded
lover is not used only as part of the network seeing £€0w¢ as an opponent, but can
also be associated with seeing éowg as a vooog. Metaphor displays flexibility and a
multivalent nature which arises from empirical knowledge.

In a later section of book one Achilles Tatius’ hero Clitophon is making

suggestive comments to Leucippe in order to gauge her interest (Ach.Tat.1.17). One

! Galen De Praecognitione 6.111f., Nutton 103. Galen also notes that there is no specific erotic
pulse, but that the pulse changes under all psychological disturbances: 6.16, Nutton 105.

192 Ach.Tat.1.6.2; 1.6.3; 1.6.3. In a manipulation of the theme of lovesickness as deception, Achilles
Tatius has Leukippe pretend to be ill, so that Clitophon can meet her in secret (Ach.Tat.2.16.1). Thus
a false sickness enables an erotic rendezvous. Later on Clitophon avoids being intimate with Melite
by feigning sickness (Ach.Tat.5.21.6).
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of the examples he uses is that of plants. Even plants fall in love with one another

3

and the phoinix is especially susceptible to this.'”® If the female is planted at a

considerable distance from the male then the male begins to wither away (Ach.Tat.
1.17.4). The only cure for the vooog of the plant is to take a piece of the female and
put it beside the male’s heart, kapdix, which refreshes its Puxr), and causes it to
rejoice in the ‘embrace’: cvpmtAokn (Ach.Tat.1.17.4-5)."* This example is used for
rhetorical purposes: i.e. to convince Leucippe that €pwg (and therefore sex) is a good
thing. It grounds the act of £pwg in nature and presents us with an analogy of the
erotic process. It is the lack/absence of the lover which results in illness.

"Eowg as a vooog imposes a structure on the experience of €pwg. This
relates to the process of the emotion. The young lovers lay eyes on each other,

contract an illness because of it and are cured when they obtain the beloved."”” The

process of an illness with contraction, debilitation and a treatment or cure is mapped
onto the process of €owg, with desire, debilitation because of that desire and then
fulfilment of the desire. If €owg is unfulfilled then it is uncured. This differs from
the Hippocratic account of stages of a vooog with regard to its inception—divine or
visual causation instead of imbalance—and its conclusion in obtaining the beloved:

the cure does not come about with a natural resolution such as a discharge of humour

(see introduction to this section).

Metaphors of £€0w¢ as a VOOOG in the Greek Novel often emphasise the start

or the end of the process. The question of a cure, a PAQUAKOV, is essential to the

wellbeing of the person affected, although the term itself is laced with ambiguity. It

can denote a drug which either cures or creates £€0ws. Actual love potions appear

only a couple of times in Achilles Tatius. In the first instance Leucippe suddenly

19 This word can indicate many different things but for the plant LSJ refer to the date-palm: the
Phoenix dactylifera.

% YuumAokr), a weaving together, can denote a sexual embrace or sexual intercourse for humans in
ancient Greek literature. See PLSymp.191c, Arist.HA 540b21, Corn.ND 24, Sor.1.31.

19 Heliodorus seems to be more concerned with the theme of marriage and chastity than most of the
other novelists. Calasiris tells Chariclea to convert her vooog into marriage: yapog (Hld.4.10.6). In
the other novels Callirhoe sleeps with Dionysius, Chloe has pre-marital ‘experiences’ with Daphnis,
and Clitophon is quite happy to have sex with Leucippe before they are married (as is she!), even
though they are thwarted in their plans. Only in Xenophon of Ephesus is Anthia kept married and
chaste the whole time, although the marriage is at the start, and so there is not the same tension which
Heliodorus maintains by holding off the marriage until the end of the book.
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starts behaving strangely; she falls down and her eyes roll in their sockets
(Ach.Tat.4.9)."® When Clitophon approaches her she hits him in the face and needs

to be restrained. The bystanders have decided that it is some madness which has
taken hold of her, pavia €l tic (Ach.Tat.4.9.2), but later on at 4.15.4 we find out

that she has in fact been the victim of a love potion: Tt PAQUAKOV €QWTOG.
Gorgias, an Egyptian soldier, fell in love with Leucippe and administered a love
potion to her, but at an undiluted strength. Instead of working it caused Leucippe to
go mad (the reader is left to wonder whether it would have worked if properly
applied). Love charms have a habit of going wrong, as one sees from the example of
Deianira’s failed attempt to regain Heracles’ love in Sophocles’ Trachiniae. Achilles

Tatius’ description of Leucippe’s madness and treatment is typical of the period and
has parallels with the first-century doctor Celsus.'”” The ¢pAaQuakov can be used to
cause €0wq, and this puts passion firmly within the realms of physiology. There is a

fine line between €0w¢ and madness, as these two concepts are intrinsically linked
(see next section on madness).”” The psychological debilitation associated with the
emotion is maintained here as is the theme of deception. The bystanders think she is
mad, because her symptoms seem appropriate. However, they are being deceived,
because it is actually an excess of a love potion, and therefore they must wait for a
specific cure from the person who made it. The only other mention of a love potion
occurs later in the novel when Melite asks Leucippe to prepare one for her
(Ach.Tat.5.22.6). Leucippe pretends to be of Thessalian origin, and Melite’s request
is based on the reputation Thessalians enjoyed for magic.'” There is irony in the fact
that Leucippe has in the past fallen victim to a love potion, and that Melite is asking
her to engineer a potion for Clitophon, Leucippe’s partner, and furthermore it is not a

proposition that Leucippe has any plans of fulfilling. Potions are unsuccessful in

% 1 0pOaAuw dlaotoédelv (Ach.Tat. 4.9.1). When Clitophon approaches her eyes are

bloodshot: Odbaipov PAémovoa (Ach.Tat. 4.9.2).
7 On this whole episode and the medical context see McLeod 1969, who argues that everything in

Leucippe’s treatment by the doctor is endorsed by Celsus.
198

This madness is also connected with a lack of aidwc. Out of her mind she has no thought for the
body parts which she should keep hidden: 0Vdév PpoovtiCovoa keUTTELY Gox YUVT| Ut 0QAcOaL
OéAel (Ach.Tat.4.9.2). McLeod 1969, 105, says of this passage that ‘the symptoms of her madness
are selected for their poignant effect in the novel’, but I suspect that this description is probably erotic.
19 Melite tells Leucippe that she has that Thessalian women are able to use magic for erotic purposes
(Ach.Tat.5.22.2). See also the setting of magical Thessaly in Apuleius’ Metamorphoses.
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Achilles Tatius. The former potion is not effective, the later is not made, and each

one is targeted at one of the main lovers respectively.
Most references to paouaka in the Greek Novel are metaphorical. The

crossover from literal to metaphorical is nicely encapsulated by Daphnis in Longus’
novel. When Chloe kisses him he feels pangs of love and wonders if she put any
potion on her lips: Aga paguakwv éyevoato 11 XAon péAdovoa pe GAety
(Longus 1.18.2). Since the kiss has pained Daphnis he tries to explain the effect as
some sort of poison. It can also mean a cure, and can be a literal cure like the

antidote for Leucippe above or a metaphorical one. Philetas tells them that there is
no cure for £€pwg, nothing to imbibe, eat or chant. The only thing they can do is to
lie together naked and embrace: €QwTOC YXQ 0VdEV PAQUAKOV, OV TILVOUEVOV,
ovk £€0010HeEVOV, OUK &V dalc AaAovpevoy, Ot un GUANUa katl TeQLBOAT)
Kal ovykatakAlOnvat yopvoig cwpaot (Longus 2.7.7). It takes Daphnis and
Chloe the whole novel to work out exactly what he means.*® They decide to try the
cures he mentioned: doa eimev dpa Ppagpaxa (Longus 2.8.5). Philetas is
rejecting literal potions for love and conceiving sex metaphorically as a cure.

Both aspects of the dual nature of (pdaouaka, cause and cure, appear as

metaphors in the novels. The cause of the emotion can often have a negative

connotation. In Longus the sight of Chloe naked has a strong effect on Daphnis. He
feels pain in his heart, kapdia, as if it is being eaten away by pdopaka: AyeL v
kaEdiav wg éoOopévnv Vo eaguakwv (Longus 1.32.4). We find a more
explicit image of poison when Callirhoe kisses Dionysius in Chariton. It sinks down
into his omAayxva like a poison: T0 0¢ piAnua Atovuoiow kabameQ 10g eig T
omAdyxva katedveto (Chariton 2.8.1).*" This is a very visceral simile and it
coheres conceptually with the notion of a drug. The usual entities affected by £owg

are the Puxn and kaEdia. Although the ‘omAdyxva’ are not as such part of the

simile, the choice of them as the destination of the kiss in this context is probably due

20 Whitmarsh 2005 discusses the name of Philetas, which corresponds to a Hellenistic poet, and
argues that Daphnis and Chloe lack a definition of €pwg which they can use for their own
circumstances.

2! Alternatively it could mean ‘like an arrow sinking into his guts’.
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to the simile of a kiss as poison. The guts are the proper location for a poison and so
the kiss is seen as sinking down into them rather that the soul or heart. That is to
say the anatomical reference is part of the vehicle or source domain rather than the

tenor or target, and this explains its unusual usage with regard to £owg in the novels.

It is more common for a metaphorical paguakov to be seen as a cure. In
this case it appears at a different point of the emotional process, at the end rather than
the beginning. We have already seen Philetas speak of the cure for €pwg, which
happens to be sex. In this case it is the only possible cure: T0 povov épwta arvov
daopakov (Longus 3.14.1).** For Daphnis and Chloe toiling distracts them
(‘soothes’ them) from the erotic pain, AUT: ™G €owTikNG AVTING PAQUAKOV
tov kapatov éoxov (Longus 1.22.3). Here the pdouakov is temporary, and
refers to the process of the emotion during specific conditions. In the Greek Novel
the two lovers generally remain loyal to one another and surmount even such
apparently impossible challenges to their chastity as working in a brothel. However,
there are a few notable exceptions. In Achilles Tatius, Melite is the ‘other woman’ to
whom Clitophon is betrothed after the apparent death of Leucippe. Unfortunately for
Melite not only is Leucippe still alive, but also her husband Thersander, likewise
thought dead, and her planned marriage to Clitophon falls through. Given the
circumstances she asks Clitophon to ‘perform’ a favour for her, in order to ‘cure’ her
lovesickness for him: pikooL déopat PaQUAKOL TEOG THAKAUTNV VOOOV
(Ach.Tat.5.26.2). Sex will relieve her frustration and allow her to get over the
disappointment of not marrying Clitophon. Clitophon, who at this point requires
Melite’s help to regain Leucippe, magnanimously consents in the interest of all

parties involved. He points out to the reader that all he is doing is providing a cure

for an ill Ypuxn): dAAX Paouaxov womeg Puxns vooovong (Ach.Tat.5.27.2).

292 See also Longus 2.9.2: 0 00V oUYKATakAORval uévov dpaguakov égwtoc. In Chariton the
Persian King asks his servant for a paopacov for his desire for Callirhoe. He replies that the only
cure for €owg is the person you have €owg for: Ppdopaxov yoao €tepov "Epwtog ovdév Eott
ATV avtog O €owpevog (Chariton 6.3.7). However, since the Persian King is greater than other
men, he recommends not to use the same remedy as them but to strive to battle with it:
avtaywviCopat (Chariton 6.3.8). As always in the Greek Novel this conflict of reason and emotion
will not be successful. In Longus this remedy is subdivided into three parts. At Longus 2.9 Daphnis
and Chloe try out the first two remedies, kissing and embracing, but delay the third remedy, which is
lying naked together, out of a sense of shame (Longus 2.10.3).
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This metaphor allows Clitophon a witty justification of his misdeed.*”® Leucippe of
course would not condone this indiscretion, but since he is ‘curing’ Melite he may
(jokingly) justify it to himself and the reader. In Achilles Tatius the metaphor of ‘a
cure’ for £owg works well for both parties.

All references to metaphorical vooog in Xenophon of Ephesus and Longus

are used of éowg. In Chariton there is only one reference to lovesickness, when
Chariton’s peers seek the cause of his illness (Chariton 1.1.10).2* This is another
example of the deception motif as no one realises the real cause of his illness
immediately. In Xenophon of Ephesus we also only see the lovesickness motif at the
beginning, when the two lovers are affected, and all references in Longus are
likewise from the first book.”” In these three novelists it is not the most popular
metaphor for erotic passion (fire is). The whole schema, however, is still present
extensively in terms of the interpretation of the symptoms of €pwg (see above),
which parallel those of a sick person and enable the deception motif, and other
aspects of the emotional process such as cause or cure.

In Heliodorus we see several interesting features which arise from this basic

schema. Emotional vooog is not merely restricted to €éowc, but in fact covers the

closely associated notion of jealousy: (nAotuvmia. At the beginning of the
Aethiopica we are presented with the bandit leader Thyamis, an Egyptian from
Memphis. We do not learn until later in the novel that he was driven to a life of
banditry as a result of the machinations of his brother, Petosiris, who subsequently

took over Thyamis’ office as chief priest. Petosiris acted because he coveted
Thyamis’ position, and we learn that he had been ‘ill” with {nAotuvmtia for a long
time: 6 ye unv adeApog avtw Iletdoic kat aAal CnAotvmiav €T’ avte
voowv (H1d.7.2.4).*® As we see from this example, the metaphor of illness can

even be applied to non-erotic CnAotvmia (leaving aside psychoanalytic

interpretations). It can be used outright of envy or the coveting of another’s

2% As Clitophon says himself in the same chapter, ‘éowg teaches argument (AGY0G)’

(Ach.Tat.5.27.1).

24 Another reference which does not refer to a nosos but implies the same schema of sickness is when
the Great King’s servant tells him there is no ‘cure’ for £€pwg (Chariton 6.3.7).

25 X Eph.1.6.2; 1.6.2; 1.5.9; 1.5.9; 1.7.1. Longus p.1.3; 1.14.1 (referenced twice); 1.18.2.

26 Morgan 1989 translates ‘in whom had been festering for many years’.
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possession in a non-erotic way.*”’

Later on in the same book we see the metaphor
applied to erotic jealousy. Arsace, the Persian satrap’s wife, enlists her maidservant
in helping her to achieve the object of her desire, the youth Theagenes. Theagenes
associates with his betrothed Chariclea, and this sparks jealousy in Arsace. In asking

her maid to solicit Theagenes for her she is making a double request.

Avelv dU' €vOg poL Yeviion VOowV 1ateog, £€0wTog Te kal CnAotuTiag, Tov pev
éunAnoaoa g d¢ anaAdafaoa (HId.7.10.6).

"Eowg and {niotvmio are the two diseases here. The same metaphor is used to
conceptualise the two related emotions, and can even be extended to envy itself as
seen in the previous example. In all the novels previous to Heliodorus we saw that it
was by and large used only of the main couple’s lovesickness.

Heliodorus gives us several passages which posit the vooog of CnAotumtia
as a gendered attribute. In terms of the level of narration they are all opinions
expressed by characters, but the views themselves do not conflict with anything else
in Heliodorus. While Chariclea and Theagenes are prisoners of Arsace she urges
him to pretend to give in to the Persian’s advances, in order to allow them time to
escape their situation. However, she begs him not to actually commit the physical
act with her (HId.7.21). He replies teasingly that despite the danger of the situation,
she is not immune to that jealousy innate to females: tn)v yvvaikwv udputov

vooov (nAotvmtiav (HId.7.21.5). Theagenes complains that his chastity is not an

issue, and by implication her {nAotumia is a redundant emotion.” Jealousy is also
attributed to eunuchs. Arsace’s chief eunuch is only too happy to torture Theagenes

on the orders of his mistress, because he has nursed a hatred for him for a long time.

This hatred is due to {nAotumia, which is innate for him as a eunuch.*” He envies

27 See Cairns 2003, 239, who distinguishes jealousy and envy as to their object. Jealousy is directed
at what is one’s own, and envy at what belongs to another. I will not delve into the thorny issue of the
distinction between pO6vog and CnAotuvTtia here, the two Greek words commonly translated as
envy and jealousy. See Konstan and Rutter 2003 for the relevant issues and opinions.

2% Earlier on in the novel Theagenes mistakenly kisses a woman believing it to be Chariclea.
Chariclea is a little bemused at this and asks the name of the girl, but adds as a disclaimer that she is
not feeling CnAotumio (H1d.2.8).

20 d¢ kal Gpvoel pev Vv evvovxwv (nAotumiav voowv: he is by nature ill with the
CnAoturtio of eunuchs (Hld. 8.6.2).
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Theagenes his position. Later on the Ethiopian king Hydaspes leaves the beautiful
young Chariclea in the hands of the eunuch Bagoas, since he knows that as a eunuch
he would jealously keep her away from anyone who wanted to force her.' So envy,
begrudging another’s possession, is the natural disposition of eunuchs, while
jealousy, closely guarding one’s own possession, is innate for women. The metaphor
is manipulated to support existing social prejudices. The only other character to feel
jealous is the barbarian Achaemenes, servant of Arsace: vooovvtt (HId.7.23.5).
Therefore (nAotumia as a disease is used in occurrent and potential senses. It can be
innate in the sense that someone is disposed towards feeling that emotion, and
occurrent when one contracts it.

The other emotion conceptualised as sickness is grief, albeit an erotically
motivated one. In book 6 of Heliodorus’ novel Cnemon, Calasiris and Nausicles
return to Chariclea without Theagenes. Her reaction is to scream and ask them to
remove her doubt by telling her whether he is dead or alive (Hld.6.5). Cnemon
reprimands her for her pessimistic outlook, and this draws a further rebuke for him
from Calasiris. He explains that Chariclea is in love, and this leads to her excessive
fear for Theagenes’ safety: XapuwAela pev EVyywwokwpev €0 T €QWTWV
aOn kat axkoPws vooovorn (HId.6.5.4). Lovesickness is conceptualised as a

long-term state, and this state of €owg gives rise to other emotions, here grief for
Theagenes. Interestingly the most prototypical occurrence of as a disease is as a
marker of the emotion frustrated. This is why we get so many references to cures of
the emotion. Here, however, there is a slight difference which emphasises the
coherence of the model. Frustrated éowcg is grounded in the fact that one is denied
and therefore separated from the beloved. Chariclea is separated from Theagenes,
and therefore her erotically motivated grief can be termed a disease, which will be
cured when they are reunited.

As with the fire metaphor disease has a wider emotional range than just
£owc. It can also be used of jealousy and grief. Lovers can become ill and almost

die through lovesickness, but this does not conflict with it also being metaphorical

and metonymous. It also has implications which are specifically part of the £éowg as

1" H1d.9.25.5.
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disease model. "EQwg does not pass after a certain period of time, as some diseases

or ailments might be expected to do, but exists until a ‘cure’ is obtained: possession
of the beloved. It therefore not only structures €owc but actually structures an
important subsection of it: frustrated £owc. Jealousy and grief are also similar in the
way that the possession of the object of emotional attention is threatened or gone.

Frustrated £€owcg arises from not possessing the beloved. Therefore the distribution
of the disease metaphor among these three emotions is not arbitrary: there is a

conceptual coherence. Metaphors do not necessarily cover the whole of an emotion.
In the Greek Novel €owg seems to last beyond the obtaining of the beloved (see final

chapter for more). Lovesickness is not merely a response to £owg but a labelling and

structuring of that response.
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Il Madness

Madness, ancient and modern, has received deserved attention in recent

' Like lovesickness, it straddles the related spheres of folk and expert

scholarship.?!
models, and it favours a historicist approach: in some sense madness must be defined
relative to any specific society. Ancient Greece shared with us the concept of
madness as a disordered state of mind, and this view permeated folk and scientific
models in antiquity.?'? This chapter seeks to redress the lack of attention madness in
the Greek Novel has received. 1 will argue that previous Greek literature—in
particular tragedy—is the basis for madness and emotion in the novels, and that in
this respect the Greek Novel should be seen as reflecting long established folk
models where it is not deliberately archaising.

This thesis concerns €owc, and the primary focus of this study is erotic
madness. [ must, however, look at the wider depiction of madness and emotion to
get a broader perspective on what erotic madness actually is, since madness is a
concept deeply associated with emotion in general. The Greek genre which evokes
madness and emotion to the greatest extent is Tragedy. One can mention Pentheus,
driven mad by the god Dionysus, and the same god’s bacchic revels which
represented such a menace to him. Another famous example is Heracles’ madness
inflicted by Hera, which occurs in several sources. Orestes is driven mad by the
Furies for the murder of his mother and lo, the lover of Zeus, is stung by a
maddening gadfly sent by Hera. Madness is also connected with the divine, as with
the examples of Pentheus and Heracles above, and its ‘cure’ often involved
purification.””® Padel argues that madness in Tragedy is never innate in character but
a temporary state, and gives two reasons for this: first, madness is often
conceptualised as a disease, and second, there is a narrative function attached to it, in

that once madness accomplishes its purpose (i.e. Heracles killing his family) then it

211 See Matttes 1970, Padel 1992, 162-3, 175-81, 1995 and Hershkowitz 1998. Foucault 1971
provides a historicist approach to madness from the middle ages onwards.

212 Madness is still a difficult concept to define, even for modern scientific models: Hershkowitz 1998,
12, cites the American Psychiatric Association’s Diagnostic and Statistical Manual of Mental
Disorders, which notes in its introduction that ‘although this manual provides a classification of
mental disorders, it must be admitted that no definition adequately specifies precise boundaries for the
concept of “mental disorder” (p.xxi, DSM IV, 1994, Washington, DC).

213 Parker 1983, 221.
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is no longer needed.** The first model is present in the novels, but not the second
narrative device of divinely enforced manic rage. The extreme reactions of madness
proper have subsided by the time of the Greek Novel, but the psychological
operation of madness and emotions has, I believe, essentially stayed the same.
Madness has a long standing association with emotion in the philosophical

and medical tradition. Aristotle compares the condition of someone feeling a passion
to someone asleep, drunk or ‘raving’ (uatvouevov), and says that it is clear that

anger (Qupot) and sexual passion (értilOvpiat adodioiwv) can alter the body and
even cause mania.’® This model of emotions causing mania makes madness
symptomatic of the emotion, yet madness may be seen more broadly as metonymic

of emotion. In orthodox Stoic thought the experience of the passions, md&On, is

6

conceptualised as madness.’’® And finally madness becomes causative: Caelius

Aurelianus recognises that mania produces different emotions, among them

7

irascibility, cheerfulness and sadness.”’” This assertion highlights a key point of
inquiry: does madness produce emotion, or emotion produce madness in the Greek
Novel, or both? It is the second model which the Greek Novel utilises, but this is
probably due to the fact that the thematic concern of the novel is emotion, not
madness. Emotions can produce mania and thereby mad behaviour. Therefore using
the metaphorical conception of a part standing for the whole, synecdoche, madness
becomes metonymical for the emotional experience, without necessarily being a
symptom. The reason it is primarily metonymical rather than metaphorical is
because of its association as a symptom; madness can be seen as being in the same
domain as emotion rather than being a cross domain mapping.

Madness has also been connected with melancholy and the physiological
theory of black bile. In the Hippocratic writings moisture in the brain causes
madness: phlegm results in quiet madness and bile noisy.*'® It is black bile which

later emerges as the dominant physiological explanation of madness, and this is

214 Padel 1995, 42-3.

215 Arist. EN 1147a12-8.

216 See Gill 1996a.

27 De morb.chron.1.150: iracundia, hilaritas and maestitudo. Seneca says that those whom anger
possesses are not sane: non esse sanos quos ira possedit (De Ira 1.1.3). See also Hor.Epist.2.62: Ira
furor breuis est.

218 Hp.DMS 18.
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reflected in the appearance of the verb for madness peAayxoAaw, ‘to be full of
black bile’, which emerges later in the fifth century.?’* The Hippocratic treatise De
morbis explains that bile gets into the blood, heats it, and causes the patient to

become mad (1.30). Depictions in literature retain the inner blackness associated

with bile. Agamemnon in the /liad has ‘black phrenes’, poéveg audpipéAaivat, in
his rage (1.103). In Apollonius Rhodius’ Argonautica Heracles rushes around
frenzied with his black blood boiling, enraged that his favourite Hylas has vanished
(1.1261-4). Heracles’ madness is caused by emotion. It must be noted that the fifth-
century CE physician Caelius Aurelianus distinguishes madness from melancholy
(1.183), but in general the two notions are related across folk and scientific models.

Erotic madness is a logical development of the connection of madness and

emotion. Madness, however, can be a symptom of £0wW¢ or metonymous, as with the

other emotions. Longinus’ De sublimitate 10.1 considers Sappho 31.9-15 (LP) to be
a treatment of the sufferings of erotic madness: TS €QWTKALS paviog.? With
this assertion he is mapping madness onto €0w¢, making it metonymical for the

whole experience, and not a symptom. Similarly Plato says that £0w¢ is a kind of
madness, and one that is divinely inspired (Phdr.244a).*' Later on he qualifies this

by stating that Eros and Aphrodite are the fourth and greatest form of madness

(P1.Phdr.265a). Prodicus posits that £0w¢ is an intense desire, and that an intense

222 Mania represents an intense form of £€0wc.

£0WG causes mania.
Madness proper appears most in the novels themselves.””® Of course defining

references to ‘madness proper’, which for the purposes of this study means madness

219 See Padel 1995, 48: Ar.Av.14; P1.12, 364—66, 903.

20 For other references to erotic madness see Anac.398, 428, Ibyc.286.10-11, Sappho 1.18,
Thgn.1231.

221 See also P1.Phdr.240d; 244a-245c¢; 249d—e; 251¢; 253¢; 256b; 265a—c.

222 Prodicus f~.7 DK.

2 The following are references to madness proper in the Greek Novel including rhetorical usages
(with the term used): Ach.Tat4.9.2 (uavia); Ach.Tat4.9.5 (uavio); Ach.Tat.4.9.6 (pavio);
Ach.Tat4.15.1 (navia); Ach.Tat4.15.1 (paivopar); Ach.Tat4.15.4 (uavia); Ach.Tat.4.15.6
(uatvetar); Ach.Tat4.17.3 (pavia); Ach.Tat.6.13.1 (pavia); Ach.Tat.6.13.1 (patveoOar);
Chariton 3.2.2 (pavia); Chariton 6.5.9 (patwvotunv); Chariton 6.7.7 (pavia); Chariton 7.1.2
(¢ppavric); Chariton 8.3.2 (pavia); Hld.1.2.6 (¢xpepnvuiav); HId.2.34.8 (navucwg); Hld.5.2.2
(Lav@); HId.5.24.5 (natveoBe); HId.7.7.2. (pavia); HId.9.17.2 (pavia); HId.10.12.2 (pavio);
HId.10.38.1 (éppavég); Longus 3.23.3 (uavia); Longus 2.27.1 (uawopévals dpoeoiv); Longus
3.31.2 (novoiunv).
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which is not caused by emotion, is a difficult task. At Hld.7.7.2 Calasiris asks his

sons Thyamis and Petosiris to cease fighting and refrain from their madness: pavia.
We certainly cannot rule out stimulating factors such as anger or jealousy as motives
which drive them towards strife and thereby madness. Leucippe’s excess dosage of
love potion involves madness in terms of her physical behaviour, but also links her
state to erotic passion. These examples are not collated on the basis that they
exclude emotional involvement, but on the grounds that they do not characterise
emotion directly. Other instances of references to madness in the novels involve the

b

rhetorical formula of ‘I would be mad to...’, such as when Callirhoe declines the
Persian King’s advances by professing that she is of too lowly a station to mingle
with the king (Chariton 6.5.9). There are also intertextual references such as when
Callirhoe, who is contemplating killing herself in order to avoid remarriage,
compares herself to Medea, since suicide would involve ending the life of her unborn
child (Chariton 2.9.3).** This is one of a number of references which specifically
engage with the literary heritage of tragedy. Finally we have divine inspiration,

where the bandits riding down to the beach at the start of Heliodorus’ novel see
Chariclea armed and godlike, and some assume that she has been ‘inspired’ by a god:
éxpepnvulay (HId.1.2.6).

Erotic madness is the next largest category in the novels, and this shows that
it is an important element thematically and emotionally.””® There are twenty
occurrences over all the novels and roughly half of them refer to women.**® They are

also distributed evenly over different types of character, with Anthia and Daphnis

24 Mndelag Aappaves Aoylopov.

225 Approaching the notion of erotic madness is madness as a metaphor for desire generally, which we
see at HId.2.34.8 and H1d.7.4.3. At Chariton 5.2.6 the word yuvaipavég refers to desire generally as
the Persian crowd are eager to see the beauty of Callirhoe as a spectacle. It is used in a sexual way in
the liad, however, when Hector upbraids Paris for being ‘woman-mad’, obviously referring to his
relationship with Helen (7/.3.39). Women can also be lustful and ‘mad for’, émpavrg, men: see
Ach.Tat.8.1.2

226 Examples of erotic madness with gender of person affected indicated in brackets (m/f). A gnomic
reference can refer to either sex if gender is not specified. Ach.Tat.2.3.3: (gnomic) éxpatvovotv;
Ach.Tat.2.37.8: (f) patvetay, Ach.Tat.5.19.4: (f) powvopévnv; Ach.Tat.5.26.2: (f) paiveray;
Ach.Tat.6.11.3: (f) patvetay; HId.1.14.6: (f) pavikwrtegov; Hld.1.15.4: (f) éxpatver; Hid 2.14.3:
(m) pavuews; Hid 4.2.3: (m) pavuews; HId 5.20.6: (m) pavikag; HId 5.29.5: (m) paviwoodn;
HId.5.31.2: (m) éupavnic; HIA.7.7.5: () éupavng; HIA.7.9.4: (f) pavia; HIA.7.20.5: (f)
éxpeunvuiav; HIA.7.23.1: (f) pavie; Longus 1.252: (m) paitveoBat, Longus 2.2.2: (m)
pavikwtepov; X.Eph.1.4.6: (f) paivouoart.
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feeling the same emotion as pirates like Trachinus and wicked women such as

7

Arsace.””” Where we do see more interesting results is in the authorial variety.

Heliodorus has more references to erotic madness than any other novelist, while

Chariton lacks any.”®

The distribution of examples in Heliodorus is also more
revealing. Theagenes and Chariclea feel erotic madness once each, Hld.4.2.3 and
H1d.7.7.5 respectively, while the remaining nine examples are spread out amongst
the unsavoury characters Demaenete, Thermouthis, Trachinus, Pelorus and Arsace:
bandits and loose women. Since this concept is used of the two main characters it is
not intrinsically negative, but it is appropriately used more often of pirates and
Phaedric women because it denotes a lack of control. It is these people who
Heliodorus understands as most likely to give in to uncontrolled lust, and therefore
they are characterised accordingly. On the other hand results across the other novels
show that generally this metaphor does not imply anything as regards character or
gender. One explanation for the absence of this metaphor in Chariton is the ‘moral
uprightness’ of his story. His world is one of pirates and Persian tyrants but the
behaviour is for the most part honourably Greek. The only thought of the pirate
Thero is to sell the heroine Callirhoe, despite the fact that the author repeatedly
maintains that she is the most attractive woman in the world. All her suitors are rich
or powerful men and Chariton’s main rivals, Dionysius and the Persian Great King,
are both conspicuous for the ‘educated’ way in which they attempt to fight against
€0wa.”” Chariton’s world is one in which people fall under a debilitating éowg but
not a manic one.

Other emotions are represented as mad at some point in the novels.

Specifically they are surprise, joy, anger and grief.>" Anger has the most references,

227 References repeated from previous footnote. Anthia: X.Eph.1.4.6; Daphnis: Longus 1.25.2;
Trachinus: Hld 5.20.6; Arsace: H1d.7.9.4.

228 Over half of the references in total (eleven) quoted in the above footnote. This does not quite
match up with the lengths of the novels proportionally. In the translations in Reardon 1989 the
respective lengths (to within an error of one page) of all the novels are Achilles Tatius, 109; Chariton,
103; Longus, 60; Heliodorus, 235; Xenophon of Ephesus, 42.

¥ Dionysius struggles against his emotion at Chariton 2.4.4 and the Great King at Chariton 6.3ff..

230 Surprise (or perhaps shock): Chariton 3.9.2. Joy: Ach.Tat.7.15.4. See below for discussion.
Anger (00Y1)/0upoc): Ach.Tat.2.29.2; Ach.Tat.4.10.6; Ach.Tat.5.5.8; Ach.Tat.6.9.1; Ach.Tat.6.10.5;
Ach.Tat.6.22.2; Hld.1.16.3; H1d.1.29.4; HId.6.15.5. Grief: Ach.Tat.7.9.14; Ach.Tat.7.9.14; HId
10.19.1; HId 6.9.2.
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and is also paired with €owg three times in Achilles Tatius and Heliodorus.””' Anger

and €pwg in particular can lead to uncontrolled reactions.

One of the most noticeable themes in the Greek Novel concerning erotic
madness is the influence, implicit and explicit, of Greek Tragedy. First of all there
are characters connected with the violence of erotic madness in tragedy. Arsace,
Heliodorus’ wicked and lustful Persian, views the two men Thyamis and Theagenes,
the former and future objects of her attention respectively, from afar during the
aborted mortal combat between Thyamis and his brother Petosiris (Hld.7.7-9).
When she retires to her room she tosses and turns and cannot sleep, while she

experiences lovesickness for Theagenes. Morgan translates that ‘in short, her desire
was degenerating imperceptibly into insanity’: Kal &TAQGS &g paviav Aotmov
eAdavBavev 0 £owe UTodepopevog (H1d.7.9.4).7? Her future actions will be

those of uninhibited passion, and so she will exemplify the manic aspects of £€Qwc.

3 Mania

This is in stark contrast to the chaste €0w¢ of Chariclea and Theagenes.”
here plays an important narrative role, as it signifies that Arsace’s passive

lovesickness will turn into violent revenge. It also indicates a specific emotional
scenario, where €0wq, if left unfulfilled for too long, leads to manic action. In this

case it is not simply metonymous for £€0wc, but designates a specific part of the
scenario: extended frustration. Arsace is more active than Phaedra (in Euripides),
since Phaedra only acts once the nurse has unwillingly revealed her secret, whereas
Arsace shamelessly progresses with her seduction of Theagenes under no necessity
of circumstance. Despite the fact that she is in a position of power to effect this,
unlike Phaedra, her character seems fundamentally different from Phaedra’s.
Demaenete is similar in her active pursuit of her quarry Cnemon earlier in the same
novel. When madness is erotic, it highlights the lack of control associated with the

emotion.

2! Ach.Tat.6.22.2; Hld. 1.15.2; Hld. 1.30.5.

2 Reardon 1989, 496. At Ach.Tat.5.26.2 Melite argues to Clitophon that an unsuccessful €éowg turns
one mad: €ow¢ atux@v kal patvetal. She is using the model for persuasive purposes, but her
conceptualisaiton coheres with the example of Arsace in Heliodorus, in that the continued frustration
of the subject causes madness in them.

23 See Morgan 1998 who contrasts the erotic experiences of Chariclea and Arsace. He argues that
Chariclea is sick with shame, whereas Arsace is sick from sexual frustration (66). For more on this
see the conclusion.
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The tragic paradigm is a literary influence that the text often cites explicitly.
We saw above that Callithoe compared herself to Medea in her soliloquy (Chariton
2.9.3). In Heliodorus we get an interesting agreement of narrator and character on a

specific model. Demaenete, who has formed an illicit desire for her stepson

Cnemon, lusts after him ‘more madly’ than before, pavikwTeQoOV, after he is exiled
(HId.1.14.6). This is a tragic madness as we are told that the Furies are pursuing her
(H1d.1.14.6).2* This is part of her general depiction in Heliodorus, as earlier in the
novel she compares herself to Phaedra when she leaps upon Cnemon and calls him
‘my Hippolytus’ (Hld.1.10.2).*> Cnemon reports her as being Phaedric, and she is
seemingly complicit in this portrayal, if we can trust Cnemon’s reporting of her
direct speech. Despite the complex layers of narration, I do not think we can
seriously doubt that Demaenete is an explicit tragic intertext.

Another sense in which madness in the Greek Novel reflects standard earlier
conceptions is in its status as a state rather than character trait. In this it is in line
with the general conception of madness as emotional, since emotions are not specific
character traits.”** Only the barbarians are unfortunate enough to have the madness
of emotion attached to them as a permanent aspect of their racial character. When

Callirhoe reaches the outskirts of Babylon there is intense interest over such a
reportedly beautiful woman, because the barbarian is naturally ‘woman-mad’: ¢pvoeL

0¢ ¢otL O PaoPagov yuvarpavég (Chariton 5.2.6). The context of this is not
ostensibly erotic, as it is the masses, both male and female, who will wonder at the
Greek woman who outshines even their own queen.””” However, we may see in this
reference a hint of the as yet unawakened desire of the Persian King, which will be
directed so disastrously at Callirhoe. Erotic madness is in general a temporary state,
and not an aspect of character, and this echoes its depiction in previous Greek
literature, especially Greek tragedy. Even when it is an aspect of character it refers

to a dispositonal sense: barbarians under erotic circumstances are likely to go ‘mad’.

24 For the Furies, Erinyes, as a tragic component of epic see Hershkowitz 1998, 48ff. For the Furies
in epic and tragedy see Padel 1992, 164ff.

* Demaenete also confesses to being mad with passion, ékpaivet, at Hld.1.15.4.

236 With a few exceptions. See the passage on barbarians below and women’s ‘innate jealousy’ in the
section above on lovesickness.

37 For Callirhoe’s beauty as a visual phenomenon for the masses see Schmeling 2005.
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Another tragic element of madness which resurfaces in the Greek Novel is
Dionysus and his revels. In Longus we are told that at the festival of Dionysus the
young men pressing the wine jump madly around Chloe like Satyrs around a
Bacchant: @omeQ Emt tiva Bakynv Zatvol pavikwtegov Emmdwv (Longus
2.2.2). The madness is erotic attraction, and it is enforced by the associate notions of
wine and Dionysus. Alcohol and madness both indicate lack of control. In Achilles
Tatius the same three elements are united in a description of internal emotion rather
than interpersonal action. Clitophon often digresses from the narrative to describe
internal feelings, and one such occasion is the banquet where he and Leucippe are
seated opposite each other at a meal for the first time. As Clitophon drinks, he
glances ever more boldly at the object of his desire, for Dionysus and Eros often

operate together.

"Eowg d¢ watl Atovvoog, dvo Blatot Oeol, Puxnv KAtaoxovteg Exkpaivovoy eig
avaloxvvtiav. 0 pEV Kalwv avTnv T@ ovviOel muEl, 0 0& TOV OlvoVv VTEKKAVHX
déowvr oivog ya €owtog Toodr| (Ach.Tat.2.3.3).

This passage invokes the concept of erotic madness, ékpaivovorv, and the seat of
the emotions, Yuxr). It also sets the act of madness against social norms, where the

societal notion of restraint, aigoyvvtia, is overwhelmed by the irrationality of the
emotion, conceptualised as madness.”® The god which binds the above strands
together is Dionysus, god of wine, who is also the god of divine madness. Madness
and divine inspiration are inexorably entwined in the portrayal of emotional
responses. When Chariclea behaves ‘madly’ after her father introduces the suitor
Alcamenes to her, her father describes her as ‘enthused’: 1) maic datpovav €owev
(HId.4.7.10). He has made an understandable conjecture based upon ancient Greek
folk models. She cannot bear the sight of him because she loves Theagenes, and

therefore her mad behaviour has an erotic overtone. Later on Arsace ‘feels like a

% See Konstan 2009, 1, on €0wg as transgression of social boundaries: ‘Erds is frequently perceived
to be dangerous, since it is intense and tends to excess (Plato Laws 837A6-9), and it is often
represented as transgressive, insofar as it tends to fixate on an object without regard for law or
custom’.
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Bacchant’ at receiving a drink from Theagenes: é&efdiyxevoev (HId.7.27.3).
This passage portrays erotic desire as divine madness, which overrules social
conventions. The lack of control implicit in mad emotions is defined socially.
Madness and emotion are often generally associated together, without
necessarily any reference to a specific emotion. There are, however, different ways
in which they can be associated. The first of these is external, where the facial
expression of a person experiencing emotion is like that of a mad person. In
Chariton’s novel Callirhoe pines away in exile as the property of Dionysius. Her
former husband Chaereas has come looking for her, and she is shocked when
Dionysius’ servant Plangon reveals that two strangers entered the temple of
Aphrodite, where there is a statue of Callirhoe herself, and that one of them fainted at

the sight of it. This raises Callirhoe’s suspicion that Chaereas himself has come

looking for her and she becomes like a mad person: (WOTIEQ EUUAVTG YEVOUEV
(Chariton 3.9.2). There is a previously existing erotic relationship between Callirhoe
and Chaereas, but the situation evokes shock or surprise rather than any particular
erotic feeling, although the extension of madness to include desire adds subtle
nuance to Callirhoe’s depiction. She is still ‘in love’ with or rather erotically

attached to Chaereas. The description here owes a lot to her facial expression. She

cries out ‘staring with her eyes’: otoaca touvg opOaAuovs (Chariton 3.9.2).%
This body language is interpreted as a sign of an internal emotional experience.*!
The external expression is a sign of internal experience, and the eyes indicate manic
emotion. Although it is a facial expression, it still brings with it an emphasis in
cognitive content. When emotions are labelled as ‘mad’ emotions, they highlight the
loss of psychological and somatic control and imply that the emotion is irrational.
There is also an associated notion of movement, displayed at both an experiential

level and a metaphorical one. Madmen and Bacchants move quickly and erratically,

* Near the end of the novel Chariclea runs ‘mad like a Bacchant’, Bdicxiov T kai éupavéc,
towards her adoptive father Charicles (Hld.10.38.1). Of course this is not erotic madness but rather
the madness of emotion.

20T can find no exact parallels for this expression. A TLG search brings up Leo Synadensis Epist.,
Epistulae 22.14 and Constantius Acropolites Rhet. et Hagiogr. Epistulae 92.14, but in neither of these
references does otrjoaoca apply to the eyes. It is possibly a new coinage for a standard piece of body
language, where the eyes stand out or bulge in madness. Rolling eyes are a long standing association
of madness. See n.241 below.

**! Pelorus the pirate displays his erotic madness on his face: &0 00 PAéupaToS Eppavés T
dtorvoovpevog (Hld.5.31.2).
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and so does the emotion inside a person. Thus the pirate Trachinus has an ‘insane

motion’ for Chariclea: paviwdn kitvnow (H1d.5.29.5.5).>** Rather than seeing this
connection of inside and outside as an early Greek feature, as Padel does, I would
argue that this is a standard feature of metaphorical reasoning.**® Metaphors
embedded in experience extrapolate concepts form the outside to the inside.
Metaphor is cognitive and reflects the way that people think.

There is an important scene in Achilles Tatius which portrays the relationship
between emotion and madness physiologically. Partway through book 4 of Achilles

Tatius his heroine Leucippe has a fit, whereupon she falls down with her eyes
‘rolling’: T O0POaAuw drxotoéderv (Ach.Tat.4.9.1). The signalling of madness
in the eyes with dixotoéderv is standard.*** When Clitophon tries to run up and

restrain  her she strikes him, her eyes bloodshot: UOdaiov PAénovoa
(Ach.Tat.4.9.2.). Those standing around understand that she has been afflicted by
some kind of mania (Ach.Tat.4.9.2). She is restrained and Clitophon laments that
they have come so far only for her to fall victim to this.**® They engage a doctor to
treat her, as if the condition is an illness, and it emerges a short while later that the fit
was brought on by a love potion administered at too great a strength. So while the

madness was induced by a drug there is a correlation between the intensity of
emotion and madness. The love potion was designed to make her feel ¢owg, but too
much was given, and an excess of chemical stimulation to €ow¢ produced madness.

This ‘scientific’ passage which refers to a drug reflects the folk model that excess

emotion leads to madness. It is this model which is engaged when people naturally

* Morgan translates it as ‘insane infatuation’ (Reardon, 1989). The word kivnoic is used of human
emotions in Arrian (Arr.Epict.2.20.19). This metaphor also relies on the view of emotion itself as
internal motion. However, this does not diminish the suitability and consistency of its conjunction
with madness.

* See Padel 1995, 120-130.

244 Awdotoodoc is used of eyes signalling madness: see S.47.447. See Padel 1995, 74, whirling eyes
at Aesch.PV 882 (tooxodiveltal d' dupad' éAtydnv) and the parallel whirling of mad women at
Eur.HF 868 (duxotpddouvg éAiooet) and Eur.Ba.1123 (dixotgddovg kodpac €EAiooova’).
Hp.Progn.7 states that if there is a throbbing in the hypochondrium then it indicates disturbance or
wandering of mind: el d¢ kal opuvypog éven év 1@ Vmoxovdoiw, Bo6guPov onuatvel, T
naeapooLVNV.

 The narrator then turns to the personification of madness itself, as he bewails that fact that they are
the playthings, moudi, of pavia (Ach.Tat.4.9.5), and have been watched all the time by it: pavia
voo €tneovpeBa (Ach.Tat.4.9.6). His rhetoric seems more than a little comic (to the reader, not the
narrator). For comic elements in Achilles Tatius see Durham 1938 and Chew 2000.
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feel the mania of emotion. They feel it in an extreme form. So mania can be

metonymous for intensive emotion, not merely a metonym for emotion in general.
This is illustrated by Prodicus’ dictum: émiBvpiav pev dimdacuxodeioav éowta
etvat, €owta d¢ dimAaoiacOévia paviav yiyveoOar (frB 7DK). "Epwg is

intense desire and mania is intense £Qwg.**

The general model for emotion as madness is reflected throughout the novels.
Yet there is not always so simple a correlation between the two domains. Emotional
madness is often seen in terms of another metaphor, and these metaphors provide
additional cognitive structuring to the notion of emotion as madness. One of the
most longstanding associations of madness is as a disease.*’ This can be seen in the
common roots of both as caused by the divine. The divine aspect of madness has
already been discussed, and we can see a divine cause for disease in the outbreak of
the plague upon the Achaeans in book one of the /liad, brought about by Apollo’s
wrath.**® Madness and disease are themselves related, both in the way that madness
is seen as a disease and the way that madness is structured partly by the disease
metaphor, according to Padel.** In emotion they too can be associated together or
separately. In Plato’s Phaedrus there is a division of mania into the type which

 Following

results from disease and that which comes from divine inspiration.”
Padel’s point I would say that the disease of emotional madness adds additional
conceptual material.

Madness and disease can be united when someone wishes to speak of an
unhealthy desire. At the approach of Thyamis with an armed band to the city of

Memphis, the satrap’s wife Arsace asks the men what mania for war they have been
infected with: MOAEpoL Hév @ BéATioTtoL €0m, paviav évoorjoate TAVTES
(H1d.7.4.3). It is a rhetorical use of the term, to try and discredit their will as a mania
produced by a vocog, but it must be culturally plausible. This is an evaluative use of

the metaphor. At Ach.Tat.6.13.1 Sosthenes says to Leucippe that she is not just mad,

6 Plato in the Philebus also talks of pleasure ‘to the verge of madness’ (45¢).

7 Madness is conceived of as a vdoog at S.47.635.

¥ See introduction above.

9 Plato’s Timaeus uses a medical analogy in conceptualising madness (86b). Padel 1995, 42 argues
that one of the reasons madness is seen as a temporary state in Greek Tragedy is because of the
importance of the disease model. Like a disease madness comes and goes and is not innate to
character.

20 P1.Phdr.265a.
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uatvecOat paviav, but ‘incurably’ so: AvrkeoTov. Again it is rhetorical: she is
completely mad if she does not accept Thersander as a lover. Earlier on when

Leucippe displays symptoms of madness from the love potion the narrator tells us

that in ten days the vOoog did not ease up (Ach.Tat.4.15.1). The disease model
coheres with the madness model as a temporary state, and it can be used to evaluate
the madness model in a negative way, although not in terms of personal
responsibility.

There is a common metaphor for emotion which is consistently used in erotic

imagery and is consistently associated with madness. This is where the sensation of
the emotion is compared to the sting of a gadfly. The verbal form is 0lOTQAwW, to

sting, from the word for the gadfly, olotooc, and in previous literature it often
means ‘raging’, as it prototypically indicates the behaviour prompted by madness.*'
It is a metonym of cause for behaviour, as the reason someone is raging is because
they have been ‘stung’, but also indicates the starting point of the emotion and
presents it as metaphorically as a sting. The connection between the two concepts
can be seen clearly at HId.7.7.5, where Chariclea is reunited with her partner

Theagenes after a short period of separation. She is overcome by the sight of him
and runs towards him manically as if stung by the sight of him: @oTteQ

ototonOeloa VO OPews Eupavnc.® The causal relationship between the two
concepts is clear. Stinging prompts madness, and she runs forward mad as if stung.

In Longus Chloe is stung to erotic madness by her infatuation with Daphnis.

The narrator tells us that no cow stuck by the gadfly acted in such a way: ovde Boog

21 See S.77r.653, where Ares the god of war is described as raging, oioton0Oeic. Also see E.Ba.119
where the behaviour of the women in a Bacchic revel is caused by the stinging of Dionysus:
oiotpnBeig Awovoowt. This links the metaphor of the sting to the divine inspiration caused by
Dionysus, who instigates madness in the Greek Novel in our example from Achilles Tatius above
(Ach.Tat.2.3.3). Other famous examples are the simile of Heracles as a bull struck by the gadfly in
Apollonios’ Argonautica (A.R.1265ff.) and oiotgog as a metonym for madness in Euripides’
Heracles (1144). Anacreontea 33.28 describes the arrows if £owg as like a olotgog. Oppian speaks
of the sweat gadfly of Aphrodite which comes in springtime (Halieutica 1.473). On lo, who is stung
by a gadfly sent by Hera, see n.250 below. Due to Io’s paradigm the gadfly can be associated with the
wandering caused by madness. On madness and wandering un Greek culture see Montiglio 2005, 2,
3, 16-18, 37-41, 65, 75-83, 104, 120-22. At S.Ant.785-90 €owc wanders over the sea and maddens
the person it possesses. The daughters of Proteus run in the wild because Aphrodite has maddened
them with erotic desire (Aelian Varia historia 3.4.2).

2 There may well be erotic overtones in this description, but I will limit the discussion here to
cultural models of madness.
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olotow mANyelong tooavta éoya (Longus 1.13.6). Gill translates this phrase as
to ‘behave...madly’, thus bringing out the notion implicit in the metaphor.”>* There
are several variations on this theme in Longus. In the subsequent passage Chloe
ponders the physical nature of the emotion she is feeling: ‘how often did brambles
scratch me, and I did not cry? How many bees stung me, and I did not cry out? But

whatever stings my kaQdia now is more bitter than all those’ (Longus 1.14.2).%*

She feels a vUttOV, sharp point, in her kapdiax which is comparable but more
intense than her previous experiences. The sharp point is cognate with the ontology
of a sting.® 1In fact the metaphor combines the two previous referents, as it
encompasses the prick of the bramble and the sting of the bee. This sharp point is

also used in the image of the kévtoov. When Chloe kisses Daphnis in book one it is

‘more bitter’, TucedteQov, than a kévtoov (Longus 1.18.1).*° This word denotes
any ‘sharp point’, but significantly it is often used to mean ‘goad’. The difference
that this association makes is that it potentially steps outside the realm of
animalification to personification of the emotion. In the sting image, there is

predominantly the notion of one animal, the cow, being stung by another, the gadfly,

3 Reardon 1989, 294. Gill states in footnote 9 that ‘Longus’ description of the symptoms of the
“sickness” of love recalls Greek love poetry, esp. Sappho’. While this is certainly the case, the
behaviour implied in the madness of love as opposed to the sickness of love makes an interesting
contrast. The lovesick person lies ill in bed, whereas the raging person moves quickly around like a
stung cow. Compare the well known myth of lo. Zeus changes her into a cow in order to hide her
from Hera, but his wife is not fooled and sends a gadfly to sting her, causing her to wander in distress.
The madness of the sting necessitates motion. For o and the gadfly see Aesch.PV 567-8; Supp.308,
540-1, 556-64, 573; Soph.EL5. Also see Padel 1995, 14-17. Obviously this gives the image a strong
female connotation in tragedy. See also the imagery of Medea struck by the gadfly in A.R.3.275-7.
Hershkowitz 1998, 30 sees Apollonius’ comparison of Heracles to a bull as reshaping the female
tragic image into an epic masculine one. See also oiotonuévog V7O ToL éQwTtog lamb. VP 31.195
24 The sting of the bee here is indicated by the word kévtpov which denotes a sharp point. This term
can also be a metaphor for £pwc and will be discussed below. In Xenophon of Ephesus the goad is
used of Anthia’s £owg (1.9.7)

25 The verb vicon is also used metaphorically of a sting at Luc.Herm.71. See also the previous
footnote.

¢ The use of the word bitter, mucQ0g, is the same as in the previous example, and it is the
metaphorical usage of this word as ‘sharp’ which is being applied here. In this concrete sense it fits
well the image of the sting or the goad, as when it is use of the sharp point of an arrow at //.4.118. For
the erotic sense of the kévtoov see E.Hipp.39 and that of Aphrodite at E.Hipp.1303, and also
PLPhdr.251e. 1t is really a metaphor for all kinds of desire, but has a strong erotic heritage. In the
previous sentence we have the description of her mouth as ‘sweeter’, yAvkvtegov, than honeycomb.
This is therefore a play on the traditional conception of €ocwg as ‘bitter-sweet’. See Pl.Phdr.251c—e;
Sappho 130.2; Thgn.1353-6. and Carson 1998.
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whereas in the image of the goad the emotion striking the beast must be a person.*’
In terms of the ontology of the emotion, both metaphors conceive the experience as a
sharp prick, but both do not necessarily conceive the emotion as the same type of
agent. In Heliodorus Demaenete makes clever use of the ambiguity of the goad
metaphor. Her stepson Cnemon, to whom she made inappropriate advances a la
Phaidra, has been exiled thanks to her machinations. Unfortunately, it has not
stopped the pangs of passion she feels for him. When her friends come to visit they
are astonished at her devotion to her disgraced stepson (unaware of her real feelings)

and she tells them that she is in a bad way and that there is a sharp point in her

kadla: ) kaEdla kévtoov (HId 1.14.6). The sharp sensations of grief can be a

goad, and this is the assumption her friends make. However, what she is referring to

is the sharp pain of éowc, and this coverage of both grief and éowc suits well the

negative and painful nature of both.>® Tt also corresponds to the use of the madness

metaphor, which covers the negative emotions of anger, grief and €pwg. The
metaphor is one of pain, and this can be used for many emotions. It also indicates
madness, and therefore intensity of emotion. Considering the image of lo wandering
distracted by the pain of the sting, we see that the metaphor involved is a correlation
of intensity of emotion with intensity of pain, via madness as metonymical of
emotional intensity.

In terms of the imagery of the sting, as with the ambiguous statement of
Demaenete, grief can cause a deranged reaction. In book six of the Aethiopica
Chariclea is bereft of her partner Theagenes, who has been taken away as a slave by

the Persians. She is stung in a Bacchic way, unties her hair freely and tears at her
dress: PakxLOV Tt olotonOeloa TaS Te KOpAS ddedws Avetal kal Boudtiov

meoeEnapévn (H1d.6.8.3). There are several interesting points here. First the

sting of emotion is associated with Bacchic revelry. Second the behavioural

»7Kévtoov can also denote a sting. See LSJ s.v. kevtoow.

% The image of the goad is also used of Arsace’s jealousy, CnAotumtia, at H1d.7.8.6. This is another
negative emotion, but it is interesting that the madness of jealousy per se does not appear in the Greek
Novel. The closest we have is a metonym when Achaemenes is ‘stung’ by 09y}, CnAotutior and
éowg (HId.7.29.1). The Ethiopian people are ‘bitten’, dnx0O¢eic, by jealousy at HId.10.30.7. The verb
is used elsewhere of €owg: dnxOeloa kévtols...1jeacOn (E.Hipp.1303). See also Call.l.c: éowrt
dedaypévoc. The bite appears in Stoic theories of emotion. See Sorabji 2000, 38, 40-1, 66-8, 70,
120, 204.
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response to the emotion, freeing her hair and tearing her dress, conforms to
established cultural norms of expressing grief. It also corresponds to the behaviour
of Bacchants, who are possessed with divine madness, and these correspondences all
depict the frenzy of grief. Thus there is a direct link from behavioural/experiential
cultural models to metaphors of emotion. As this part of Heliodorus progresses we

see another reference to the outward display of the emotion. In her grief Chariclea’s
eyes still indicate, €mionuatvov, the madness she suffered before her sleep
(H1d.6.9.2). This physiognomic description reads the madness of grief as an external
sign visible in the eyes.

Two examples from the Greek Novel involve animals. In Longus a bull in
love bellows as if stung by the olotooc (Longus 2.7.4). Achilles Tatius departs
from the cow and gadfly imagery so often associated with this metaphor. In his list
of various animals and inanimate objects under £0wS’> domain, Clitophon cites the
example of the viper, which ‘stings into’ the object of its passion, the eel: 0 €x15 O
TS YNG OPLS €ig TV opvpatvay oloteel (Ach.Tat.1.18.3). The context makes it
clear that the sting is erotic. Later on in the philosophical argument between
Menelaus and Clitophon as to who make the better lovers, boys or women, the
narrator describes the culmination of the act of sex as a sting for the woman: €v 0¢
) ™S APE0odiTng AkuT) oloTEel HEV P’ 1dovng, mepkéxnve de PprAovoa
Kkat paivetat (Ach.Tat.2.37.8). In this context it is explicitly connected with
madness, poivetot, and imbues the notion with a physical sensuality. Both these
incidences highlight the fact that when the verb or noun is used metaphorically of a
person it has a strong association with the non-human or animal side of emotion.

The metaphor of the bite shares the associations of the sting. Chloe’s kiss
bites Daphnis’ heart, kaQdi, and maddens him like fresh honey: ddaxver to
dANua v kaEdlav, kat womep 10 véov HéAL patveoOar moiel (Longus
1.25.2). The metaphor of the bite is animalification and denotes the pain of the

9

emotion, just as the sting.* The simile introduces a new concept, that of the

9 Pain and madness are often connected, especially when it is erotic madness. In the Aethiopica
Cybele, Arsace’s servant, says that her mistress is experiencing pain and madness, dvio kai povio
(H1d.7.23.1). Heliodorus (or Cybele) seems to be making a play on the sound of both words—the
repetition of avioc—which causes them to be seen more emphatically as a pair. Perhaps one could say
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sweetness of honey, which is like the kiss in its effect. Finally Daphnis is maddened
by the sensation. The physical effect of the kiss was emphasised earlier by Daphnis
at Longus 1.18.2, where he wonders if Chloe imbued her lips with poison before
kissing him. There is of course the logic in the metonymy of the organ of the kiss
representing the kiss as a bite and this bite in turn metaphorically conceiving of the
kisser as an animal.

The other emotions associated with the °‘sting’ are also illuminating.
Achaemenes is stung by €owg, 0oyn, and (nAotumtia (HId.7.29.1).*® These are

the emotions which can be conceptualised in the same way as £owg, as we saw
above in the section on fire. Jealousy and anger are also ‘raving’ emotions which
can cause people to lose control. This lack of control is seen in the two other

emotions represented by the metaphor of the sting: grief and fear.*'

This metaphor
‘suits’ these emotions and is therefore mapped onto them.

This conceptual proximity of emotions explains an interesting example from
book two of Heliodorus. Chariclea is a little put out at the news that Theagenes has

kissed another girl (the dead Thisbe) and asks who she is. She qualifies her
statement by saying she hopes that they do not think her bitten by éowgc: AAA" el

Tl pe daxvouévny €owtt vrovoetv HéAAete (HId.2.8.2). Morgan’s translation
—*please do not suppose that love is making me feel pangs of jealousy’—
summarises the emotional experience nicely, but the Greek makes no mention of a
word for jealousy. The context makes it clear that jealousy is at stake, as another

(potential) rival for Theagenes is involved. What we have here is £owg as a

metonym for CnAotumtia. The model of £owg is superimposed onto or conflated
with the model of jealousy.
The sting or bite image arises from the physical sensation of pain, in

particular a pain which impels the person afflicted towards movement. It is

the point is that one cannot have pavio without &via (on a conceptual and written level). If one were
to deride the play on words one could go further and see it as reflecting upon Cybele’s status and
character.

2% Arsace is stung by CnAotumtior at Hld 7.8.6.

6! Chariclea is stung by grief at Hld.6.8.3. I have interpreted this experience as grief due to the
context, where she is mourning her separation from Theagenes. She unties her hair and tears her
dress; prototypical behavioural indicators of grief in ancient Greece. A horse is stung by fear in
Achilles Tatius: oiotonOeic T PpoPw (1.12.3).
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particularly associated with madness and the motion implied by Bacchic inspiration,
and thereby an integral part of erotic madness. An interesting feature of the
occurrence of this metaphor is the gender/type distribution. It is predominantly used
of women, and the only exceptions we have are a couple of examples concerning
animals, the viper and a bull, and a single instance of a non-Greek male.”®> The
image has a distinct ‘otherness’ about it, and Clitophon’s association of it with a
female’s experience of sex is revealing. I would venture that the prototype is a
female being ‘stung’, with an extension to a non-Greek male, and the strong
connotations of bestial nature seen in the examples used of animals.”® Bites and

stings presuppose that one is the victim of the physical attack of some animal or
insect. As with most metaphors it is not exclusive to £0w¢ but represents a certain

type of emotional experience, of which £0w¢ is a common instantiation. It also is a
momentary sensation rather than a long term effect. In all these aspects it reflects its
portrayal in Greek Tragedy.***

The model of emotional madness in the novels is coherent throughout the
instances of the words and metaphors representing it. However, metaphors add
additional conceptual content, such as the debilitation of an illness or the bestial
implication of the sting. The following are all prototypical aspects of the domain of
emotional madness: it represents an internal intensity, which threatens to spill out
into action by the person affected. It stands for intense emotions, such as anger,
passion and grief, and indicates the intensity of these emotions themselves.

Anger is the prototypical emotion for ‘losing control’. In Heliodorus we are
told that Demaenete is raging because of £€0wg and Ovuoc: T Te OV KAl €pwTt

meeQuuavn (Hld.1.15.2). In context Thisbe, who tricked Cnemon on Demaenete’s

orders in order to have him exiled, is worried about becoming the object of her

resentment. Now that Cnemon is gone, Demaenete feels the pangs of €0wg like
never before. The image therefore displays the irrational and unpredictable side of

these two emotions, and conceives of them as ones which can prompt a violent

262 At Ach.Tat.1.18.3, Longus 2.7.4 and H1d.7.29.1 respectively.

2% The goad of €owg, kévtov, afflicts a Greek male, Daphnis (Longus 1.18.1), but this is a slightly
different metaphor, as the person affecting him must be a person: personification rather than
animalification. Demaenete feels the goad of €owc and grief (HId.1.14.6) and Anthia that of éowg
(X.Eph.1.9.7).

264 See Padel 1995, 14-17.
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reaction.”®’

The inconsistency of the emotion is seen in the fact that Demaenete’s
feelings now override her earlier judgement, which was in turn emotionally based.
Emotions are fickle in the way in which they direct action. As a result of Thisbe’s
apprehension she decides to anticipate her mistress’ revenge, and get her out of the
way. She visits Cnemon’s father in the country and tells him that Cnemon’s crime of
attacking his father, which casued him to be exiled, was actually an attempt to catch
an adulterer. Tricked by Demaenete and Thisbe he burst into his father’s bedroom

angry that his bed was being dishonoured. Thisbe describes Cnemon’s state at this

point as ‘raging’: éupoavnic (HId.1.16.3). He was heedlessly charging into the room
in a violent manner, and so the adjective nicely encapsulates the emotional response
as being of a high intensity and liable to violence. This propensity to violence is
another aspect of the emotion as madness metaphor.

Anger is associated with madness at a more philosophical level by Achilles
Tatius. Leucippe’s mother almost catches her and Clitophon together in the night,
and scolds her daughter for, as she thinks, compromising her chastity. Once she is
left alone Leucippe reflects on events while three emotions - grief, shame and anger -

take hold of her. The narrator goes into great detail in describing her psychological
state and explains that these three emotions are waves of the soul (YPvxr]). Of these
anger roars around the heart and engulfs reason with the foam of madness: 1) 0¢
00Y1) MeQWAaKTOLOA TNV KaEdlav EMKAV EL TOV AOYLOUOV T TG Haviag
Aadow (Ach.Tat. 2.29.2). Madness, in the form of foam (appropriately suiting the
main image of ‘waves’), is the instrument with which OQYT] submerges reason

(AOYLOpM0G).*¢  What is important here is that madness represents the
uncontrolled/able aspect of anger, rage, which negates any effort at logical reasoning.

In a later passage the other emotion most often associated with madness in the

5 We see a similar situation with Thyamis later on in book one. The bandit leader is running back to
find his betrothed Chariclea and kill her, and we are told that he is being held down by &pwg, jealousy

and anger (HId.1.30.7). It comes as no surprise then that he is é¢upavr]g (HId.1.30.5).
266 The foam of anger is a good example of the embodiment of metaphor (see introduction). In the
Iliad a lion produces foam at the mouth when he is speared by a hunter: TeQl T &POg 6dOVTAC

ytyvetat (20.168). This physiological reaction could easily indicate anger or perhaps the madness of
anger (compare the referent of the simile, Achilles, who is also angrily hacking down the Trojan

troops). For a further discussion on this passage and the metaphors in it see the chapter on the JvxT)
and Koo,
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novels, €0wg, is entrusted with its own metaphor for madness imbedded in a
philosophical passage. Anger and £0w¢ are two torches, Aapumades, whose fires
engage one another in the inside of a person. "EQwg is the one which rages around

the kaEdlat (Ach.Tat.6.19.1-7).%

A further example from Achilles Tatius defines the role of anger and madness
in the emotional scenario. Thersander enters his house and rails against his wife
Melite for letting Clitophon escape, whom Thersander had locked up on the
suspicion of being involved with his wife. She claims in turn that she only gave him
hospitality as a result of sympathy, because at the time he was an impoverished
wanderer in the same way as she imagined Thersander to be, who was lost at sea.
She persuades him to assuage his anger, first by denying the truth of his utterance,
and second by philosophising about the damage done by rumour and slander
(Ach.Tat.6.10.3-6). In the midst of this speech she tells him that slander shoots forth
a lie against a person and wounds them even if they are not present. For the hearer of

the slander is quickly persuaded, the fire of their anger is lit, and they rage against
the person struck by the slander: 0 ¢ dxoVwV TaxL Teldetal, kat 6QYNS avT
T EEamretal, kal €7t Tov PANOévta patvetal (Ach.Tat.6.10.5). The person

that slander strikes, PANO&vta, corresponds to Melite and the person who is angry

upon hearing it to Thersander. The emotional response in the text specifies a chain

of reaction. First the fire of 00y is lit, and then the person rages, Haivetat. Here
madness as a reaction is a result of an internal emotional state. The angry person
rages like a madman because they are angry. Thersander is a character with an
explosive temper and portrays the maddening effects of anger very well. A little

earlier when he initially comes into the house and starts shouting at her, Melite tells

him to ‘drop his mania’, TV paviav ddeic, and listen to her (Ach.Tat.6.9.1).
Melite is using the association of anger with madness deliberately, in order to

highlight the irrationality of Thersander’s behaviour. In her rhetoric the metaphor of

madness negatively evaluates the emotion. This is not an evaluation type

*7 Garnaud prefers the reading 0 d¢ 1) kaEdI TEQPEPANTAL to O DE T1) KAEDI TrEQLUAIVETAL.
As we can see from this chapter, the second reading is acceptable in terms of meaning, but entails
personification of the emotion. The former usage comes from another prevalent metaphor for &pwc,
that of combat. See the following chapter on this.
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consistently used in the novels. With seemingly blissful unawareness of his

insensitivity Sosthenes, Thersander’s servant, solicits the captive Leucippe on his

master’s behalf. Thersander is madly in love with her, €0 cov kal patvetal, and
is likely to make her his wife (Ach.Tat.6.11.3). This proposal is doomed to failure,
but it is interesting to note that the erotic metonym of madness is not deemed a
negative concept in the expression of one’s desire. It is an acceptable profile of the

8 This is because it can denote the lack of

emotion for rhetorical persuasion.*
responsibility someone takes for their emotions: they are passive and their actions are
not voluntary.

Madness can stand for or in relation to emotion, but it is not exactly the same
as emotion. Metaphors highlight certain aspects of the source and target domains,

and therefore we must look to see whether madness denotes a certain form or type of

these emotions, rather than being merely a metonym. One persuasive argument
Melite makes to Clitophon is that an unsuccessful desire becomes manic: £0w¢

atuxwv kai paivetar (Ach.Tat.5.26.2).*° The rhetoric of emotion, where
conceptualisations of emotions are used for persuasive purposes (deliberative
oratory), allows the speaker to select which notions are most beneficial for the
purposes of persuasion. In this case Melite needs to utilise metaphors and metonyms
which are more likely to convince Clitophon to sleep with her, and she goes on to
emphasise the suffering involved with the emotion.””® In an act of persuasion there
are two parties involved, and it is essential in order to be persuasive that the
metaphors chosen are commonly accepted cultural ones. In this case Clitophon
accepts the premise of Melite’s argument—that she is suffering from the emotion—

and therefore agrees to her demands (rather easily, given the predominance of

chastity in the novel genre). To return to our original point, the madness of €Qw¢

6% This is in contrast to the negative portrayal of madness proper when shortly after Sosthenes calls
Leucippe mad, patveaOat, for not wanting to marry Thersander (Ach.Tat.6.13.1).

29 This example brings together several clichés of erotic imagery for the purposes of persuasion.
Melite claims that having sex with Clitophon once will suffice, dokel pot kv pio ovpmtAokr), and
she goes on to conceptualise this act as a medicine, something to extinguish her inner fire, and
something to ease her madness (Ach.Tat.5.26.2).

70 Her argument covers many aspects, changing from an emotional to legal form, where she claims
that they swore an oath to one another earlier in the novel (Ach.Tat.5.26.4), and then to a
moral/religious form, where she asks for the fulfilment of the mysteries of the god (Ach.Tat.5.26.10).
I will discuss only the ones relevant to metaphors of épwg here.
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here denotes the internal confusion and lack of rationality which results from
unfulfilled passion, and therefore occupies this position in the emotional scenario.
There is an interesting passage in Achilles Tatius which analyses the way in
which grief can cause erotic madness. In book six Thersander, the husband of
Melite, has kidnapped Leucippe and is trying to force her to consent to his advances.
The poor girl cannot help crying at her plight, and the narrator interrupts the narrative

with a description of the power of tears to enhance beauty (Ach.Tat.6.7.1-2).
Leucippe’s tears cause her grief to be overpowered by her beauty, avtiv tnv
AVTNV €lg KAAAOG veviknkoTa, and thereby Thersander is struck silent at her
beauty and is driven mad at her grief: mQOg d&¢ TNV AVTMNV Eepeunvel

(Ach.Tat.6.7.3). The narrator goes on to say that beauty, K&XAAOGC, passes from eye
to eye and draws tears from the person watching in sympathy for grief. Therefore

Thersander started to weep as well. This passage relies on Achilles Tatius’ frequent

use of the optical theory of KXAAOG as an emission from one eye to another. We will
leave aside the detailed theory for now (see the chapter on vision). After this
digression in the narrative we return to Thersander’s internal state, and the narrator

tells us that he wept partly because he was affected passively by the emotion,
@V HéV Ti, and partly to show that he was weeping because she was: @G dx

ToUTo dedakQuuévog, OTL Kakelvn daxpLet (Ach.Tat.6.7.7). This reveals two
aspects of the emotions in Achilles Tatius. The first is that the tears engendered by
the vision of beauty are an instinctive response. The second aspect is a cognitive
evaluation and manipulation of his emotion by Thersander, for the purposes of
ingratiating himself with Leucippe. The emotional madness he first felt upon seeing
Leucippe crying was an emotional reaction, along the lines of the physiological
response, not an evaluated response. This is the basic conceptualisation of the
metaphor of madness as applied to emotions.

The court case in Achilles Tatius is another show piece where madness and
emotion are connected. Clitophon has falsely confessed to hiring the murderer of
Leucippe, because he believes her dead and want to join her by being condemned by
the court. This suicidal reaction to the loss of the beloved or the loss of the

affections of the beloved is a common one in the novels. The court have his
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testimony for a conviction, but his lawyer argues the truth, that he only accused

himself because of his madness brought about by grief: patvetat yoo 0o AvTing
(Ach.Tat.7.9.14). Clitophon’s confession cannot be accepted because it is untrue,
brought about by a (temporary) irrationality caused by grief. Madness is caused by
grief rather than being a metonym for it.

Madness is rarely symptomatic of £owg in the Greek Novel. For the most

part it is metonymous for the emotion as a whole. Like madness, the state of one’s

mind under €owg involves a lack of control and a threat to social conventions.

However, there are also some hints of the model being applied to a specific part of
the emotional scenario: the result of frustrated £éowc.

Lovesickness and madness are not only symptomatic but
metaphorical/metonymical of éowc. Furthermore neither is the dominant paradigm

for £0wg in the novel. There are more examples of the fire of €pwg and €Qwg as an
opponent, which we will look at in the following chapter. Both metaphors are
conceptual, in that they arise from the experience of emotions by the person affected
and others. A lovesick person shows symptoms which deceptively seem like those
of a physical disease. The debilitation of a person in love gives rise to the metaphor
of disease, which in turn adds its own structure to the emotion. The person affected
contracts the emotion, suffers and requires a ‘cure’. It also negatively evaluates the
emotion, but not necessarily the person affected. A disease is ‘unhealthy’, and so is a
diseased emotion, yet the person is not necessarily to be held responsible for
contracting that disease. Madness, or mad behaviour, can also be seen as
symptomatic of the emotion, and this gives rise to the conceptualisation of emotion
as madness. In this it is the danger of trespassing social boundaries which both
domains share. The tragic depiction of emotional madness is still present

psychologically, albeit in a less emphatic form. Both metaphors are used of
emotions other than €owg, and it is this commonality of conceptualisation which

permeates £€0wc¢ and makes it a firm member of the group of t&On.
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Chapter 4 - "Egwg as an Opponent

The prototypical model of €owg as an opponent in the novel is an asymmetrical
power struggle between the emotion personified and the person affected. This
imbalance of power can be seen as a psychological parallel of the much touted
pederastic paradigm, the disparity in status and power between the erastes (lover) and
eromenos (beloved), as established by Dover and Foucault.””" Crucially, however, it
features a power struggle between the person and the emotion rather than two people.
Fusillo has argued in an excellent paper that the conflict of emotion is a salient factor
in the Greek Novel’s portrayal of psychology.?” This is an internal psychological
conflict between multiple emotions. What Fusillo’s paper proves is that metaphors
of conflict, opposition and domination do not merely occur between the two parties
in an erotic relationship but between the emotion and the person. This model has
fundamental implications for how one views the self. In Plato Socrates speaks of
how strange it is to describe the control of desires in terms of being ‘stronger’,
KQelTTw, than oneself.””” Metaphors of emotional conflict are a common feature of
psychology in general.”’* This chapter will explore the dynamics of this power
differential between the emotion and the person. While the relationships between
main couple and love rivals can be intrinsically different, the model of the supremacy
of the emotion is consistent for all the characters in the Greek Novel.””” The initial

narrator in Achilles Tatius, after viewing the ecphrasis of Europa and Zeus as a bull,

remarks upon how the infant ('EQwc) rules over the sky, earth and sea: qoyxet

271 See Dover 1978, 135ff. and Foucault 1990a, 196. Hubbard 2002 and Davidson 2007 argue that
there were homoerotic relationships in the ancient world which do not conform to this paradigm. See
Davidson 2007, in particular 468, on variety among Greek culture concerning homosexual relations:
what he calls Greek homosexualities. However, Dover and Foucault are convincing in showing that
the asymmetrical model is prototypical. Goldhill 1995 provides a criticism of Foucault in that his
discussion does not capture all of the nuances seen in the Greek literature of the Roman Empire.
Since the vocabulary erastes/eromenos is now standard I will forego italicisation.

2 See Fusillo 1990 and 1999.

7 See P1LR.430e6-8: 1) cohQOTHVI E0TIV KAl OOVAV TIVWV Kai EMOVIGV §YKQATEw, (G
daot kgelttw d1) adTOL &dToPaivovteg ovk o' GvTiva TEOTIOV.

7 See for example Freud’s definition of repression. He explains repression metaphorically as a
lecture hall. If a student misbehaves or is difficult in the lecture hall, they are ejected by the other
students. In the same way the ego ejects disturbing thoughts (see Billig 1999, 29). This model of
psychology utilises conflict based in a social situation. Psychological conflict is seen in the broader
category of desires. See Foucault 1990a, 67.

” For more on relationships see the conclusion to this thesis.
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Poédpoc ovpavov kal yng xkai BaAdoong (Ach.Tat.1.2.1). This is not an
innovation in Greek literature. Hesiod in his Theogonia states that "Egwg is the
fairest of the immortal gods, the limb-loosener (AvoiueArc), and he has power,

dauvartal, over all gods and men (120-2). However, the domination of €pwg is a
salient factor of psychology in the Greek Novel.

The source domain is here called the opponent, but different sections of the
domain of physical conflict can be used. These range from interpersonal wrangling
to the schema of war. Conflict envisages a simple scenario: the cause and initiation
of hostilities, the duration of conflict with any sub-events, and the outcome of the
conflict. This abstract scenario is rather basic. @ However, the events and

eventualities which the metaphors highlight reveal the conceptual underpinning of

€owc in these works. Metaphors of éow¢ as an opponent in the Greek Novel almost
always highlight either events in the duration of conflict which are negative to the
person, such as wounds, or the end results of the conflict, which involves the
supremacy of the emotion. This depicts the emotion as ‘unbeatable’ and asserts that
resistance to the emotion is futile, in contrast to certain schools of thought such as

Platonism and Stoicism.?”®

This conceptualisation underlies any explicit narrative
events or descriptions which depict emotion as supreme.

The Greek metaphorical concept fits one in American English quite well.
Lakoff and Kovecses say that STRUGGLE is a basic level concept used for emotion,
and they outline its use in the concept of anger.””” ‘I was seized by anger’ and ‘I was
overcome by anger’ are examples of the concept in American English. They both,
however, differ as to their implications. The former allows successful resistance

against the emotion whereas the latter does not. It is the latter type of metaphor

which dominates in the novels and shows that their literary version of emotion,

grounded in folk psychology, conceptualises £0wg not merely as an opponent, but as

a victorious one.

276 In Plato’s Respublica there is a tripartite soul within which appetites must be kept in check. These
parts are reason, appetite and spirit: TO AoyLOTIKOV, T0 émBvunTikdv, TO Bvpoedrg (PL.R.434d2-
441c7). Spirit should aid the rational part rather than the appetitive part (P1.R.440e). See further in
the chapter on the Puxr] and xkapdia. Stoic philosophy is more fragmented, but there seems to be a

consensus that excessive passion should be controlled. See Stobacus 2.88-90 SVF.
277 Lakoff and Kdvecses 1987, 205-6; 218-9.
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The concept of holding is a common one in the novels and shows variation in
its application to the emotions. In this model the suppression of the emotion maps
onto the concept of an entity being held down. This is most likely to involve
personification as what does the holding is a human, and what you hold down is a
human or a beast. Therefore in this sense it is part of a wider metaphorical network
which views the relationship between a person and their emotion as a contest or

struggle. It can emphasise the action of the person or the emotion. At X.Eph.1.3.4
éowg ‘in’ both Habrocomes and Anthia ‘is not to be checked’: 6 €owg €v

éxatépols NV akatdoyxetoc. The example here combines the container metaphor
with the concept of holding and releasing.””® Tt also emphasises the impossibility of
action of the young couple. They can try and hold down the emotion, but it will not
be successful. When Manto is rejected by Habrocomes she becomes uncontrollably
angry: | Mavtw €v 0gyn akataoxétw yivetat (X.Eph.2.5.5). Axatdoyxetog
remains attached to the emotion, whether the emotion or the person is the container,

279

and so is used consistently.”” AvUm) is also used in the same way as being both a

container and unholdable: év OAAT kat dxkataoyétw Avmn 1v (X.Eph.3.9.1).
The two metaphors combined, the container and suppression, each highlight a
different aspect of the conceptualisation of the emotion. The container represents a
binary state—the choices are in/out of emotion—but the notion of suppression
orients this in terms of a struggle with a personified emotion, which correlates with
the degree of success with which the subject suppresses their emotion. When the
emotion is in the container, it is perfectly consistent to say that one keeps it down.

This concept of a struggle seems to be the most pervasive aspect of the system of

emotions. The verb noodopaut signifies ‘being weaker than’ and a person affected

by an emotion can be defeated by the emotion. Both examples in Xenophon involve

8 We see exactly the same concept of ‘unchecked’ €owg when Aristomachus cannot hold down his
desire for Hyperanthes: éoao0eig 0& oUKETL HETOIWS KATELXE TOV €QWTA, AAAX T HEV TIOWTA
T pewakiow moooémepuney (X.Eph.3.2.7). The adverb petoicwg shows the ideal of a mean in
terms of controlling emotions. See the final chapter for more on the container metaphor.

279 The adverbial form is also used in Xenophon of Ephesus. At X.Eph.2.3.2 Manto is not in control
of her passions: avt 1) Mavtw €Kk ¢ ovvrjOoug pet Tov ABokduov dixitng dAloketal
Kal dkataox€twg eixe kol Nroget 6 Tt mowjoat. There is no mention of an emotion term here,
but the presence of a conventional metaphor aAioketal, ‘to be captured’ (see below), indicates that
she is feeling €ocwc. It is Manto here who is ‘out of control’, dkataoxétwg eixe, and this is because
she has already been ‘captured’ by the emotion.
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éowg and the submission of the subject. Habrocomes is weaker than €owcg,
Nrtatat d¢ Vo "Epwrtog APgokounc (X.Eph.1.3.1), and he finally admits that the

god is a benefactor to one who submits to him, XAA" eveQyétnc NrTwHévw Oedg
(X.Eph.1.4.5).* This is conceptualisation of the state of an emotion in terms of a
power dynamic, where the emotion is not merely an opponent in a struggle, but a
victorious one. This concept emphasises the result of the metaphorical struggle and
implies that subsequent action will be dictated by the emotion. It does indicate that a
struggle has taken place, and that the person has actively tried to stop the emotion.
"EQwg as war is a conceptualisation which utilises other more basic ones such
as the contest metaphor seen above. First I will briefly discuss the relevance of
personification to this study before moving on to the analysis of the schema. We can
get a good overview of these personification metaphors by looking at a passage in
the first book of Xenophon of Ephesus. Habrocomes is a young man famed for
being handsome, yet he is not interested in £owg and even refuses to recognise him
as a god (X.Eph.1.1.5). In this we see a well-established model used in many of the
novels, which could be referred to as the Hippolytus model: refusal to recognise the
power of erotic desire. However, éowg takes offence at this and contrives to do

something.

Mnvix mooc tavta O ‘Epws PAdverkog yao 6 0Oeoc kat vmegndavolg
amapaitntog &CnTel d& TEXVNV KATX TOL MEaKiov kal yao kal 1@ Oeq
dvodAwtog edpalvero. EEomAloag odv éautov kal Tacav OVVAULY €QWTIKWV
dapudkwv megBaAopevos Eotpdtevev €' APoorounyv (X.Eph. 1.2.1.).

In this passage we can see the full range of Xenophon of Ephesus’s personificatory

metaphors for épwg. He is quarrelsome, ¢piAdveucog, and this is a metaphor which

conceptualises €0wg as an opponent to the person feeling the emotion. All of the

other metaphors are related to this basic notion in one way or another. First of all,

280 See P1.Phdr.233¢1-2 which contrasts being defeated by €owc with being master of oneself: ovX
Tt €QwTog MTTWHEVOS AN’ épavtol koatwv. Earlier Plato comments on how strange this
metaphor is: 1 ocwdoovvn €0Tiv Kal NOOVOV TVWV Kal EmBuUV EYKQATELR, (G Paot
KQelTTw 01 avtov amodatvovteg ovk oid' dvtva toTov (PL.R.430e6-8). Habrocomes vainly
boasts that £gwg will never master him, oUk &v "Egwg moté pov koatrjoat (X.Eph.1.4.3), in an
endeavour doomed to failure. Both sides, the person and the emotion, are attempting to have mastery.
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€owg attempts to contrive a cunning plan, a téxvr), against his victim. This plan is
seen in terms of a military strategy, as he will arm himself with weapons,

égomAioac, equip himself with erotic drugs, ¢paguaxwv, and conduct a war

against Habrocomes: éotodtevev &' ABookounv. All this preparation is
necessary because the end result of the war, the capture, will be difficult:
dvodAwtog. A Ppdapuakov can be a healing or a harmful drug, and here we see a
conflation of the war metaphor with another schema. As part of his military strategy
éowg will try to drug Habrocomes, and this word is often used in other novels to
designate the start of the disease-schema, poisoning someone to make them ill, or the
end, as a healing drug to ‘cure’ the emotion. It is also associated, however, with
specific love potions, and with the label é¢pwtik@v we have something different from
the disease-schema outlined above. It is neither a cure nor a conventional poison, but

' In terms of the military metaphor this passage describes a

a philtre or charm.”®
process. The emotion equips itself with weapons in order to wage a war, in which
the final act will be the capture of the person involved.

War is struggle in terms of a larger social arena, and provides a ready made
schema for understanding the emotion. The largest emphasis in Xenophon of
Ephesus is upon the end point of the process. There are nine references related to
capture throughout the novel and there is never any doubt of this eventual

consequence. As we saw above £owgc was concerned that Habrocomes was “difficult
to capture’, dvoaAwtog (X.Eph.1.2.1), and so he takes extra precautions in
conducting his campaign. Inevitably a short while later Habrocomes becomes a
‘spear captive’ of the god, v atypdAwtog tov Oeov (X.Eph.1.3.2), recognises the
fact and regrets abusing the god: 0 T Oew Aowogovpevog EdAwKA

(X.Eph.1.4.1). However, it is not only the emotion which is portrayed as capturing
the affected person. When she sees him Anthia is ‘captured’ by Habrocomes

(X.Eph.1.3.1), in the same way as later on Manto is ‘captured’ by him: avtn 1)

Mavtw €k g ovvrifoug peta tov APBgoropov daitng aAioketat (X.Eph.

! For an erotic philtre see Theocr.2.15.
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2.3.2). Both women fall victim to the influence of éowc and are conceived as
captives in the war. This image evokes their helplessness in the situation.?

If we continue a passage quoted above concerning ‘capture’ we notice a chain
of events adding detail to the process of war: 0 T@ Oe@ Aowogovuevog EdAwKra
kat veviknuatr xat magBévw dovAeverv  avaykalouoar (X.Eph.1.4.1).
Habrocomes is describing himself as captured, conquered and forced into slavery by
éowc. A maiden, maOévog, (Anthia) is his conqueror and this conforms to the
model seen above where capture is between two persons rather than the person and
the emotion. The arrogant Habrocomes even goes so far as to exhort himself to
‘conquer the god (£0wg) who counts for nothing’: vOv o0dev Ovta Oeov viknoal
pe Oet (X.Eph.1.4.2). In fact it is the god who will conquer him, as we see a short
while later: ovkéTL 01 kapTEQWY, OlPag éavTov elg YNV ‘“veviknkag', eimev,
“Eowc’ (X.Eph.1.4.4). He prostrates himself in order to make his capitulation more
effective. There are shades of a further metaphor here: £owg as a tyrant. Throwing
oneself to the ground in front of the victor evokes the submission acknowledged by
proskynesis.**

Conquering is part of the £pwg as war schema, but its result can either be part
of the war scenario (as an endpoint) or function on its own as a reflection of a social
hierarchy. This is the metaphor of the slave-master relationship.?®* The final part of
Habrocomes’ capitulation to the god involves his recognition of him as master: TOv
ntavtwv deomotnv (X.Eph.1.4.5). Again this term is not just used of the god, but

can be used of a human partner, as when Anthia calls Habrocomes the master of her

82 In the same way Perilaus and Amphinomus are captured by Anthia, and so both genders exert the
same influence over people (X.Eph.2.13.6; 4.6.5). Aristomachus is also captured by Hyperanthes as
soon as he sees him, and so the metaphor also extends to the homoerotic realm (X.Eph.3.2.6). There
is an interesting contrast in the temporal aspect of this metaphor. Perilaus is captured ‘gradually’,
Kata HkQov, while Aristomachus is captured ‘straightaway’, e00€wg. This metaphor can refer to
both instantaneous and gradual submission to the emotion.

% Herodotus provides the most famous explanation of the Persian custom, and would view a person
throwing themselves to the floor before another as acknowledging a great disparity between their
respective statuses: 1)V ¢ TOAAQ 1) 0UTEQOC AyEVVEOTEQOS, TMQOOTIMTWY TQOOKVVEEL TOV
étegov (Hdt.1.134). I would prefer taking the metaphor to refer to this rather than to wrestling, since
wrestling would prototypically feature the subject being thrown to the ground rather than casting
themselves. For more on the wrestling metaphor see further on in this chapter.

284 This is a very common model in previous Greek literature. For example see Archil.196; Anac.346
(2). 5-6,357.1, 505 (d); P1.Phdr.252a; Thgn.539-40, 1235, 1306-7, 1344, 1350, 1357-60.
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Yuxn (X.Eph.2.4.5; 5.14.2). Since this slavery dynamic is so firmly rooted in the
cultural environment of the ancient world, it is not surprising to see the boundaries
between the literal and metaphorical blurred.®™ When Anthia and Habrocomes are
on the pirate ship, Euxinos approaches Habrocomes in order to give him a
proposition from Corymbus. The two pirates are in love with Habrocomes and
Anthia respectively, and decide that soliciting them would best be done on each

other’s behalf. The offer to Habrocomes contains the promise that Corymbus will

make him master of his possessions: £€TOLHOG £0TL OEOTIOTNV TOLELV TWV £QXVTOV
(X.Eph.1.16.4). Now this is obviously playing on the metaphor which sees the erotic
relationship as a master-slave one, but it is an inversion of the social one, since
Corymbus will not in reality be the one in a lesser position of power. In this sense it
reflects the emotional emphasis Corymbus claims he will put on Habrocomes by
giving him increased economic power. Its main purpose is to be a rhetorical
strategy, and by utilising this common conceptualisation of the erotic relationship it
gains in persuasive power.

The metaphorical schema of war does not only appear in Xenophon of
Ephesus but is pervasive throughout the Greek Novel. I would not wish to argue that
the metaphors which structure it are exclusive to it, but by analysing the larger
schema in this way we can see the conceptual coherence of the whole. The table
below shows how the same metaphors of emotional conflict are repeated throughout

Chariton’s novel.

Reason for Conflict Duration of Conflict Result of Conflict

"Eowg is Warlike?® Besieged®’ Defeat/Capture™®
Contest™ Destruction®”
Resistance™' Slavery*?
Strike/Wound**

% On slavery in Roman civilisation see Bradley 1994 and Hopkins 1993.

*% Chariton 1.1.4: éowg is dpLAdveucog (‘likes a fight”).

*¥7 Chariton 2.8.1: éxmemoAlogknpévog (Dionysius).

288 Chariton 6.3.2: KQATEL TTAVTWV TV Be@v kat avtoL tob Aldg (Artaxerxes); Chariton 6.3.8:
éaAwkapev (Artaxerxes). The first example echoes Menander, Heros fi.1 K.

*% Chariton 2.4.4: aycwva (Dionysius); Chariton 6.3.8: avtaywvilopevog oeavt@ (Artaxerxes).
20 Chariton 1.1.10: GmtoAéo0at (Chaereas); Chariton 2.4.7: &toAwA& (Dionysius).

! Chariton 2.4.4: avtéxeoBal (Dionysius).

*2 Chariton 4.2.3: ur) dovAevwv éowrtt (not Polycharmus, and by implication Chaereas).
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The whole schema of £€owg as war in Chariton is not seen as arbitrary, but as

following a plan. The god €pwg and the person affected have a plot or strategy for
the emotional conflict with which they are engaged.*

In Chariton there is very little emphasis on the reason for the conflict. This is
because the onset of £€owcg is seen as a passive effect, and no explanation of the
conflict is needed. The only example above which tries to explain this is Chariton
1.1.4, where a personified emotion considers it a triumph to unite two rival families
by making two of their children fall in love with one another. The domination of
£0wg, seen so heavily in the final part of the scenario, is no surprise either, given the
model of the emotion as all-powerful in the Greek Novel. The profusion of examples
in the middle category show that resistance is possible, if futile, and that the conflict
of €pwg is a proper one, and not merely an idiomatic way of talking about the
emotion. The conflict itself, and the results of the conflict, have narrative
significance for the development of the plot.

The metaphor of the person being captured by the emotion shows a
conceptual link to the metaphor of love’s slave. The second metaphor, however,
emphasises a social model of disparity of power while the first emphasises the result
of a conflict. At Chariton 4.2.3 Polycharmus is described as young, manly, and free
from the tyrant €owc: 6 d¢ IToAVXapOG, ola O1) veaviag avdokog TV GvoLy
Kal pr) dovAeVwv €owtt, XaAeme tuvodvvw. The metaphor here focuses on
disparity of power, contrasting the slavery of someone in love with the tyranny of
£owcg, and he is a difficult tyrant at that: xaAemdg. This is therefore a social model
for the emotion.” This instance parallels two elements of the narrative. First,
Polycharmus is not enslaved by the emotion, and this description is an oblique

reference to Chaereas, who is wasting away beside him. Second, at this point in the

** Chariton 1.1.7: toavpatog (Chaereas); Chariton 2.4.1: ététowrto (Dionysius); Chariton 4.1.9:
PANOeic (Mithridates); Chariton 6.3.3: €1owOn (Artaxerxes); Chariton 8.5.6: TEavuaTL
(Artaxerxes)

»* Chariton 6.3.1: €miBovAnv (Artaxerxes); Chariton 6.4.4: Aavttattopevov WOV kal
BepovAevuévov (Artaxerxes). In the second example €owg is countering the king’s plans and
strategies against him. In the former the king agrees with his servant that there is a ‘plot’ against him:
an emotional one.

3 As is Chariton 2.4.9, where Dionysius is in é0wg’ power: év €Qwtog éEovaia.
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plot, Chaereas and Polycharmus are slaves toiling for Mithridates, and so the
metaphor echoes the immediate context. None of this is particularly nuanced literary
manipulation, but it does lend a measure of physicality to the metaphor and
highlights the narrator’s activation of a conventional meaning in context.

This psychological conflict is mediated by cultural values and considerations.

Chariton does seem to have a class bias. All Callirhoe’s suitors are powerful men,

and at the start the author emphasises the two lovers’ good breeding: evyévewx
(Chariton 1.1.6). Chaereas and Callirhoe are both notable for their passive
acceptance of the emotion: they do not fight against it. This is in contrast with
Habrocomes (see above). The other two most important characterisations of love’s
effect in the novel show a completely different reaction. Dionysius does not just

passively give in to his emotions, but tries to fight them, like a well educated Greek
should. His resistance is displayed via the conflict of reason and passion: TOt" 1|v
ey ayova Aoywopov kat maOovg (Chariton 2.4.4). His ‘philosophizing’
against £owg is mistaken, but at least he attempts it: prAocopovoav (Chariton
2.4.5).*° He is fighting against his emotions because he is educated and someone
who makes a claim to excellence: oiat 1) TeMAdEVHEVOS AVTO Kal EEalQéTwg

aetng avtirooLpevog (Chariton 2.4.1).*7 The second point is interesting as it
shows a reflexive awareness of the emotion. Dionysius is fighting the emotion not
only because he has been taught to, but because he also has an image of his own
excellence to live up to, one grounded in social and cultural norms and expectations.
Shortly after Dionysius asks himself whether he is not ashamed to be feeling the
passion of a boy in his social position (Chariton 2.4.4). The reference to a boy
illuminates the lack of resistance seen by Chaereas earlier in the novel. The force of
the statement is that if Dionysius is conquered by the emotion, then anyone can be.
This is all consistent with the initial portrayal of Chaereas and Callirhoe if we take

age and social position into account. The former couple have good breeding, but due

% Repath 2008, 63: ‘Yet in fact the fundamental polarisation between reason and desire forms the
basis of what the novelists do’. 1 am taking this as an established folk model which has a
philosophical basis.

7 This notion of madelax was very important in the cultural context of the novel. See Barton 1994,
Gleason 1995 and Goldhill 2001, 157. Contrast Chaereas at Chariton 4.4.2. He wishes to rush off and
demand Callirhoe from Dionysius, but Mithridates warns that he is acting though passion rather than
logic: omevdelg mabet paAAov 1} Aoyiop@. He must try a more subtle plan.
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to their age they do not have the social expectations fostered upon Dionysius.
Therefore their respective reactions reflect a combination of age and position.
Later on in the novel Artaxerxes the Persian King falls in love with Callirhoe.
s 298

There are subtle differences between his depiction and Dionysius’. Artaxerxes

confides in his servant that he has been defeated by the emotion. It is more powerful

than him: duvartwrepog (Chariton 6.3.2). Yet we do not receive a description of his
inner struggle, as with Dionysius; we merely get his word for it that there has been a
struggle. When his servant provides the generic advice that the only cure for love is

the beloved, the King rebukes him. He is mindful of the laws which he has set and

the righteousness, ducatoovvr, he practises constantly (Chariton 6.3.8). The
servant then recommends the distraction of a hunt, which does not turn out to be
successful. We have no proof that the King is serious about fighting the emotion
internally, but we see the same concern with social propriety that Dionysius showed.
These men both ostensibly have a desire to live up to their own images. In both
cases, however, the emotion is too strong. The ‘barbarian’ king is treated differently,
in that he relies on the sycophancy of his servant and has a higher valuation of
himself than Dionysius.

The portrayal of love is thus consistent in terms of age and social position.
By comparing these factors we see that these both outweigh ethnicity, since there are
remarkable similarities in the way in which the Greek and the Persian react. There is
more evidence that Artaxerxes’ resistance should be seen in a positive light.
Mithridates, the Persian satrap, does not attempt to resist the onset of the emotion
(Chariton 4.1.9). Since Mithridates is older and in a higher social position, like
Dionysius and Artaxerxes, and is Persian, like Artaxerxes, we cannot ascribe his lack
of resistance to age, class, or race. Therefore his emotional reaction is down to
character, even if his character is only briefly sketched. This shows that while
cultural notions permeate Chariton’s novel, he is capable of depicting emotion at a
personal level.

Daphnis and Chloe features fewer metaphors of conflict and none of them

refer directly to psychological conflict. Daphnis and Chloe are both ‘taken’ by the

vision of one another: &ytveto 1oN Twv 0POaAnwv &Awoig avtoig (Longus

2% Toohey 1999 contrasts the love of Artaxerxes with that of Chariton and Callirhoe.
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1.24.1).** The word &Awao's can refer to the capture of animals (Arist.HA 593a20,
600a3), but equally it can refer to an individual or a city being captured by an

0

enemy.*” A related metaphor is that of the piracy of €owg, which Daphnis is

ignorant of: £tL dyvowv 10 éowtog Anotrjotov (Longus 1.32.4.9). This metaphor
reflects a development in the plot: Daphnis has just returned safely from being
kidnapped by pirates. The psychological implications of the metaphor are that
conflict with the emotion is less possible, since piracy takes one suddenly. Chloe is

soon to ask herself why she feels pain, yet is not wounded: dAyw, kat éAkog ovk

ot pot (Longus 1.14.1). She compares her experience to being struck by
something, perhaps a weapon, which would cause a wound. Gnatho, Astylus’
lecherous associate, claims that whichever body, cwpa, someone finds beautiful,
with that they are ‘taken’: dAA' &v olw mote av cwpatt €01 TO KAAAOG
éaAwxke (Longus 4.17.3). The other metaphors which denote conquering do not
refer to the emotion’s power over the person, but the person’s attempted power over
the emotion. Daphnis reasons that the rams and ewes, he-goats and she-goats, are
contented after the act of sex, and that this must be something sweet which conquers
the bitterness of €owg: vika 10 éowtog mukEov (Longus 3.14.3). This metaphor
places the finality of the process at a different point, where the conquering proper
only emerges once £0wcg is cured. Gnatho also refers to this consummation when he
asks Asylus to grant him Daphnis and thereby conquer his unmasterable éowg: TOov

antmrov ‘Eowta viknoov (Longus 4.16.3). The adjective drjttnrtov reflects the

metaphors seen above in the other novelists where the person is defeated by €owc.
Daphnis and Chloe does not feature any references to the mental struggle against the
emotion and contrasts with Chariton and Xenophon of Ephesus in this respect. The
few metaphors which do appear indicate either the result of the conflict or potential
cures for £€owg, and do not question at all the emotion’s ability to take control. It is
also a question of theme. Daphnis and Chloe are seeking love. It makes no sense for

them to consciously fight against it.

% Similarly at Longus 1.13.5 Chloe cannot prevent her eyes from wandering towards Daphnis: tv
O0POAAUDV OVK EKQATEL
390 See Hdt.1.5.1 on the capture of a city, tr)v TAlov &Awotv, and P.0.10.42 of a human: aAdotoc.
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Our final two novelists are Achilles Tatius and Heliodorus, and they both
show the same emphasis upon the final part of the process. In some ways the
separation between the two sections of duration and result is artificial. The wound
could conceivably lead to the end of combat, but again it is a question of emphasis.

Defeat refers specifically to the result of conflict, whereas the wound might only

suggest it. Below is a table of conflict metaphors related to £ocwg in Achilles Tatius.

Duration of Conflict Result of Conflict
Attack™ Conquered*”
War*® Defeat/Capture®”
Wound*® Destruction®”
Slavery*"”’

In some of the references above there are further descriptions of the conflict of épwc,
but the table makes the general trend clear. Some elements have greater or lesser
extensions. The wound is an instantaneous event, where as the term mOAepog

evokes a conflict of a larger scale and duration. As Clitophon confesses at
Ach.Tat.1.9.1, all of "EQwg has attacked him and driven sleep from his eyes: 6Aog
Y&o pot moooémeoev O'Epwg kal avtdév pov duokel TOV UTVOV TV

oppatwv. The emotion is so overwhelming that any resistance is futile. The model
in Achilles Tatius thus echoes those used in Chariton and Xenophon of Ephesus.
The second metaphor in this sentence is that of the hunt, where the emotion plays the
role of hunter. It is transferred here to denote the prototypical symptom of
sleeplessness, and to sustain the personification. The usual model is that of the

emotion affecting the person, but when Charmides confides in Menelaus, he tells him

that it is Leucippe who has destroyed him: amoAwAeke (Ach.Tat.4.6.2). Leucippe

*" Ach.Tat.1.9.1: mpooémeoev (Clitophon).

2 Act.Tat.4.7.4: veviknuat (Charmides).

% Ach.Tat.4.7.3: mOAepog (Charmides).

3% Ach.Tat.4.3.1: éaAwket (Charmides).

% Ach.Tat.1.4.4: toavuatt (Clitophon); Ach.Tat.2.7.6: TETQWUAL...TQADUA. .. TITQWUKEL
(Clitophon); Ach.Tat.4.6.1 : towOeig (gnomic); Ach.Tat.4.7.4 : toavpca (Charmides).

3% Ach.Tat.1.4.4 : artwAwAewy (Clitophon); Ach.Tat.4.6.2 : amoAdAeke (Charmides).

397 Ach.Tat.1.7.2 : d00Ad¢ (Clinias); Ach.Tat.5.25.6 : do0Aoc (Melite and Clitophon).
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can be conceived as the person doing the destroying, even though she is a passive
object of his gaze.*®®

Heliodorus displays the same concepts once again, but with more variation
than the other novelists. He has the standard process of duration of conflict followed
by submission to the emotion. "EQwg can be an arrow striking the afflicted person,

an enslavement, mastery or capture.’” Charicles rejoices that his stubborn daughter
is finally in love: é&dAwxkev 1] dvodAwTtog Kat vevikntat 1] duokaTAPAXNTOG:
éoa XapikAeiwax (HId.4.7.1). She has fought hard against emotion, but like everyone
else is overcome in the end. Arsace parallels the war, moAepog, which almost
occurred outside the walls, between Thyamis and Petosiris, with the one going on
inside her: €pot d¢ apxn T AANOe0TEQOV TTOAEHOL KAl TQAVUX OV HEQOVG
HOVOV 1) HEAOLG AAAX kal Puxnc avTng Yéyove (HId.7.10.2).

Cnemon states that anyone would find Theagenes’ behaviour admirable,
anyone who had been defeated by €owg in the past: dotic épwTL MEooTTaAatoag
NTmon e ™V paxNV NOéws Kat T €KeVOU CWPEOVWS EYVWKEV
amapadtnta mtwpata (H1d.2.7.1). The combination of the verb fjoodopat with
wrestling brings out the physical sense of the word.*'® In a wrestling bout the
defeated person is inferior to the other and it may be that in the other examples

featuring this verb there is a hint of the struggle involved with wrestling against the

emotion, although the verb is used of contests in general. Wrestling has an extensive

1

pedigree in earlier Greek literature.’’’ The Heliodorean love of apparent paradox

3% This will be discussed more at length in the section on vision.

* Arrow: HId.7.10.1: BéBAnuar (Arsace); HId.7.10.3: BéAog (Arsace). Enslaved: H1d.3.19.1:
0edoVAwro (Chariclea); Hld.4.4.4: dedovAwto (Chariclea); H1d.5.2.10: adoVvAwtov ANV €owtog
dodévnua (Chariclea). Capture: Hld.4.11.2: édAwkev (Theagenes). Conquered: HId.7.21.1:
vevikntat (Arsace). In the power of: Hld.4.18.4: éykoatnc (Theagenes).

1% Other uses of this metaphor in Heliodorus are as follows: HId.3.17.4: fjttntat (Theagenes);
HId.4.4.4: fittnto (Chariclea); Hld.4.10.3: fjTtnOnvat (Chariclea); H1d.5.30.2: 1ytt)O1 (Chariclea,
but insincerely); HId.7.9.5: fjttnoOat (Arsace); HId.7.21.1: fjttwv (Arsace).

31 See cf.A.4g.1206; Ar.Ach.273-6, Pax 896-9, Eccl.259-61, 964-6; P1.Phdr.236be, 256b; S fir.618,
941.13. One element of conflict between two people is a height difference between the winner and
the loser. This is based on experiential considerations that if the defeated is knocked down or
enslaved then they are lower than the victor. The preposition UTtd means ‘from under’. When it is
used with emotion terms in the genitive case it provides a strong connotation of agency. This is used
of the broader category of desires. We are told that Thyamis acts through his desire for Chariclea:
OO péV TNe mept v XapikAewav émBvpiag (Hld.1.23.1). The emotion acts upon him as an
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emerges through the use of the adverb ‘sensibly’: cwdeovwe. Sensible or self-
controlled is normally the term used for those who do not give in to emotion, yet here
the trick is for someone to sensibly capitulate.’’> Theagenes begs Calasiris to aid him

and Chariclea in their predicament later on, and he claims that they are captives of a
sensible £owg: owdoovovvtog Eowtoc aixpdAwta (Hld.4.18.2). Heliodorus
differentiates between two types of £owg, controlled and lustful. This does not

denote a difference in the emotion, but a difference in reaction to it. Thus Chariclea

still requires Theagenes to swear not to ‘try it on’ with her, despite the fact that he is

committed to ‘chaste’ £owg, as he retorts (Hld.4.18). As a female she does not trust
the imbalance of power which lies in the male’s hand, and the imbalance of
psychological power which lies in €owc’ hands. "Epwg cannot be resisted in
Heliodorus, but a moral distinction is made between the chaste ‘irresistible’ éowg of
the main couple and the lustful passion of other characters, such as Arsace.’"> There
is not therefore a distinction in terms of the emotion, but a distinction in terms of
character and behaviour. It is how you react to the emotion which counts, but react

you must. Chariclea, like Dionysius and Habrocomes, fights against the emotion, but
to no avail. She is unable to gain mastery over it: TO pT) KQXTIOOL TN)G VOOOU TNV
apxnv (HId.4.10.3). This is the conflation of the disease and opponent metaphor:
fighting £owc as a disease. Elsewhere we are told that Chariclea is hostile to €Qwg:
TRO¢ épwta dVopaxog (HId.3.17.4).

The psychological conflict involved with €owg is pervasive in the Greek
Novel, and its most common form is that of the emotion as victorious opponent. It is
not only €owg which is conceptualised as an opponent. Chariclea struggles to fight

against her m&BOog (HId.4.9.3) and this model extends to the passions generally.

Thus although Theagenes and Chariclea both experience internal conflict in an erotic

agent. Chariclea says that Arsace should never have submitted, ‘stood under’ (Omootfjvat), her
passion for Theagenes. ‘Crouching down’ can also be metaphorically used of the level or intensity of
desire. Chariclea throws her arms around Theagenes and tells him that she is glad their misfortunes
have not caused him to ‘make to squat’ (0kAd&Cw), i.e. diminish, his longing for her: un oxAdoag
Tov &7’ éuot mobov (HId.1.23.2).

*'2 For more on the element of self-control in relation to €owg see the conclusion of this thesis.

313 See Morgan 1989, 107 and 1998.
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context, dywviw, at HId.3.17.1 and Hld.4.11.1 respectively, the term has a wider
range and denotes mental anxiety in general, although it utilises the conflict
metaphor.*'

Psychological conflict is a certainty for the characters in the Greek Novel, but
erotic conflict can emerge on a literal level as well. The first correspondence is that
between the endangerment of life on a metaphorical and literal level. When

Chaereas pines away for the girl he has just met we are told he is in danger of dying
from this affliction: kivdovvevovtog dmoAéoOat dux mabog Puxng evpvovg

(Chariton 1.1.10). So the emotion can be dangerous.’’® The most common form in

which the conflict model is reflected in terms of relationships is erotic rivalry. At

Chariton 1.2.5 the son of the tyrant of Acragas says he will equip jealousy and £€0wg
as allies in his rivalry with Chaereas for Callirhoe. Mithridates exhorts himself not to
‘surrender’ Callirhoe when he is forced to travel to Babylon to defend himself and
Dionysius regrets that he has made his master, the Persian King, a rival in &pwg
(Chariton 4.7.2 and 6.2.7). The mode of interaction between the lover and the
beloved can also be conceptualised in terms of an asymmetrical power divide. In
Heliodorus Demaenete laments that she behaved towards Cnemon not as a lover, but
as a ruler (HId.1.15.5). This is clever rhetorical manipulation of the cultural power
dynamic. She has nothing against asymmetry of power per se, but only regrets it
because it was unsuccessful for her. She should have behaved as a lover, someone
who is equal, in order to persuade Cnemon gently rather than force him.’'® The
opposite of this relationship is seen between the principal couple, where we are told
that Theagenes has ‘captured’ Chariclea: fjonke (HId.4.10.5). Finally, Theagenes is
described as ‘marshalling an erotic war’ when he abducts Chariclea. This is
metaphorical in the sense that there is a domain mapping. It conceptualises a low-
level struggle in terms of a broader one and there is no desire to defeat Chariclea,

which would be the prototypical purpose of a war featuring two sides (H1d.4.17.3).

314 At Ach.Tat.2.35.1 Clitophon decides to cheer up Menelaus and Clinias with an argument which
has an erotic ‘draw’: ¢UBAAAW AGYOV €owTiknG ExOpevov Puxaywyiag. The term Ppuxaywyia
indicates drawing the attention of the Juxr] to something. For more on the Yuvxr as the focus of
erotic attention see the chapter on the Yuxr] and kadiot.

315 See chapter on the Erotic Syndrome.

316 This is delusional. At first she approached Cnemon subtly and only became forceful when she
failed to get her way.
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The conflict can also be between the lovers themselves. When Habrocomes and

Anthia are finally united in marriage they contest with each other all night, as to who
can appear more erotically devoted: éprAoveikovv 0¢ d' OANG VLKTOC TEOG

aAAnAovg, prAoTipovpevol tic paveltat paAdov éowv (X.Eph.1.9.9). It is not
the usual erotic rivalry between two parties, but rivalry of devotion between the
lovers (really sex). It is also the same word used of €owg himself when he takes
offence at Habrocomes’ recalcitrance (see above X.Eph.1.2.1), and so the same
concept is used of the relationship between the emotion and the person affected and
between the two people affected.

These instantiations of interpersonal rivalry parallel the psychological
metaphors, but there is one final element of the psychological conflict of €pwg which
informs the novels. This is the matter of social constraints. Achilles Tatius provides

us with some concise examples.

Ev peBoolw ketpar dvo évavtiov: Eowe avtaywviCetat kal matio. O HEV
éotnrev aidol kpatwv, O d& KAONTAL TVETOAWY. WS KELvw TNV diKNV; AVAYKN
puaxetar kat Guvois. kai O0éAw pev ool ducdoal, mAateQ, AAA” avtidkov Exw
XaAemwtepov. PaocaviCet tov dikaot)v, €otnke peta PBeAwv, kolvetal peta
TVEAC. AV ATtelONow, MATeQ avTQ Kalopat T muEl (Ach.Tat.1.11.3).

Within Clitophon there is a conflict of emotion and social pressure. His father wants

him to marry someone else but he desires Leucippe. A battle and law case are
conceptualised between £éowc and his father. Clitophon lies on the border between
two adverseries: ¢v pebopiw...d00 évavtiov. It is not a fair case, since £owg brings
violence and torture to the proceedings, and therefore will win out. Within the
source domain, that of the law court, £0wg uses behaviour which contrasts with the
expected scenario: he tortures the judge (BacaviCet tov dikaotrjv). Therefore it is
probable that £0wg is placed in the position of a tyrant, who has supreme power over
legal proceedings, the whole of which is mapped onto the pscyhologcial conflict
within Clitophon. Erotic psychological conflict is between the person and the

emotion, but this passage brings out the modality of this conflict, or how social

pressures condition the conflict itself. It is not just a matter of not giving in to
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emotion but one of considering your own specific circumstances: how the emotion
will affect your relationships. Giving in to £owc will damage his relationship with

his father and hence his familial and social position, and resisiting €owg 1is
impossible, because it is not a law case which is fair.

Another aspect of the conflict between emotion and shame is seen a little
earlier. Clinias provides advice on seduction to the inexperienced Clitophon and the
best way to approach the beloved. He recommends a subtle approach that avoids

speaking directly of one’s desire.

Iaic yao xai mapOévog Suotot pév elow eig aidw: meog d¢ v g APoditng
XAQLV KAV YVOUNG éXWoLv, & TIAoXovov akovey ov BéAovot v Y& aloxOvny
keloOat voutlCovowv év toic orjpuaot (Ach.Tat.1.10.3).

Awdwg, ‘shame’, is an emotion which prototypically arises from a keen sense of
one’s own social positioning. The boy or the girl, even if they are willing, does not
want to hear their desire, & maoyovow, spoken of, because erotic conversation
provokes shame. There is a subtle implication here. It is not merely a case of the act
being socially disapproved of, nor of desire overriding the cultural protocol, but of a
more complex interaction between the two. The act of seduction is acceptable to the
seducee if the seducer does not verbalise the seduction explicity and thereby overstep
the boundaries set by the seducee. It is a tentative game which involves showing
enough respect to the seducee in order to obtain one’s goal. The Greek Novel can
display a sophisticated understanding that the attitude of the beloved is also
important. Chariton 1.4.2 states gnomically that a woman is easier to ‘capture’ if she
believes she is loved. The context is the seduction of a maidservant, but the gnome
is applied generally to women. It is not really concerned with the emotional well-
being of the woman, but merely with increasing the odds of achieving success, and
thereby ‘capturing’ them, as is the Achilles Tatius passage. Therefore these
examples do not overturn the active-passive dynamic of the erastes and eromenos
relationship, but do add nuances and the subjective manipulation of the models
typically involved in the complexities of social interaction.

I will conclude this section by briefly considering some metaphors for

relationships. The same metaphorical schema can be applied to relationships
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between lovers and love rivals. In Heliodorus Theagenes breaks down and cries
because he has been defeated by a girl: kat Tavta Aéywv emeddkouev WOTEQ
dtL mpog Blav fjtnTal koong évdeucvouevog (HId.3.17.4). The verbal form

frtntal is that same as that used of the emotion €owg (see above). There is an
important distinction here. The description of the relationship between the two
lovers is metonymous for the emotion which affects them. This ambivalence
concerning power and responsibility will be explored at greater length in the next
chapter on vision. The reference does conceal a tripartite dynamic under its
presentation of a bipartite one. When Theagenes is conquered by Chariclea éowg is
the means. The same conceptualisation underlies the topos of the beloved as
‘master” or ‘mistress’ of the lover.*"’

This is not to say that relationships between the two lovers and other
characters in the novel are all the same. For instance Morgan contrasts the
relationship between an acquaintance of Nausicles in Heliodorus and his mistress
Isias and that of the main couple. He serves her, Umtnoetéw, and works night and
day to appease her (H1d.6.3).>"® The relationship of Theagenes and Chariclea, on the
other hand, is a mutual slavery. In book eight they are eager to endure the same
hardship, since if one of them was punished less they would consider themselves
conquered by the other and to have too little of ‘things related to épowc’: el EAatTOV

avT@V TS KoAaoONoetatl veviknobat Vo OaTéEoVL KAl HELOVEKTELV TWV

éowtikwv otopevog (HId.8.9.22). They conceptualise their relationship as a
competition of devotion. The same model can be used in significantly different ways

of emotion and relationships.

317 See for example Chariton 8.7.10 where Chaereas says that Dionysius did not enslave Callirhoe but

made her his ‘mistress’: déomotva. See more refs in the chapter on the Puyr| and kadia.

318 Morgan 1989, 107: ‘we are dealing here with the erotic trope familiar to us from Latin love elegy

as the servitium amoris, where it crystallises in the ambiguity of the word domina. The selfish and
degrading materialism, the irresponsibility and absence of any basis for permanence in Isias’ love are
opposed to and illuminate the earnestness, the reciprocity, the spirituality, the life-long commitment
and life-enhancing quality of the true love of Theagenes and Charikleia.” At Hld.6.7.8 we are told that
Chariclea notices Knemon’s feelings for Nausicles’ daughter because a lover is quick to spot others
mastered by the same passion: 0EU¢ yaQ 0 €owv Pweaocar TOV AToO TV owv Tabwv
kekoatnuévov. Therefore although in some respects Theagenes and Chariclea’s love is unique, they
still share significant parts of their experience with others.
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There are also opponent metaphors which conceptualise the relationships

between love rivals. In Chariton Mithridates hopes to sit as a bystander before
entering the competition to take away Callirhoe as the prize: épedoog pévwv
petalL Xawéov te kal Aovvoilov avtog dxovitt to daBAov KaAAwonv

amoioetat (Chariton 4.4.1). The word édpedpog is a technical term which refers to
the third party in wrestling who waits to take on the victor of the first bout.*"* This is
the wrestling metaphor seen of €pwg above. In Heliodorus Cybele criticises her
mistress Arsace for having too ‘supine’, Umtiwg, and soft an approach to €Qwg:
avt) 0¢ oUtwg UTMTIwS TMEOOILOA T OCALTNG €QWTL Kal T OvTL
naAaxiCopévn (HId.8.5.9). She is not pursuing Theagenes vigorously enough and
letting him get away.

One final example will illustrate why the model of the emotion as an

opponent has implications for how one perceives selfhood and responsibility. In

Achilles Tatius Melite loses her temper at Clitophon and then changes tact.

A pev elnov, @ Gidtate, Oupog €Aeye kal AVT & d& VOV HEAAW Aéyewy, €0wg
Aéyetl kav ogyillwpatl, katlopar kav OReIlwpal, A (Ach.Tat.5.26.1).

What she said to him just now her anger and grief, Oupog kat AvTn, spoke. Now it

is €owg which is speaking. If she is angry it is because she has a burning passion for
him. If she causes offence it is because she loves him. Melite’s rhetoric is built upon
a model of emotional agency pervasive in the Greek Novel. The emotion obtains
mastery of the subject and speaks through them. She conceptualises herself as
merely a vessel for the agency of emotion. This is almost certainly short of the truth,
but this model needs cultural credibility for her rhetoric to be persuasive. In the
Greek Novel emotions do dominate characters and the opponent metaphor is a
fundamental way of characterising them.

Therefore the model of conflict or opposition can be used of the relationship
between the emotion and the person, two lovers in a relationship and love rivals.

What is significant in terms of psychological metaphor in the Greek Novel is that the

Y See Ar.Ra.792, E.Rh.119, Pi.N.4.96.
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majority of instances depict the mastery of the emotion.”” The opposition metaphor
predominantly conceptualises the first part of the emotional scenario, the inception of
€owc, and thus is usually prior to the part of the scenario which the metaphors of
disease and madness structure. In the next chapter on vision I will now proceed to
argue why the bipartite model of the lover and beloved is not sufficient to capture the
nuances of what is actually a tripartite opposition: opposition between the two lovers

and the emotion.

20 Alexander 2006 argues that €owg is all powerful in the Greek Novel. She is certainly correct in
this but she perhaps underestimates how dominant many emotions are in the novels.
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Chapter 5 - Vision and "Egwg

1

"Eowg in the Greek Novel is an intensely visual phenomenon.””! This emphasis on

the visual is a feature which is generally applicable to emotions in Greek societies,
rather than applying specifically to €owg.** In fact, as Ekman has shown,
interpreting faces and expressions is a pervasive and universal aspect of human
interaction (see introduction). In the Greek Novel the vision of a beautiful person
almost always triggers €owg in the viewer, and this means that the beautiful (those
who possess k&AA0G) are the objects of attention more than they would wish.**

Aristotle states that £owg, ToU €oav, begins from the pleasure that comes through

sight: 1] dwx TG OYPewg 1)dovr| (Arist.EN 1167a3—4). Achilles Tatius goes so far as
to say that looking at the beloved is a pleasure greater than ‘the act itself’
(Ach.Tat.1.9.4).>** There are many interesting nuances in the Greek Novel’s
description of vision, ranging from gnomai reflecting social prejudices to instances
of the technical language of philosophy and medicine. This chapter will argue that
one metaphorical concept is prototypical of vision and erotic vision in the Greek
Novel. This is the conduit metaphor where vision (and sometimes the emotion)

travels as an entity between two points, or more usually, two human bodies

321 As it is in previous Greek literature. For a selection of examples of vision both expressing and
causing épwg see Alem.1.21-1, 3. fr. 3. col.ii.62; Anac.360.1; Hes.7h.910-11, Scut.7-8; Ibyc.287.1;
Pi.f.123.3—4; Pl.Phdr.247ce, 248bc, 249-251a, 251c, 251e, 253a, 253e, 254b, 255cd; Sappho 138.2;
Sim.fr22.12 W.

322 Looking is involved in the expression and provocation of emotion, ranging from direct